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ABSTRACT 
 
 
 
The poor state of knowledge currently relating to pre-1930s Australian variety theatre is 
reflected not only in the huge gaps in the history of even the most prominent minstrel and 
vaudeville companies and practitioners of that era, but also in the large number of erroneous 
conclusions contained within the published history. Two case studies will be included within 
this dissertation's broader study of the variety industry between circa 1870 and 1930, 
demonstrating that that Australian theatre history has failed to properly account for variety 
theatre production during a period when, as Charles Norman succinctly calls it, "vaudeville 
was king." The purpose of this thesis is therefore to argue first, that the methodological 
approach taken by historians to date is inadequate for dealing with variety industry activity 
both on a national scale and at a level of operations below that of the Tivoli circuit. The 
second purpose is to propose an entirely new methodology - one which allows historians the 
ability to uncover substantial new evidence about the organisation, personnel, and creative 
product of that industry.  
 
One case study addresses the absence of any sustained research into the partnership of Nat 
(Stiffy) Phillips and Roy (Mo) Rene, arguably Australia's most influential and significant 
comedy duo of the first half of the twentieth century. The thesis demonstrates that much of 
what currently stands as knowledge about their onstage relationship is wrong, particularly the 
assumption that Mo was the dominant comic and Stiffy the straight man. The second case 
study identifies several erroneous conclusions that also exist today as historical fact. The 
issues examined here relate to the generic form and structure of the "revues" staged from 
World War One up until the late 1920s. The research undertaken clearly shows that these 
productions were not a sequence of songs, dances and sketches carried out under some 
umbrella theme but were instead narrative-driven one act musical comedies - initially referred 
to in the industry as "revusicals." 
 
At the core of this dissertation's hypothesis is the realisation that historians need to engage 
with the variety industry on its terms - by responding to the infrastructure and social networks 
through which it operated - if they are to gain insight into its production and reception as 
popular culture entertainment. As a result of this new methodological approach it has been 
possible to track the movements of hundreds of performers as they criss-crossed the county 
(some over several decades), thereby providing new reserves of data and historical insights 
previously unattainable to historians. The evidence supporting the dissertation's conclusions 
is contained not only within the thesis itself, but also as part of several extensive production 
and biographical databases reproduced in the Appendices section. This evidence also makes 
available for possibly the first time in more than ninety years, four original Stiffy and Mo 
scripts written by Nat Phillips, including the first two productions ever staged by the troupe. 
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Vaudeville was the entertainment of the people, its brassy assurance 
a dig in the nation's ribs, its simplicity as naive as a circus. The 
Tivoli shows that I worked in… were complete characterisations of 
the pleasant gullible clowning Aussie, physically bestowing itself 
and reflected in the response of the audiences, its entertainment 
largely topical fun. The trend of the humour was the march of those 
times. Thus vaudeville is an important chapter, not only of the stage, 
but of Australia.  
         
            (Charles Norman)
1
 
 
 
 
 
 
 
 
 
  
Little drops of humour 
Little drops of light 
Knock our daily troubles 
Higher than a kite 
 
             (Charles Hugo)
2
 
 
 
 
                    
 
                                                          
1     When Vaudeville was King (1984), 61. 
2     An advertising jingle published in the Sydney Morning Herald by Charles Hugo during his Buffalo Minstrels season at the 
Princess Theatre (26 June 1886, 2) 
 
1 
 
INTRODUCTION 
 
 
The history of amusement in Australasia, if it is ever written, will astonish the reader at the 
amount of talent seen on our various stages… The vaudeville stage alone, in this country, 
could supply chapters of historical interest (M.A Keup).
1
 
 
The thirty year period between 1900 and 1930 produced a huge [number] of vaudeville 
artists. In 1915, Fullers advertised that they had over three hundred and ninety individual 
performers billed to tour their circuits and most were Australians. By the time Fullers had 
reached the full extent of their expansion in the mid-twenties, this number would most likely 
have approached a thousand performers… This tough tally does not include the many 
performers with Harry Clay's Vaudeville, Percy Dix's Vaudeville Company… Les Shipp's 
suburban circuits [or the Tivoli organisation] (Katrina J. Bard).
2
 
              
 
 What Oh Tonight, the first one act musical comedy starring Stiffy and Mo was staged by 
Nat Phillips and his Tabloid Comedy Revue Company at the Princess Theatre (Sydney) on 8 
July 1916. It was not, however, the first of its kind to be produced in Australia.  Although a date 
for the arrival of the revusical as a uniquely local popular theatre genre can not be precisely 
determined, it is clear that a number of foreign touring companies had introduced a proto-
production format here from 1913 onwards. Several Australian-based variety practitioners are 
also known to have pioneered a similar style of production to What Oh Tonight during the 
previous twelve month period.
3
  Despite not being the first of its kind, this production (written 
and directed by Phillips) is nevertheless a significant historical moment. Without doubt the most 
popular Australian comedy duo of the era, and arguably one of the most influential of any era, 
Nat Phillips' (Stiffy) and Roy Rene's (Mo) position as comedy icons in this country remains a 
difficult one to surpass, even though the wider Australian public today remains largely ignorant 
of their reputations and career. The motivation for this thesis, however, was not the desire to 
explore the iconic career of Rene and Phillips, but rather an attempt to understand why the surge 
of creative and performance activity that occurred within the variety industry in the immediate 
weeks, months and years following What Oh Tonight's premiere has had such little attention 
paid to it by historians and academics.  
 
Although there exists tangible evidence that the Australian vaudeville industry at the 
time of Stiffy and Mo and indeed during the decade or so following the start of their partnership 
was both expansively active and popularly supported, observations by those such as Katrina J. 
Bard (above) are all too rare. Indeed, the three decades of locally-staged variety entertainment 
                                                          
1    "Vaudeville." Just It  29 Sept. (1927), 28. 
2    Katrina J. Bard. "The History of Vaudeville in Australia from 1900 to 1930" (1983), 66. 
3    The term "revusical" will be used in this thesis rather than "revue," the term by which it is now more commonly known.  This 
issue of nomenclature is discussed in Chapter 5. Suffice it to say, the genre was known throughout its heyday by many names, 
including musical revue, one act musical comedy, burlesque revue, revue, musical dramatic sketch, musical travesty, miniature 
musical comedy and musical playlet.  
 
2 
 
leading up to the arrival of the "talkies" and the 1930s depression might well have not existed 
for all the interest shown by theatre historians and the wider Australian public to date. This 
situation is perhaps best understood in relation to the paucity of detail currently available on Roy 
Rene's and Nat Phillips' career together. While Rene has at least been acknowledged by 
contemporary Australians through the annual Mo awards, Nat Phillips' role in this country's 
theatre industry has been almost forgotten despite the enormous input he had as a producer, 
writer and director over nearly two decades.
4
  Even Roy Rene's career is sadly lacking a detailed 
and rigorous appraisal. No publication, not even Rene's 1945 autobiography,
5
 provides any 
details relating to Stiffy and Mo's first season together, and only rare and largely inaccurate 
glimpses of their partnership are contained in other publications. Of the comparatively few 
insights focusing on Rene (including the documentary Strike Me Lucky), none interrogate his 
Stiffy and Mo period with any rigour, relying instead on the replication of second hand 
observations. Fred Parson's biography A Man Called Mo, the most comprehensive publication 
on Rene aside from Mo's Memoirs, similarly provides little in the way of accurate account of 
Rene's pre-1930s life and career. This failure to accord even leading theatrical figures like Rene 
and Phillips adequate historical treatment has resulted in an unfortunate legacy. Not only have 
we been unable to recognise the existence of a uniquely Australian theatrical genre (the 
revusical), but the explosion of theatrical activity that occurred during its ten year reign as the 
country's most popular live entertainment offering, and the insights we might otherwise have 
gleaned from the popular culture audience that supported it, have similarly been overlooked. 
 
The concern raised here is exacerbated by the fact that the careers of at least two other 
leading variety practitioners, Jim Gerald and George Wallace, generally regarded as having been 
of similar standing to Phillips and Rene, still await definitive, sustained research (although 
Wallace has at least been given documentary treatment with Funny by George).
6
 Our poor 
knowledge of Phillips, Rene, Gerald and Wallace reflects an ignominious state of affairs for 
Australian theatre history.
7
  The fact that the Fuller family, William Anderson, Edward and Dan 
Carroll (including the early days of Birch Carroll and Coyle) and J. C. Williamson, to name but 
a handful of major theatrical identities, have had no rigorous academic historical research 
applied to them only adds to this charge of negligence. It is this problem of historical 
accountability that the following study endeavours to rectify. The thesis does not attempt to do 
                                                          
4    Chapter 6 examines in detail both Phillips' industry standing and his lack of representation in the current historical record.   
5    Mo's Memoirs contains only five paragraphs relating to the Princess Theatre season of 1916 (see Chapter 5), with almost all 
of the focus being on how the name "Mo" was chosen. Surprisingly, there is no mention of the fact that Phillips originally called 
Rene's character, Sol. The name "Mo" is said to have been given the go-ahead after Rene's suggestion "Ikey" met with little 
enthusiasm.  
6    First broadcast on the ABC in 2000. 
7    The careers of both Wallace and Gerald prior to 1935 are given extensive treatment in Appendix D, with the Gerald file the 
most comprehensive currently available.   
 
3 
 
this through a concentrated survey of the life and times of just one or two practitioners like Roy 
Rene and Nat Phillips. Rather it will explore the issues surrounding how and why this situation 
occurred, and in addition propose a methodology through which historians might better 
investigate the complex and widespread nature of pre-1930s variety theatre. 
 
 The motivation for this study was sparked during my previous post-graduate research into 
Australian-born entrepreneur, Harry Clay. While the variety industry's historical neglect was not 
a focus of that study's research parameters, it nevertheless became an issue of increasing 
interest. The survey of Clay's operations in fact resulted in an extensive data collection - more 
than 2,200 individual acts - almost all of whom remain unacknowledged in the current literature. 
The evidence gathered for this current project clearly indicates, on the other hand, that several 
hundred of these artists were undoubtedly recognised as celebrities, if not stars, by variety 
audiences around Australia. Many of these practitioners were not only performers, but also 
writers, songwriters, managers, and producer/directors, who presented entertainment that was 
both appealing and relevant to their contemporary public. Data contained in both this thesis and 
its appendices indicates, too, that a high percentage of these people were long-term professionals 
who operated within an established, viable and connected industry. They were not a loose 
collective of amateurs and semi-professionals as the current record appears to suggest. The 
Harry Clay research also uncovered numerous production reviews and industry commentary 
indicating that the revusical productions he staged were not merely theme-related collections of 
songs, sketches and dances, as historians and even some later (post-1940s) variety practitioners 
have proposed. Rather they appeared to be founded on dramatically-organised narratives. Of 
further interest was the realisation that these productions were quite dissimilar to the revues and 
follies then currently popular in England and America, which suggested that the locally-devised 
format was very possibly of Australian design.  
 
This dissertation's initial research inquiry was based then on two clearly defined issues: 1) 
why and how has the Australian variety industry and its leading practitioners been neglected to 
such an extent that the industry appears not to have existed aside from the Rickards/Tivoli and 
Fullers' operations; and 2) could I locate enough primary evidence to prove that the Australia 
variety industry produced not only a large number of performers of social and historical worth, 
but also created an original homegrown theatrical genre. Having identified this line of inquiry 
my underlying objective was to improve and extend on the methodology used for my Masters 
research so that this project could overcome the problems identified during the course of that 
study. As a result of developing this new methodological approach the thesis has been able show 
that an entire era of theatrical activity disappeared from historical records as a result of a 
complex series of external factors during the late 1920s and early 1930s. The evidence also 
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suggests that much of what we currently believe about the Australian variety industry and its 
relationship to the popular culture audience that engaged with it needs to be re-evaluated.    
 
 The argument I make here is that this newly devised methodology more readily copes 
with the vagrancies of the variety industry, its ephemeral nature, its widespread infrastructure 
and the seemingly limited amount of primary evidence available in respect of production and 
individual performance activity. As the following chapters will clearly demonstrate, the 
traditional approach has failed to piece together the vast industry activity produced within the 
popular culture sphere of the pre-1930s because it simply has not been able to identify or even 
recognise much of that activity. This has occurred to a certain extent because academically-
trained historians have in the past tended to view variety as the "low" cousin of "legitimate"
8
 
drama. As such there have been few attempts to provide serious and rigorous investigations of 
activity apart from a few isolated surveys into particular individuals. This thesis further argues 
that those research studies directed towards the general field of variety production have in most 
instances been unable to provide an accurate account of such activity because their approach has 
been either too focused on one area (Sydney and/or Melbourne, for example), or has failed to 
delve into the levels of social and industrial activity where the industry largely operated - most 
notably the popular culture demographic. An example of this is the erroneous notion that Harry 
Rickards and the Tivoli organisation was the only variety organisation (apart from perhaps the 
Fullers) that mattered. Although I have no intention of denigrating Harry Rickards' or Tivoli's 
position in Australian theatre history, much of this thesis will categorically debunk the long-held 
assumption that this organisation completely dominated the industry. It is true, for example, that 
Rickards remained unopposed in his particular area of the industry - the up-market variety show 
- during the period circa 1892 up until his death in 1911. It will be seen, however, that Rickards' 
market - his target audience in fact - represented only a small fraction of the overall activity. It 
will be further demonstrated that even combining the operations of Hugh D McIntosh (Tivoli 
general manager from 1912 onwards) and the Fullers does not provide enough evidence to 
indicate that the variety market in Australia was oligopolistic. 
 
 The consensus that one (or possibly two companies) dominated the market has existed for 
so long in the minds of historians that no one has yet attempted to put the industry under the 
microscope of academic investigation. Indeed as I now understand it, much that has been written 
                                                          
8    The terms "legitimate" or "serious" will be applied as short-hand terms for describing theatre that essentially targets non-
popular culture audiences. In this respect variety entertainments differ from text-driven theatre (plays, opera and even 
melodrama, for example) in that the latter were attended on a less regular basis by the wider popular culture audiences (notably 
low and middle socio-economic groups and those living in the outer suburbs or regional towns). Because variety was cheaper 
and more accessible in terns of location and social practice (people could attend on a regular basis, even several times a week), it 
was more ideally-situated as a "popular" culture entertainment than the afore-mentioned literary/text-based productions (even 
despite the presence of "spectacular" situations presented in melodrama).   
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about the variety industry is not so much the result of rigorous investigative research but more a 
case of historical reporting - often the repetition of inaccurate memoir, long-standing myth and 
previously unchecked historical claims. Furthermore, the current history reflects a problem that 
until now seems not to have been considered by academics. I refer here to the probability that 
our current understanding of the past is less a reflection of real world activity than a culmination 
of the collective personal research interests of individual historians. The methodology devised 
for this study is therefore an attempt to circumvent such research flaws by focusing almost 
exclusively on primary source evidence - using secondary sources only when they can be 
aligned with uncontested original evidence, and treating the data with an egalitarian logic rather 
than through preconceived notions of value or success.  
 
 This study includes an extensive though not exhaustive chronological survey of 
Australian-written popular culture music theatre works staged between the 1870s and 1935.  My 
findings effectively overturn the way we currently understand this period of theatrical activity in 
Australia. The research clearly demonstrates, for example, that the local variety industry was a 
significant part of Australian social and cultural life, and that it maintained its high profile 
presence for more than fifty years through a number of factors that have until now gone 
unrecognised. It will be shown that this Australia-wide industry comprised of dozens of high 
profile managers and entrepreneurs during that period and employed many thousands of artists 
each year. The findings pertaining to the Australian-written revusical serve to demonstrate not 
only how a significant aspect of variety production in this country can be relegated to minor 
status, but how easily it is for history to be erroneously reinterpreted. In an attempt to address 
this oversight, the revusical will be given a good deal of attention in the final chapters - 
particularly in relation to Nat Phillips and his role as a pioneer of the genre. That this locally 
developed theatrical genre emerged during Australia's formative years as a federated nation 
(including the critical years 1914-1918) yet still remains largely a mystery to theatre historians 
is not only remarkable but further demonstrates the problems highlighted in this thesis so far.   
 
 It is perhaps appropriate at this stage to situate several key terms and ideological 
parameters within the framework of this study, and in particular how and to what extent the term 
"popular culture" is being applied. At its most fundamental level, the term describes a particular 
social formation once uniformly referred to as the "mass." Taking my cue from contemporary 
cultural theory, I use "popular culture" rather than "the popular" as a strategy to distance the 
demographic central to this study from that referred to in previous theatre history studies. I refer 
here to the possibility that "popular" was applied too casually by historians prior to the 
emergence of cultural studies as a dominant research paradigm. While historically defined as "of 
the ordinary people," the term in fact defies precise, straightforward definition because it is very 
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much broader and more vague in scope and practice. Meanings associated with the popular 
demographic tended, therefore, to be appropriated or read into the social formations through a 
reservoir of existing cultural materials (texts) and via the individual experiences of the 
researchers themselves, rather than the other way round. Roy Shuker points out that "the 
popular" was first linked to a certain kind of music that conformed to the criterion "of the 
ordinary people," when publisher William Chapple released a series of scores, beginning in 
1855, under the collective title Popular Music of the Olden Times. "Not until the 1930s and 
1940s," writes Shuker, "did the term start to gain wider currency in the field of academic 
inquiry" (3). As Shuker understands it, however, a problem occurs when the term is applied too 
generously to cultural productions that in fact do not fall within the interests of the "ordinary 
mass."  
 
 An example of the irregular use of "popular" can be seen in its application during the 
1970s to describe much of the theatre being produced in Australia during that period. It is not 
surprising either that many historians emerging in academia during this time also began to apply 
the term "popular" to past theatrical activity that was equally limited in its broad appeal across 
the national demographic. In hindsight we are able to see that in the case of theatre production in 
the 1970s the term popular applied only to a particular (though vocal and visible) segment of the 
Australian demographic - primarily the educated, middle-class (male dominated) youth of the 
era. Tom Burvill supports this argument in his criticism of playwright Jack Hibberd's use of the 
popular to describe his plays (29), a viewpoint supported by Hibberd's biographer, J. D. 
Hainsworth, who suggests that the term had been "bandied about a good deal" too much (48). 
Theatre historian Margaret Williams has also applied the term popular to her research into 
Australian theatre between 1829 and 1929. The issue at hand here, and which this thesis posits 
as problematic, is that Williams' genre parameters are largely text-based theatre, with the focus 
being directed towards pantomime, melodrama and plays. Williams' study collapses theatre to a 
"form of mass entertainment,"
9
 but does not attempt to differentiate between the type of 
entertainment one went to as a special night out and the type one went to on a regular basis. This 
issue is something that Barbara Garlick came to understand as having much industrial relevance 
while researching I. E. Cole and Kate Howarde. The "implicit diversity of response… [in] the 
wide range of audiences… dictated a certain opportunism in both repertoire, style and the ad 
lib," she notes. "Knowing the local issues and the political bias of the audience became more 
important than a constant political voice. In this way [commercially-driven operations like 
Howarde are] representative of those companies and players who expected different types of 
                                                          
9    Cited from the jacket blurb. 
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audience, in contrast to a company such as Cole's which, because of its genealogy and 
repertoire, catered to a more homogenous audience" (160).   
 
 This dissertation's principal concern is with those studies that are underpinned by the 
broader and more vague definition of "popular." As such they invite their readers to believe that 
non-variety theatre celebrated with vigour "the way Australians liked to see themselves" during 
our first century of professional theatre (Williams vii). The question to be asked here is how 
influential were plays and melodramas in comparison to that of locally-written and performed 
variety entertainment produced for the popular culture audience? It is this same question that 
Roy Shuker interrogates when he writes on the impact of popular culture within a society:  
Popular culture was a term applied during the 19th century to separate (high) culture from 
that of the subordinate classes of the urban and industrial centres. Popular culture was seen 
to be both commercially orientated, and a culture of, and for, the people. The term has 
become more associated today with the commercial mass media and industries. The term 
popular, to a large degree, reifies popular culture texts to the status of objects to be bought 
and sold in the market place… Popularity is central to popular culture, as its various products 
and figures (stars, auteurs) attain general social acceptance and approval. In a sense, a 
circular argument holds here: the popular are mass, the mass are popular (3, 86-88). 
 
 In line with Shuker's perception of popular culture is David Mayer's proposition that 
popular culture theatre is produced by and offered for the largest combinations of groupings 
possible within a society. He writes: "We recognise that the population of any society is 
divisible on the basis of a variety of criteria. Wealth, education, occupation, political power, 
social rank all operate to produce static or fluid groupings… popular [theatre] is also determined 
by function, utility and amusement being the chiefest of these" (263, 65). According to Mayer 
then, the term popular culture is being situated as a means of identifying cultural production that 
attempts to target the largest market within a social demographic - the blue collar (low socio-
economic)
10
 and middle-to-lower white collar workers and their families. What is being inferred 
here is that any group within Australian society (i.e. university educated, upper-level income 
earners and/or high culture artisans) that is distanced from the intimate, day to day existence of 
the low income, poorly educated demographic cannot be treated as representative of the popular 
culture that attended variety.  It needs to be remembered on the other hand that such socially and 
economically advantaged people may have on occasion attended such shows. Evidence will be 
supplied in Chapter Four indicating, for example, that university students were seen within some 
quarters of the industry as an unknown quantity. Indeed, their appreciation of one particular 
Stiffy and Mo production (staged in 1919) was viewed by the Fullers management as being 
remarkably different to that of the typical Princess Theatre patron.
11
  Of course the reverse can 
                                                          
10    The term blue collar and/or lower socio-economic is preferred over "working-class" as class division in the Australian 
context is much less obvious than in the British social landscape. 
11    See pages 174-75 in this thesis for further details. 
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also be proposed, with individuals from the lower socio-economic demographic possibly 
attending high art or up-market theatre productions on occasion. 
 
 The degree to which minstrelsy and vaudeville were articulated as commodity practices 
within the marketplace is also crucial to the methodological approach taken in this study. As the 
evidence will indicate, variety was being produced on a daily basis year in and year out right 
across the country by both professionals and amateurs. Traditional notions of artistic value and 
cultural aesthetics become problematic in this respect, not only because the historian is required 
to rely so much on the subjective opinion of the commentators of the day (rather than rely on 
their own ability to critique a text), but also because they are concepts that can only rarely be 
applied to variety performances.
12
  The primary concern of variety was always entertainment 
and value for money because it operated according to the logic of commercial enterprise (that is, 
in response to and as a result of, real-world marketplace forces).  As with the performers any 
business that failed to cope with or adjust to these forces invariably meant, as they still do, the 
real possibility of economic ruin. For the entrepreneur this could mean bankruptcy, the loss of 
standing within the industry, a lack of credibility with potential financial investors, and perhaps 
even the end of one's career in the industry. As several following chapters will testify, very few 
professional variety practitioners would have stepped up to the plate as potential variety 
entrepreneurs without some considerable understanding of the risks involved.  
 
Where this study departs from traditional theatre history is that it does not seek to focus 
on the connections between the production and reception of signs or texts as a means of 
explanation. To a large extent this approach is required because so few texts or text fragments 
exist - a situation which has no doubt added to the lack of attention accorded the industry. 
Keeping in mind the problems of historicism (particularly in terms of explaining the genesis of 
particular historical stages), this examination counters the objections of structuralist social 
history theory by locating the study in the realms of industrial activity rather than putting it 
through the microscope of aesthetic criticism. Broadly speaking the thesis considers 
developments in form and production not as evolutionary stages in artistic "progress" but as 
industrially and economically-informed responses. Thus rather than attempt to read meaning 
back onto the audience as textual analysis does, the study of variety (using this new approach) is 
one that attempts to treat performance and reception as both equal and two-way. This is because 
variety, more than any other form of theatrical activity, was one founded almost exclusively on 
immediacy and the intimate relationship between artist and audience.  
 
                                                          
12    The notion of success and popularity is an issue discussed in the following chapter. 
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Another aspect of this methodology that allows it to move beyond the scope of the 
traditional research approach is the realisation that while a focused diachronic investigation of 
one industrial practice (i.e. the revusical during the period 1916-1925) could possibly provide a 
sharp explanation of industry practice, such an approach would effectively sever the practice of 
one particular period from the crucial influence of historical time. The methodology especially 
developed for this study therefore acknowledges that artistic and managerial development 
occurs through a combination of factors, not the least being the accumulation of experience and 
access to influences and/or training. As such the thesis has mapped several strands of industrial 
influence and interpersonal networking in order to demonstrate that the explosion of activity that 
led to the rise of Australian revusical occurred through a unique combination of factors, both 
industrial and of popular culture-making. As Peter Bailey acknowledges when assessing the 
discourse of popular culture with social history:  
[Popular culture] industries - the new pub, the music hall, the theatre, and the popular press - 
compete with each other, territorially and rhetorically, as also with the state and other 
respectable fractions of the social order. The constituency for popular culture fluctuates and 
recomposes; while not coterminous with any single class it is broadly democratic, answering 
both to the ritual promptings of an indigenous custom, old and newly forged, and the slicker 
formulations of mass or middle-brow commercial confection (10-11). 
 
By association, Bailey is referring here to the vagrancy of popular culture production, its 
capacity to hybridise without reflection, and to draw on both traditions and the un-tested in order 
to create what is essentially an eclectic ensemble of texts, sites and practices that have direct 
relevance to the audience that consumes it. 
  
As a departure from the traditional historical research paradigm, the variety methodology 
holds the key to defining and directing the research phase of this project and consequently 
receives a chapter to itself. Briefly, this newly devised methodology is better able to provide 
insights into variety activity because it accounts for the infrastructural and logistical 
organisation that operated both within and upon the industry. In this sense it has been adapted to 
suit the study rather than the other way around.  Although I am suggesting here that the 
traditional approach to recovering variety theatre history is ultimately flawed, it would be remiss 
of me not to acknowledge the significant contribution that previous theatre history studies using 
traditional methodology have made towards unravelling particular areas of past theatre practice. 
The primary goal of this survey and analysis is not to re-write current knowledge as it pertains to 
"serious" theatre, but rather to expand on the account that currently exists in relation to variety 
entertainment. The achievement of this goal is the direct result of a more inclusive methodology 
- one that incorporates a highly reflexive response to the everyday social reality of late 
nineteenth and early twentieth century variety entertainment practitioners and the (largely 
working-class) audiences who supported it.  
10 
 
I begin the thesis, therefore, with a more detailed discussion of the major flaws and 
inadequacies inherent in the traditional approach to surveying theatre history, and how they have 
failed to adequately account for activity undertaken within the variety industry. This analysis 
effectively separates the problems into four distinct areas. First it examines the ephemeral nature 
of variety and thus its predisposition to disappear from the historical record. The second area of 
inquiry looks at the industry infrastructure, demonstrating that the enforced requirement of 
mobility among performers and organisations, and the apparent lack of readily accessible 
primary source evidence, has assisted in the process of denying Australian variety entertainment 
a more prominent place in the national memory. The third issue to be examined concerns the 
impact of several significant social, industrial and technological developments during the late 
1920s and throughout much of the 1930s. It will be shown that collectively these created what I 
refer to as an historical "wall of silence." Most notable, for example, are the depression, World 
War II, the increasing dominance of the film exhibition industry, and other new media 
technologies of that era. The fourth area of investigation argues that the situation has been 
exacerbated by limited interest in popular culture entertainment by theatre historians, and the 
development of text-based academic theatre history research from within university English 
departments. This section further demonstrates that the validation of niche areas of research, 
erroneous reconstruction, and an over reliance on uncontested memoir have likewise contributed 
to variety having been under-valued and under researched over the past three or more decades.  
 
Following on from the discussion of traditional research techniques, the chapter then 
provides an overview of how the variety methodology operates. To this end it identifies four key 
protocols: 1) Equity (the attempt to treat all data equally - without preconceived notions of 
importance or relevance); 2) Industrial (designing a research process that works with the 
industrial and social organisation of variety); 3) Primary Source (the recognition of secondary 
sources being subject to errors and bias); and 4) the Blanket Search approach (an ideological 
framework more conducive to identifying previously unknown activity because it collects data 
without prejudice or in response to preconceived ideas of value). The methodology also requires 
the formation of temporal and geographical grids and a designated survey parameter.  
 
The second chapter establishes the dissertation's methodology and survey parameters as 
they apply to variety's commercial infrastructure and competitive practices, its social and 
industrial networking and the effect that social interaction had in maximising creative and 
performative development.  My objective here is to set the tone for the chapters that follow by 
uncovering real-world structures of activity. By examining the Australian variety industry from 
the perspective of fundamental business practices, the thesis necessarily demands a 
methodological approach founded on key aspects of commercial competition theory.  It is being 
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argued, for example, that networking provided the industry with the means of establishing a 
practical and efficient infrastructure over the course of some five decades. It effectively 
provided variety practitioners of all levels of experience and ages with the means of making 
employment and social connections, thereby increasing their opportunities for work (or career 
advancement) and allowing them opportunities to establish a subcultural support base. Inherent 
in networking, too, is the notion of cross-generationalism - a period of social engagement 
whereby new generations of practitioners worked with (rather than in opposition to) their older 
and more experienced peers.  
  
 In Chapter Three I survey the period from roughly 1875 to 1914, which provides the 
thesis with its first opportunity to demonstrate how strategic competitive practice and 
networking operated in the variety industry prior to the emergence of the Australian-written 
revusical. Some sixty Australian-born or based performers have been chosen, with their career 
movements collated within five year phases and entered into a chronological table. The survey is 
broken into two distinct periods (1870-1894 and 1895-1914), thus allowing the reader to more 
easily follow the pathways of the industry network infrastructure.
13
 By focusing on a 
prototypical network infrastructure (one particular strand of practitioners) Chapter Three's 
survey effectively demonstrates in microcosm the way the industry operated. The chronology 
serves to demonstrate the complex, interconnected and interdependent nature of this network by 
offering insights into general career longevity. This is an aspect of the pre-1930s entertainment 
infrastructure that is still not recognised within the current literature. Yet it provides a clear 
indication that activity was being undertaken as part of a viable, commercial industry. The 
chronology also provides evidence supporting the proposition that these performers played a 
much more important role in the social life of the country's popular culture audience than has 
previously been thought. It can also be seen that a significant proportion of these performers 
were regarded as national celebrities, if not stars.   
 
Chapter Three's second objective is to focus much of the performative analysis on the 
creation and production of minstrel farces and burlesques leading up to the second decade of the 
twentieth century. The network of practitioners chosen for closer examination are those regarded 
as having played a key role in the creation and production of both the Australian minstrel farce 
and burlesque. They are, however, certainly not the only practitioners to have undertaken this 
role. Appendix E is also linked to this chapter, providing as it does additional supportive 
evidence by identifying a considerable number of minstrel farces presented during the period 
                                                          
13
   Appendix A provides a comprehensive data file supporting these connections. 
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under investigation (and sometimes beyond).
14
 The chapter further demonstrates that a number 
of variety artists and managers whose early careers began during the minstrel show boom years 
in this country (c1880-1892) had become senior industry figures by the second decade of the 
twentieth century. As the following chapter shows, the collective experience of this network of 
elite practitioners became a significant factor in the early development of the revusical. Working 
either as creators or as mentors to the new generation of music theatre practitioners, they helped 
direct the organisation of a dynamic theatrical genre that was founded not just on farce and 
burlesque, but also on variety's commercial principles and practices. While the creative aspects 
helped provide the revusical with its form, it was the latter aspect that served as the genre's real 
strength. This can be seen both in the industry's capacity to adapt quickly to changes forced on 
it, and the genre's relatively low operational costs. Thus while the production-laden and less 
flexible operations of "serious" theatre meant that industry struggled, variety was able to 
continue providing popular culture audiences across the country with quality entertainment.  
 
 Chapter Four explores the early years of the Australian-written revusical (1913-1915), 
providing evidence that it originated in response to social practices within the popular culture 
audience. It is further demonstrated, too, that the revusical's development as a distinctively 
Australian genre corresponded with the emergence of a more clearly articulated Australian 
identity within the popular culture audience (although the characters and situations in these 
works appear not to have forcefully engaged with local issues and idioms until the arrival of Nat 
Phillips' Stiffy and Mo revusicals in 1916). An investigation of the variety industry's gradual 
expansion during the years immediately prior and after the outbreak of war includes a discussion 
of the role of the media as a factor in this growth period (and the revusical in particular).
15
 The 
influence of several leading practitioners of the period in the wake of the 1913 tour of Australia 
by the American Burlesque Company is also examined (notably the impact of Bert Le Blanc).  
The chapter's overall purpose, then, is to provide insight into the social and industrial 
circumstances that inadvertently created the right mix of conditions for an unprecedented market 
growth in popular culture entertainment beginning circa 1915.  
 
 Chapter Five examines the Australian variety industry between 1916 and 1919. The 
analysis demonstrates that its infrastructure was by then well-established and commercially 
viable, and as such was able to take advantage of the opportunities for rapid expansion brought 
about by wartime industrial and social upheaval. The chapter also begins to explore more 
                                                          
14    Connections between a number of minstrel farces and post-1916 revusicals are also provided in Appendix E. 
15
    The role of two industry magazines in particular are examined, these being The Theatre Magazine (also published as The 
Theatre: An Illustrated Monthly Devoted to the Stage, and Theatre, Society and Home), and Australian Variety (published as 
Australian Variety and Show World from 1916). For the sake of brevity these two magazines are referred to throughout this 
thesis under the abbreviated titles: the Theatre and Australian Variety except when referred to in a direct citation. 
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closely the dissertation's secondary hypothesis - that the genre developed as a theatrical vehicle 
through which its numerous creators could present staple variety entertainment (songs, dances 
and topical sketches) within the framework of a dramatically organised narrative. Much primary 
source evidence will also support this dissertation's claim that the genre descriptive "revusical" 
should be applied to these productions in order to distinguish them from the musical revues 
staged by Australians from around the 1930s onwards.  Although "revue" eventually became the 
default label attached to these productions, it can be shown that "revusical" was being applied to 
describe these Australian one act musical comedies from as early as 1915. This evidence 
therefore clearly contradicts one major publication's claim that the "revusical" did not come into 
existence until the early 1930s (and then only in relation to British and American productions).
16
 
The long-held assumption that the Australian revusical (c1914-1925) was essentially a copy of 
the popular British or American theatricals of the period is also challenged. I argue here that 
even though it hybridised elements of American burlesque, minstrel farce, vaudeville and 
musical comedy, the revusical's overall design (and subsequent popularity) was informed by 
uniquely Australian cultural aspects and industrial practices.  
 
 The revusical's creative development will also be examined in response to the impact of 
the flapper phenomenon and popular music crazes like ragtime and jazz. Such an examination 
serves to further highlight the interactive relationship between a commodity product such as the 
revusical and the popular culture market. It will be shown that the infusion of these crazes into 
the revusical format collectively helped variety maintain a major share of the entertainment 
market for almost a decade (at least up until the mid-late 1920s) while in direct competition with 
the silent film industry. The flapper phenomenon will be seen to have manifested itself in the 
revusical through the pivotal role of the six-member chorus girl ensemble; while the inclusion of 
two of the early twentieth century's most dominant music genres - ragtime, and later jazz - 
helped provide additional levels of social relevance and commercial appeal. Incorporated into 
this discussion, too, is a brief exploration of the vital role that social humour played in the 
appeal of variety entertainments like the revusical.  
 
 Chapter Six provides a close study of the first four years of Nat Phillips' Stiffy and Mo 
Company, with some additional background insights into the remainder of their eleven year 
career together. Most importantly it dispels several long-held beliefs about the Roy Rene and 
Nat Phillips partnership - in particular that Phillips worked as Rene's straightman. It is now clear 
that Phillips was held in high regard by his contemporaries, recognised not only as the Stiffy and 
Mo company's leader, but also as Rene's comic equal - a far cry from the current perception 
                                                          
16     See R. W. Burchfield, ed. Supplement to the Oxford English Dictionary (1980), 1244. 
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which proposes that he was over-shadowed by his partner's "comic genius." In providing much 
new information about Nat Phillips' role in the Stiffy and Mo phenomenon, the chapter 
demonstrates how easily Australia's theatre history, and even its key practitioners, can be 
inadvertently reshaped and erroneously recontextualised.  
 
 Chapter Six also shows that Phillips' productions were historically significant because 
they established a template from which almost every other revusical writer and producer 
followed. The chapter presents specific evidence that supports, for example, the argument that 
these productions were narrative-driven. Excerpts from four of Nat Phillips' original Stiffy and 
Mo scripts, uncovered during the course of the research phase,
17
 provide irrefutable evidence of 
the revusical's narrative foundations (full edited versions of these scripts, possibly the only 
complete revusical texts available to historians, are presented in Appendix B). A number of text 
fragments also held in the collection further strengthen the case for acknowledging that these 
one act musical comedies were not merely a collection of sketches, songs and dances put 
together under an umbrella theme as historians have previously supposed.  
 
 The dissertation's final chapter, presented under the heading, "A Matter of Time: 
Australian Theatre History in the Twenty-First Century," draws together the major findings of 
the study. It also invites the reader to consider the nature of theatre history research in today's 
current economic climate. This section also posits a number of questions and observations 
regarding the discipline's future, particularly in view of the massive increase in information 
available via digital and online resources. The dissertation concludes by suggesting that the way 
historians have gone about their research might necessarily be required to adapt to twenty-first 
century technological changes rather than continue as a nineteenth century practice. The 
methodological approach which underpins this thesis becomes, then, one example of a possible 
means of circumventing the demise of historicism under the weight of economic rationalism. 
 
  The major limitations existing in this area of study are presented in Chapter One (largely 
identified as flaws in the way historians apply a traditional approach to surveying variety 
entertainment).  There are, however, a number of concerns that need to be addressed in the 
Introduction, as they fall within the general scope of theatre history research and not just the 
variety industry paradigm.   
 
 As historians know full well uncovering past practice is fraught with inherent difficulties. 
Our capacity to level any claim regarding the quality of a production, our ability to define 
success in terms of a particular performance (including that by individuals), or even our attempts 
                                                          
17    A fifth revusical, In Mexico, is not included with this thesis as it is not quite complete. It is believed that one or possibly two 
pages are missing from the end of the manuscript.  
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to articulate the success or otherwise of overall careers by individual's or organisations, are 
susceptible either to the need to validate the importance of the research (bias) or in respect of 
simply needing to fill in gaps by supposition. It is, however, a concern that this thesis is able to 
side-step to some degree. I am not entirely interested in attempting to validate or privilege 
particular artists over their peers. The study is to some extent still too general for such a task.  
As Chapter Two will explore at greater length, however, success in the commercial industry can 
be reduced to a single and ultimately significant factor - its commercial viability (perhaps best 
articulated as "bums on seats"). For the variety industry this might mean the length of a 
performer's engagement or the time a production or troupe spent in one locality or venue. 
Perhaps more pertinent to this thesis is the notion of content, and in this regard the limitations 
have been much more problematic. For example, of the many thousands of production reviews 
published throughout the period, particularly those relating to farces and revusicals, only rarely 
do any provide the sort of information required by the historian. This is primarily because most 
published observations have been written by journalists whose critical faculties were untrained 
and who never considered later interest by historians. Nevertheless, the meticulous sifting 
process undertaken as part of this extensive research project has provided more than enough 
evidence across the period to convincingly support its hypothesis. One conclusion I have drawn 
is that the primary sources emanating out of Melbourne and Sydney provide an ultimately 
inadequate foundation for surveying popular culture entertainment. Of much greater value is the 
role that regional and interstate newspapers play as a significant source of raw data.  
 
 What have been largely overlooked by historians to date are the everyday factors of 
supply and demand. It is likely that the varied and more plentiful sources of information 
available to the public in the major metropolitan centres led to a reduction in the quantity and 
frequency of information about particular entertainment issues in major primary sources like the 
Sydney Morning Herald and the Age. One reason for this is that the reviewers may well have 
assumed that the metropolitan public was familiar with certain aspects of industry news. In far-
flung communities like Perth, Charters Towers and even Brisbane, and presumably major 
centres like Hobart, Adelaide and Broken Hill,
18
  the public relied to a greater degree on the 
information provided though the local newspaper. Of key use to this study were the previews, 
advance notices and publicity inserts published in these primary sources. Even though some 
degree of skepticism is naturally called for when attempting to process fact from fiction, the 
details provided are often useful signposts to further valuable research. The research 
                                                          
18    One further limitation concerns the absence of data acquired from the Tasmanian and Adelaide/South Australian circuits. 
While this has not created any fundamental flaw in the findings, the fact that these centres are not included is nevertheless 
unfortunate. The reasons for their omission are simply due to the unavailability of newspapers in Brisbane where much of the 
research for the thesis was carried out.  
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methodology undertaken for this project has identified a great deal of significant and additional 
information (notably concerning the background and careers of artists) not available in the 
metropolitan papers.  
 
 The notion of popular culture genre (and sub-genre) differentiation also requires some 
consideration at this point. Although the issue as it relates to the revusical is discussed in detail 
later in the study, the farce and burlesque genres propose a particular difficulty for historians. 
Despite being two distinct genres, on occasion there arises some disparity in the advertised 
descriptions of particular burlesques and farces which subsequently raises doubt about the type 
of work presented. American musical historian, Richard Kislan sees the same problem occurring 
with American burlesque. In noting that two other terms are often loosely applied to it - 
"spectacle" and "extravaganza,"
19
 Kislan also points out that it was not uncommon to see all 
three used in the descriptive title (62). While such inconsistencies of nomenclature in popular 
culture forms are at times problematic, often arising as they do with the fluctuation of genre 
structures over time, it is nevertheless possible to define both as distinct theatrical forms.  
 
The farce, for example, is often accorded the status of sketch and vice versa. This in turn 
makes it difficult to establish the exact type of production being surveyed, especially in those 
instances where the same work might be given both labels.
20
  Appendix E, which has attempted 
to identify and record individual farces in Australia leading up to the arrival of American 
burlesque and Australian revusicals around World War One, distinguishes the sketch from the 
farce (wherever possible) according to the number of people known to have been involved in the 
performance. It would appear that most sketches, including the society sketch (which became 
increasingly popular in the late 1890s as a vehicle for a male and female duo), involved a small 
ensemble, typically less than four or five actors. A farce by comparison, while having a plot that 
usually revolved around a similar number of performers, invariably called for other members of 
the company to appear in supporting/chorus-type roles, with the core plot roles performed by the 
company's lead comics (those with the most experience in improvisation). The farce also 
invariably involved much physical action (fall downs), highly ridiculous situations and unlikely 
characters. Unlike the farce a sketch could be serious, although these types were rare in 
minstrelsy and vaudeville. Generally sketches focused their brief accounts (anywhere from 5-15 
minutes) on incidents or stories of a comic nature, finding humour in commonplace incidents.  
                                                          
19     While extravaganza was a genre in its own right, it also tended to be applied loosely to both pantomimes and burlesques. In 
their own right, extravaganzas (from the English "extravagance" and the Italian "stravaganza") could be characterized by 
involving more consistent stories. The music was also often more highly developed. The distinctions nevertheless were subtle 
(Sadie 8: 477). 
20     Horace Bent's original work "The Lawyer's Clerk" is a case in point. The 1885 production is referred to as a sketch, but in 
1889 it becomes "Horace Bent's screaming farce." See Appendix E. 
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 With regard to the literature available, as this Introduction has indicated on several 
occasions, the Australia-wide variety entertainment industry of the pre-1930s has been poorly 
serviced by academics and historians to date. Academic dissertations undertaken fall largely into 
two categories: 1) practitioner-focused surveys, and 2) general industry overviews. Of the three 
major vaudeville organisations whose operations fall within the temporal parameters of this 
study (Tivoli, Fullers and Harry Clay) only Harry Rickards and Harry Clay
21
 have been 
accorded academic attention. While Monica Crouch's 1987 Ph D thesis and subsequent 
Australasian Drama Studies paper both focus on the career of Harry Rickards to 1904, for the 
purposes of this study the involvement of both Rickards and Hugh D. McIntosh (from 1912 
onwards) are of little relevance to the Australian-written revusical and of minor importance in so 
far as Australian engagements and audiences are concerned.
22
  This is because Rickards (from 
1892 onwards) and Tivoli Theatres Ltd (from 1912) marketed themselves towards an upper-
level audience, importing a high percentage of foreign acts. This policy therefore saw a more 
refined type of entertainment presented and also led to higher admission prices and standards of 
audience behaviour, neither of which appealed to certain segments of the popular culture 
market. Much of the available literature is therefore of a general historical overview type, often 
comprised of historians' perceptions of variety's role as a social investment
23
 and the career 
details of a very select number of leading practitioners (which are invariably inaccurate and/or 
very limited in terms of factual detail).  
 
 The work of several historians has nevertheless served to contextualise the initial research 
phase of this project, although their application of traditional methodology has on occasion 
formed quite different conclusions to mine. Of the academic studies to have proved significant, 
Katrina J. Bard's 1983 Bachelor of Letters thesis "The History of Vaudeville in Australia From 
1900 to 1930" represents one of the first real attempts to address the field of inquiry on its own 
merits. However, as with Delyse Ryan's more concentrated historical survey of theatrical 
productions in Brisbane between 1914-1918 (with a particular  focus on variety entertainment), 
Bard's thesis shows a number of flaws which are the result of problems in methodology raised in 
Chapter One.   
 
 Edgar Waters' research into aspects of the popular arts in Australia between 1880 and 
1915 has also influenced the early research phase of this study. Of particular importance is his 
investigation into popular songs of the period, with a number of significant Australian-written 
                                                          
21     See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998). 
22     McIntosh took over the Governing Directorship of Rickards' Tivoli Theatres Ltd on 14 September 1912 (see "Hugh D. 
McIntosh: A Volcanic Personality" Theatre Magazine Oct. 1912, 28). 
23     At the heart of this thesis and its hypothesis is the argument that any previous assumptions about the role of variety 
entertainment in Australian society must be considered problematic subsequent to the flaws in historical accountability. This 
issue will be dealt with as matter of course throughout the thesis. 
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vaudeville and minstrel songs being accorded both historical and analytical treatment. As with 
Bard's research, Waters' conclusions concerning both the social world of the variety audience 
and the industrial world of production are problematic. To a great extent, however, Waters' 
study mostly supports the findings of this thesis and as such forms the basis of several sections 
presented in later chapters.  
 
 Paralleling this study to a certain extent, notably in respect of the time period and the 
focus on travelling theatre practice, is Barbara Garlick's 1994 dissertation which presents a close 
study of I. E. Cole's and Kate Howarde's operations (in addition to the emergence of digger 
companies). While Garlick's thesis looks primarily at the "legitimate" side of theatre practice it 
too serves to support the fundamental research conclusions drawn in this thesis, particularly in 
relation to the importance of country audiences to the theatre industry. It should be prefaced, 
though, that much historical data concerning key figures associated with Cole and Howarde is 
absent because her survey focuses almost exclusively on these two individuals. As the following 
chapter will also demonstrate, occasional erroneous conclusions are drawn by Garlick that 
would have been picked up through the use of a more effective methodology.  
 
 Virginia Kirby-Smith's 1969 thesis investigating the development of Australian Theatre 
and Drama between 1788 and 1964 is another study to have touched on aspects of variety 
theatre. In this instance, however, her temporal survey parameters are too broad, resulting in a 
lack of focus and consequently little insightful analysis. Kirby-Smith's thesis does demonstrate 
one particular issue of concern raised later in this thesis. I refer here to her extensive use of the 
Bulletin as a primary source for the investigation of variety theatre, an approach not uncommon 
among historians working in the same area.  Chapter Four will contradict previously held belief 
that the Bulletin played a key role in the formation of national identity and self-awareness. It 
will in fact be further demonstrated that the magazine was overtly biased against popular culture 
entertainment, and so effectively dismissed the type of nationalistic awareness being expressed 
by the Australian popular culture. Evidence for the first proposition is provided via circulation 
records, which indicate that the magazine was accessed by a relatively small number of people 
compared to the overall Australian population. An analysis of the advertising content, language 
style, editorial focus and reviews of variety entertainment (including significant omissions) 
further indicate that the Bulletin's small market was comprised mostly of people who could be 
described as being untypical of the Australian popular culture demographic.  
  
 Of those theatre historians to approach the area of popular culture entertainment, John 
West and Richard Waterhouse also stand out.  West's Theatre in Australia, published in 1978, is 
now rather outdated but is nevertheless deserving of its pioneering reputation. The same too 
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must be said of Richard Waterhouse's general overviews pertaining to this field of inquiry. I 
wish to acknowledge that Waterhouse's research strength is clearly evident when he focuses on a 
particular subject - for example his exemplary work on Charles B. Hicks.
24
 That study remains a 
major influence on my own research development, and serves as a benchmark for all historians 
to match. It is when Waterhouse approaches the field from the general perspective, however, 
that his conclusions fall short of the mark.  A good deal of his findings in the essays "Blackface 
and the Beginnings of Bifurcation" and "Popular Culture and Pastimes," along with the 
publication From Minstrel Show to Vaudeville: The Australian Popular Stage are drawn from an 
account of activity which rarely ever goes below the surface of the Tivoli (and to a lesser extent 
the Fullers') level of operations. Although Waterhouse is by no means the only historian to take 
this approach, as is demonstrated throughout much of the Companion to Theatre in Australia,
25
 
he is unfortunately at this stage the most prominent of his peers to have published in this area. 
Chapter One presents a closer scrutiny of several flaws in Waterhouse's findings, further 
demonstrating the importance of approaching the variety industry with a methodology suited to 
its operations rather than to the historian's.   
 
 The justification for this study is effectively argued by British theatre historian, David 
Mayer. Speaking at a theatre symposium almost thirty years ago (a time when the study of 
Western popular culture was only then beginning to expand beyond its initial Birmingham 
School base), Mayer recognised even then that there existed a need to move beyond the long-
held security of analysis founded on the standard text-driven and aesthetically respectable 
critical approach. His paper "Towards a Definition of Popular Theatre" proposes that our ability 
to understand the full range of Western theatrical experience has been only partially successful 
because text-oriented research conditions our critical faculties to accept literary merit "as the 
paramount test of dramatic excellence." On the other hand, Mayer notes: 
Only when we accept the possibility that for every literary, philosophic, and consciously 
artistic theatrical piece there are some dozens of inartistic, energetic, mindless, unliterary 
dramatic genres which enjoy a vast popularity and which appeal, not necessarily to persons 
of refinement and educated taste, but to the greater part of the population, perhaps to the 
entire population, do we begin to see the theatrical expressions of an age in a more accurate 
perspective (259). 
 
What he argues here is that the theatre historian must "look for evidence other than the script 
and that we [must] recognise tests other that the aesthetic for the existence and viability of 
dramatic occasions" (276). When one realises that minstrelsy, vaudeville, revues, revusicals, 
                                                          
24     "Antipodean Odyssey: Charles B. Hicks and the New Georgia Minstrels in Australia, 1877-1880" (1986), 19-39. 
25     The thesis will draw comparisons between the entries in the Companion to Theatre in Australia and the research findings of 
this study on several occasions. Appendix D also references entries to that publication when applicable, providing there 
opportunities for comparison. See for example Harry Clay, J. C. Bain, Jim Gerald and Nat Phillips. Further to this, of the 70+ 
entries in Appendix D, very few are given even passing mention in the Companion to Theatre in Australia. 
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follies and musical comedies were collectively the dominant entertainment medium of the 
popular culture during the period under investigation, it becomes evident that a popular culture-
based historical survey into Australian popular music theatre of the period is certainly justified, 
if not long-overdue. Just as cultural studies theorists now investigate seeming never-ending 
nuances of popular culture entertainment reception and production in an effort to understand the 
machinations of modern society, so an historical examination must also explore the popular 
entertainment forms if we are to come to some level of understanding of our cultural and social 
past.  
 
 One additional outcome, though not a motivation driving the study, will be the 
opportunity to question whether the "cultural cringe" factor should be attributed across-the-
board in terms of Australian theatre practice. This long-held perception of national embarrass-
ment, which we have been led to believe has resulted in a failure to measure up to the standards 
of foreign drama and music forms, may perhaps have some basis in so far as the high culture 
artistic endeavour is concerned. It seems, however, oddly out of context with perceptions widely 
held by the popular culture entertainment industry and audiences of the pre-1930s. Indeed much 
of the combined evidence proposes that the notion of a "cultural cringe" was seldom an issue 
because Australian variety artists, writers and composers were largely viewed as being equal to 
if not better than the foreign import.  
 
 Another issue of concern is the over-emphasis on research limited primarily to Sydney 
and Melbourne. It appears that a consensus among historians has developed over the years 
which tends to downgrade the significance of regional areas in the development of Australian 
theatre practice. Country audiences have been typically viewed simply as recipients of shows 
already seen in the capital cities. While this may well have been true of touring dramatic 
troupes, the variety industry's fundamental operational infrastructure depended heavily on the 
country circuits. Three key factors bear remembering. First, the vast majority of performers 
could not have maintained professional careers without these regional circuits. Employment 
security was necessary for the industry to remain viable, and hence the numerous country 
circuits established over the decades, and which operated anywhere from a week to nine months 
(as with Harry Clay's Queensland tours) helped provide constant employment opportunities.  
Second, the country audiences were ideal for working in new routines, a type of out-of-town 
tryout, before showing it to prospective city managers. Emerging artists would also have found 
the experiences of country audiences vital to their early careers. The concentrated access they 
had with more experienced performers on these tours also provided greater opportunities for 
proving their performances. A third factor concerns the collective audience numbers making up 
these regional circuits. While most towns provided their own entertainment through local 
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amateur organisations, touring variety entertainments, particularly those with established 
reputations like Harry Clay's company, were significant social events, even up to the early 
1920s, and as such were mostly well-attended (unless other factors came into play, such as rival 
shows being staged at the same time or through inclement weather).  As Clay's Queensland tours 
between 1901 and 1918 demonstrate, towns like Charters Towers for much of the era provided 
nightly audiences at the Theatre Royal in excess of 1,500 people - with Clay's seasons in that 
city ranging from fourteen nights (during the first nine or ten years) to five around 1917/1918. 
Other centres like Broken Hill, Newcastle, Ballarat, Bendigo, Geelong, Toowoomba, Ipswich, 
Rockhampton and Kalgoorlie, to name but a handful, were equally pivotal to the variety 
industry for decades. These issues by themselves provide additional justification for the study's 
focus on surveying regional variety production. 
 
 Barbara Garlick's research into travelling theatre provides much additional and valuable 
insight into understanding the regional theatre market. She not only demonstrates that country 
audiences were equally significant in terms of popular culture consumption as their city 
brethren, but highlights, too, the need for historians to be more careful in the way they 
reconstitute social formations. Concluding her study with Bourdieu's cautionary observation that 
the partial coherence of connotations like "popular" are deeply embedded in a network of 
confused and quasi-mythical representations (Bourdieu Language 91-2), Garlick identifies this 
issue as having particular relevance in so far as Australia's mobile theatre companies of late 
nineteenth and early twentieth centuries should be understood. "Popular theatre," she writes, 
"has most frequently been defined… as either the socialist dream of bringing theatre to the 
people,
26
 or as a development from folk festivals with the emphasis on traditional genres such as 
circus, melodrama, pantomime." Garlick argues on the other hand: 
A consideration of Australian travelling theatre [between 1890 and 1935] collapses 
the idea of both a class-targeted audience and a class-targeted repertoire. While the 
city seasons of the companies may have permitted the applicability of demarcation… 
leaving the main line resulted in audiences who were defined primarily by 
geographical location; under these conditions the repertoire ceased to have any overt 
class value, which was superseded by a more fundamentally important value, that of 
entertainment (254-5). 
 
One final observation that further justifies the focus of this study concerns an issue raised 
by theatre historian Bruce McConachie. Because Australian theatre activity has largely been 
accorded study as a Sydney/Melbourne-based industry rather than a national one, a great deal of 
focus has also been given to the leading actor/managers/authors of the dramatic stage. This 
creates a further problem for historicism and one which this dissertation seeks to re-address. As 
                                                          
26    Garlick argues that Denis Gontard's "An Example of Popular Itinerant Theatre: Gémier's National Travelling Theatre (1911-
12)," 123 - cited in Mayer and Richards Western Popular Theatre (1977) - is a significant influence in this line of thought.   
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McConachie notes in his essay "Cultural Systems and the Nation-State," the romantic re-telling 
of a particular participant's history (as a means of demonstrating why that person is a crucial 
element in the nation's past) is a paradigm which attempts to wake us up to the greatness of the 
theatrical talent in our national past. The belief that we can all cease being cultural fools and 
subsequently our national life can move forward in the comfort that it has been ennobled and 
enriched, has no merit as far as he is concerned. McConachie's point here is that the uncovering 
of any individual performer, no matter how talented or significant, cannot hope to change or re-
shape the way historians, let alone nations, perceive their history" (36). His proposition has 
some merit in so far as Australian variety entertainment is concerned because the industry was 
both fragmented and widespread, and hence no individual (even Harry Rickards) could have 
dominated or controlled the entire field of activity.  McConachie is correct then in proposing 
that the history of such an industry could not be re-written following the publication of one 
individual's activities, no matter how significant he or she was at the time.  
 
McConachie's position is somewhat problematic, however, when situated within the 
Australian context.  This is because his argument reflects an American and European/British-
centric view of theatre history. His knowledge of these past industries has been informed by 
many decades research by countless historians. Thus for McConachie little is changed when 
new individuals and their role in the theatre industry are brought to light. Perhaps rightly so he 
views these new historical insights as not so much a means of re-writing the historical consensus 
as simply adding to it. The overall perception of a major international theatre industry like 
America, for instance, remains much as it has for decades despite the continued research of 
individual historians. Each new discovery according to McConachie can at best only fine tune 
the current account.  His argument collapses, on the other hand, when faced with the issue of an 
entire era of theatre industry having all but disappeared from the historical record.  
 
With his view stemming from an essentially xenophobic theatre history tradition, the 
issue McConachie has not considered is that many countries outside his immediate domain have 
not been accorded decades of concentrated historical attention. Australia and its creative 
industries, for example, have long been under the mistaken assumption that a) nothing of any 
theatrical importance occurred prior to the latter decades of the twentieth century; and b) that no 
theatrical genre has ever been created by Australians. This thesis will not only prove that both 
these assumptions are unfounded, but that they have been allowed to perpetuate through too 
little attention having been applied to pre-1930s popular culture theatre. One consequence of 
this lack of research is that the notions of "cultural cringe" and "failure" have been allowed to 
continue their insidious undermining of the Australian creative industry psyche. The 
philosophical questions being raised here invite consideration of the long-term effects this may 
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have had on the industry's psyche - its self-esteem. What if the perceived failure of the Australia 
creative arts to measure up to foreign standards (being the benchmark by which the local theatre 
industry has attempted to match) should instead be applied almost exclusively to one segment of 
the theatre industry (a comparatively small aesthetically-motivated art form)? And how might 
this country's popular culture theatre industry have developed over the course of the twentieth 
century had we been aware of its overall success in servicing the Australian popular culture 
community for more than five decades leading up to the l930s. As this thesis demonstrates, there 
were many local practitioners who not only provided entertainment on par with their 
international colleagues, but were recognised for their ability and accorded star status by the 
industry and public alike?  Ultimately, then, this thesis attempts to address one problematic issue 
pertaining to Australian theatre history research. If the history of this country's entertainment 
past is biased against popular culture production, if it contains significant omissions and reflects 
little actual activity and too much myth, then why has this been allowed to occur and what can 
be done to fix it? 
 
 
 
A Selection of Significance Australian-based Practitioners Still to Receive Historical Recognition 
 
 
 
John N. McCallum and his Courtiers Company 
John McCallum (Cremorne Theatre) rivalled Ted Holland as 
Brisbane's leading variety entrepreneur during the 1910s. 
Theatre Magazine June. (1918), 4. 
 
 
 
John F. Sheridan 
As the Earl in An Earl for the Night 
American-born, Sheridan had a long association with Australia and 
originated several productions here. 
Theatre: An Illustrated Monthly 15 Aug. (1905), 10. 
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Harry Whaite 
One of Australia's leading scenic artists (c1885-1910s). 
Theatre: An Illustrated Monthly Dec. (1909), 21. 
 
 
George L. Goodman 
Long-serving manager with J. C. Williamson  
and later an entrepreneur in his own right. 
Theatre: An Illustrated Monthly Dec. (1909), 14. 
 
 
 
Charlie Pope 
Pope (here in "white-face") and fellow 
African-American comedian Irving 
Sayles, were Harry Rickards most 
popular comedians c1890s-1900s. 
Theatre Magazine Nov. (1917), 11. 
 
 
Joe Charles 
Well-known for his routines 
with Emile Dani (Glory Girl). 
Everyone's 18 May (1921), 4. 
 
 
Edward Branscombe 
Led the Westminster Glee Singers 
and Dandies companies, and built 
Brisbane's Cremorne Theatre. 
Theatre Magazine Aug. (1915), 26. 
 
 
 
Bert "The Droll" Howard 
Also known as "the Lord Mayor of Poverty Point." 
Everyone's  12 Dec. (1928),136. 
 
 
Les Bates 
Comedian/writer/director. 
Theatre Magazine  Apr. (1915), 1. 
 
All photographs courtesy of Fryer Library, University of Qld, except Joe Charles and Bert Howard (courtesy of  
Mitchell Library, State Library of NSW)  
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CHAPTER ONE 
 
 
"Evidence of Slack or Lack of Evidence? Australian 
Variety Theatre and the Methodology Paradox" 
 
 
Though this be madness, yet there is method in't. 
          
         (William Shakespeare) 
27
 
 
 
 
As a result of the survey undertaken during this dissertation's research phase, it has been 
established that a role call of prominent Australian-based managers and producers of variety 
entertainment during the 1880s and 1890s would include the following individuals:  
 
       Frank Smith Frank M. Clark          Dan Tracey           F. E. Hiscocks           W. J. Wilson 
                 (Syd)     (Syd/Melb/Perth)    (Syd/Melb)  (Syd/Melb/Bris)    (Syd/Melb) 
 
            Charles & Harry Cogill         Cottier Family       L. M. Bayless      Jones & Lawrence 
           (Syd/Melb/Bris/Perth)               (Syd)                 (Melb)                     (Perth) 
 
       Kelly & Leon        Harry Rickards        Charles Fanning          W. H. Speed      Charles B. Hicks 
      *           (Syd/Melb,Perth/Kalgoorlie)  *                (Syd/Perth/Bris) 
 
                 Frank Weston                H. Florack       Frank St Clare       D'Arcy Stanfield 
                     (Melb)            (Syd)                  (Melb)                (Syd/Bris) 
 
        J. Billin     Percy St John    Martyn Hagan  Wilson & St John J. C. Bain 
            (Melb)             (Bris)           (Syd/Bris)   (Syd)                    (Bris/Qld) 
 
        Delohery, Craydon & Holland            G. Liddy    Slade Murray  Harry Barrington 
               (Syd/Perth)                      (Bris)               *                 (Syd) 
 
 
Figure 1 
 
List of Australian-based Variety Entrepreneurs (c1880-1899) 
Locations entered under each name indicate known primary centres of operations only.   
* Entrepreneurs without a city reference operated almost exclusively as mobile touring companies, and thus 
are not known to have set up medium to long-term operations in any one location.  
 
 
Although not the only entrepreneurs operating in Australia during the period, the evidence 
collated indicates that each was well-known in their respective metropolitan communities, with 
most also having established similarly high profile reputations across the wider Australian 
entertainment market.  One key concern of this study therefore is that of these 27 individuals 
only Harry Rickards has been granted any sustained attention by theatre historians. Of the others 
fewer than half receive passing mention in the historical account of Australian theatre as it 
currently stands, while the remainders are entirely absent. An additional concern arising from 
Rickards' over-representation in the published history of Australian theatre is that despite all the 
critical and historical attention he has received to date, several myths continue to be accepted 
and reproduced by historians.  One such myth is that as the "Napoleon," "king" or "dictator" of 
                                                          
27
    Hamlet Act 2; Scene 2.1 [211]. 
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vaudeville (Waterhouse "Popular Culture" 270; Crouch 73; Van Straten 501), Rickards 
overwhelmed his competitors, forced them into submission (Brisbane 120) and "established a 
near monopoly of the Australian variety stage" (Waterhouse "From Minstrel" 119). Claims that 
Rickards was "reputedly the largest single-handed music hall manager and proprietor in the 
world" (Crouch 73), also imply that his power and influence extended beyond the inner city 
Sydney and Melbourne precincts to the suburbs and beyond - from Hobart to North Queensland, 
through Broken Hill and across to Perth, Fremantle and the Murchison goldfields of Western 
Australia. However, as the following chapters demonstrate, Rickards' operations were never able 
to service the country's entire population week in and week out, at any stage of his career.
28
  
Indeed, evidence from around the country shows quite clearly that Rickards largely serviced a 
niche up-market audience and that his influence and power over the rest of the industry was 
negligible.  
 
 Two questions that motivate this chapter, then, are how did such an obviously 
problematic myth come about in the first place; and why has it never been challenged?  A 
further concern is that, if such a high profile variety practitioner can be subject to erroneous 
historical representation, how reliable is the account of lesser known individuals and 
organizations, or indeed the industry itself? What is being proposed here is that the problems 
inherent in traditional theatre history methodology are much greater and more entrenched than 
has until now been recognised, and to a certain extent reflect a bias brought about by that history 
having focused on one (niche) end of the variety industry to the exclusion of the broader market. 
The purpose of this chapter is therefore a twofold response to the way pre-1930s' variety history 
has been researched and assessed. The first section, "Traditional Methodology and the Variety 
Factor," engages with the problem of accountability, providing examples of myth and erroneous 
claims which have significantly distorted the historical record, and offering insights into why 
these instances have occurred. It does this by exploring four key areas of concern:  
 
  1.1 The Ephemeral Nature of Variety 
  1.2 The Variety Industry Infrastructure 
  1.3 The 1930s' "Wall of Silence" 
  1.4 Research Limitations 
      (i)    Limited Academic Interest in Variety 
      (ii)  Validation of Niche Areas of Activity 
      (iii)  Erroneous Reconstruction  
      (iv)  Memoir 
                                                          
28    Although the term "the king of vaudeville" was also applied to Rickards during his lifetime, there was never any inference 
that he alone supplied the country with variety. An article titled, "A King of Vaudeville" (Theatre: An Illustrated Monthly 
Devoted to the Stage Apr. 1909, 12) indicates, for example, that Rickards owned, managed or leased five theatres in Australia 
and that he currently had companies in Sydney, Melbourne, Adelaide, Perth and Kalgoorlie. In 1908 Rickards imported 115 
foreign artists and employed 117 local performers (232 in total). These details alone indicate that Rickards neither dominated 
nor controlled the vast Australian variety market. He was simply the most successful. 
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The chapter's second section, "The Variety Methodology and its Protocols," presents an 
alternative approach to surveying and collating historical data, one that is more effective in 
dealing with variety's peculiar industrial structures. The introduction of this new methodology 
also serves to establish the framework through which the following chapters engage with their 
particular objectives.   By focusing on four protocols and two specific design parameters it can 
be seen that the methodology engages with the pre-1930s' variety industry on its terms rather 
than in response to preconceptions, value systems and expediency operating within 
contemporary institutional practice. The result is an approach that more effectively tracks 
formations of activity that were real-world dependent - the result of a free-flowing interaction 
between producers and the market and between those engaged in the industry as practitioners. 
The four protocols are: 
 
    1.5 Equity  
    1.6 Industrial 
    1.7 Primary Source 
    1.8 Blanket Search Approach 
 
 
1. TRADITIONAL METHODOLOGY AND THE VARIETY FACTOR 
 
  The inherent weakness of previous theatre history surveys is that the research invariably 
requires an established historical presence in order to begin. Individuals or companies that are 
not recognised, or are barely known, seldom register as being historically important because 
they are not positioned within an already existing historical frame of reference. The problem is 
exacerbated, too, because historians traditionally tend to focus on a particular high-profile 
subject to the exclusion of secondary personnel. Most industry practitioners therefore continue 
to remain a minor or forgotten presence within the history because they have been overlooked in 
the broader context of their careers (their presence fails to register across several decades or in 
various locations). Furthermore they do not appear to have reached a level of achievement that 
makes them suitable candidates for historical research. As a means of uncovering variety theatre 
this reliance on frequent or sustained (high profile) presence is a wholly unacceptable approach 
because the industry's infrastructure was regulated in a quite different way to legitimate theatre.  
Very few variety performers' careers, for example, were undertaken with permanent headline 
status - as might be the case with leading actors in a legitimate theatre troupe. Their billing 
status regularly fluctuated because audiences demanded variety. Changes in troupe or company 
status (i.e. a different position on the programme) occurred even during the course of an 
engagement because new artists were often brought in as headline act requiring others in the 
company to be demoted down the bill. With this demotion came less prominence in advertising, 
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and thus any act given a lower position on a company's billing order might then be required to 
work up a new routine to regain headline status. Being repositioned down a programme did not 
usually indicate that an act had lost favour with audiences, though, as experienced performers 
invariably continued to maintain their popularity with audiences. The situation was simply tied 
to the way managers marketed their product, and new acts were seen as the best way to 
encourage patronage. While these issues provide some insight into the difficulties historians face 
when trying to uncover lower level industrial activity, one factor perhaps more than any other 
has played a significant role in variety's tendency to remain unnoticed.. 
 
 
1.1  The Ephemeral Nature of Variety 
 
As a product sold and consumed within the popular culture market, variety entertainment 
served an expressive function rather than an aesthetic one. Developed according to principles of 
commercial enterprise, variety not only supplied but also helped create consumer demand for 
new crazes and fashions. This was itself representative of a major ideological shift in cultural 
production and reception that occurred during the late nineteenth century. In similar fashion to 
the way popular culture commodities are incomplete and insufficient by themselves until 
incorporated into the everyday lives of the people, consumption of variety entertainment was an 
immediate gratification, enjoyed in the moment. This is a critical aspect of variety in terms of 
the difficulties faced by historians because it functioned not as an object to be venerated but as 
an agent in the social circulation of meaning and pleasure (Fiske 123).  
 
 Many aspects of the variety industry, particularly common practices, take on an invisible 
presence because people simply took them for granted. It was essentially part of the everyday 
social landscape. Not only did very few people think to reflect on it critically, but even within 
the industry most people didn't think to orchestrate their careers for historical posterity. The 
managerial careers of businessmen like Harry Clay and Bert Howard exemplify the middle level 
entrepreneur of that era whose day to day business decisions worked against them in terms of 
their historical accessibility (despite the fact that both men maintained a high profile presence in 
Sydney during their careers as vaudeville showmen). This has occurred, in large part, because 
neither engaged long-term advertising through the Sydney Morning Herald - a key source of 
primary research for historians looking at activity in that city (and for Australia in general). By 
not advertising, too, they didn't receive reviews or other forms of publicity, a factor that in the 
end contributed to their historical significance being down-graded. The reason why neither 
manager bothered to utilise the Sydney Morning Herald was simply a practical one - there was 
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no need.
29
 With their operations catering to a largely suburban or inner city audience, they 
preferred more cost-effective and locally-orientated methods (local newspapers, posters, leaflets 
etc). Word of mouth could also be counted on as an effective, and cheap, means of promotion.    
 
 The issue of low or non-existent value recognition has not been entirely the domain of 
performers, historians and academics. The consumers of variety not surprisingly considered it 
insignificant in terms of cultural value. Thus little was kept or archived for later generations to 
analyse or admire. Some families might have retained keepsakes, but over the years much of this 
disappeared. And while there are a few archives available for the historian, these rarely tell us 
much about the onstage activities. In interviews conducted in 1997 with ex-Clay's performer 
Charles Norman and the family of other key Clay's personnel all expressed their sorrow at 
having discarded or lost important memorabilia over the previous decades before eventually 
realising the significance of those artefacts.
30
  Occasionally some unexpected finds have been 
made, although these are all too rare. One such discovery was in the early to mid-1990s when 
the Independent Theatre at North Sydney was being renovated and a number of small items 
from the days when it was known as the Coliseum were located under the floor boards. 
 
The value of the Nat Phillips Collection, which contains evidence central to this study, is 
believed to have been passed on to Jack Phillips after Nat's death. The family later became 
aware that the boxes of scripts were missing. It is surmised by Nat Phillips' great niece, Kim 
Phillips (the daughter of Jacob Phillips), that they were either left in the care of her grandfather's 
second wife after he died in 1938 (she had apparently been shunned by the family) or that they 
were somehow put into storage at the Cremorne Theatre in Brisbane (and later forgotten 
about).
31
 The collection came to light only after having been passed on to a Brisbane bric-a-brac 
shop in the early 1970s. They came to the attention then University of Queensland lecturer, Dr 
Robert Jordan (later professor of drama at the University of New South Wales). Jordan notified 
the Fryer Library of the boxes and they were apparently purchased for a nominal sum. 
Interestingly, although regarded as having historical significance, the boxes remained in the 
same state in which they were purchased in for more than thirty years.
32
  Why the collection was 
shelved for so long is not known. It is likely that a decision was made in order that more 
"worthwhile" holdings could be processed, but even so this would have been only one of several 
                                                          
29    Harry Clay did briefly place advertisements for his company in the Sydney Morning Herald during the latter part of the first 
decade of the 20th century, while operating the Royal Standard in the city's Castlereagh Street. It would appear that the regular 
audiences he attracted soon made this practice unnecessary. 
30    These interviews were with Jo Mercer and Del Buchanan (the granddaughters of comedian, Ted Tutty) and Valmai Goodlet 
(daughter of Maurice Chenoweth, a senior manager and performer for the same company). 
31    Information concerning the collection was obtained after the submission of this thesis. I am grateful to author/playwright Jon 
Fabian, and Kim Phillips for helping piece together the puzzle. Ms Phillips recalls that the whereabouts of boxes belonging to 
her famous uncle had been a family mystery since at least the early 1950s. 
32    Several prominent theatre historians were approached by the library in an effort to ascertain the value of the archive. Those 
to respond were Dr Rob Jordan, Dr Harold Love, Dr Richard Fotheringham, Alrene Sykes and Dr George Shaw.  
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intervening factors. Certainly there was no priority given to either the Nat Phillips Collection or 
the possibility of increasing the library's collection of popular culture scripts by the University at 
that time. Evidence of this is contained in a memorandum to F. D. O. Fielding by Fryer 
Librarian Margaret O'Hagan (dated 9 Sept. 1985). The letter reports that veteran comedian/actor 
Ron Shand was in possession of a collection of original Stiffy and Mo scripts and was prepared 
to make available to the library (at cost) any it did not already have.
33
 An offer to purchase these 
scripts was never taken up by the Fryer possibly because the processing of the collection was 
not started until 2002, and/or because popular culture artefacts were not high on the list of any 
tertiary institution's priorities prior to the rise of popular culture studies in the 1980s. It is likely 
that Shand's offer was subsequently forgotten over the years and he has since passed away. The 
whereabouts of these scripts is presently unclear. If they have been accepted by any Australian 
library this has not been signalled within the wider theatre history community.  
 
 In all likelihood the main problem for the library was its inability to process the material, 
or indeed find anyone who knew enough about Phillips and his work to make sense of what was 
effectively an unsorted, unidentified and often fragmented collection of manuscripts and musical 
scores, with many in a deteriorated state. An additional problem relates to the fact that some of 
the material is not related to Phillips' or the Fullers' operations but rather constitutes a John N. 
McCallum/Cremorne Theatre collection. Despite these problems Margaret O'Hagan well 
understood the importance of the collection (even though referring to the Phillips' scripts as 
being less sophisticated than those held as part of the library's Phillip Street Revue Company 
collection). This is made clear when she proposes that the collection would compliment several 
existing library collections (Max Afford, Billy Moloney and Maxwell Dunn). "There is also a 
strong argument," she wrote, "that this collection of popular entertainment counterbalances the 
Hanger Collection of Australian Playscripts." The fact that it has taken more than 30 years to 
process  it (in addition to the rejection of Ron Shand's offer), does suggest on the other hand that 
being a collection of popular culture texts it was not accorded the level of priority that more 
sophisticated or serious collections have been given.  
 
 With only rare instances of industry-produced primary source materials now available, 
the variety historian's main supply of information therefore comes almost exclusively from 
newspapers (metropolitan and regional); industry magazines such as Australian Variety, the 
Theatre, Just It, Green Room and Everyone's; and a selection of other magazines such as the 
Bulletin, Table Talk, Imperial Review and Australasian Stage Annual. These sources come with  
                                                          
33    Shand and his wife, Letty Craydon (daughter of James Craydon, of Delohery, Craydon and Holland fame) were members of 
Jim Gerald's company in the mid to late 1920s. Shand later became well-known to Australian television audiences as Herb, in 
the popular 1970s' soap, No 96. 
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their own unique set of problems, however, and these difficulties are ones which relate 
specifically to the industry's infrastructure and logistical organisation. Perhaps the most obvious 
of these is the fact that variety entertainment was accorded poor representation in these primary 
sources. In some instances the references are so temporally-bound that modern historians have 
difficulty understanding what is being said or referred to. A similar issue is clearly evident in 
popular culture publications today - notably free music industry-specific "street magazines" like 
Time Off, Scene and Rave (all Brisbane-based). Each of these ephemeral weekly publications 
assume that their readers have the necessary sub-cultural capital concerning contemporary music 
genres, performers and current industry issues. They therefore tend to present little in the way of 
useful background or insights. Furthermore, their reporters and editors are invariably 
inexperienced, early career journalists or music industry insiders (noticeable in the frequent 
errors of grammar and spelling), and hence the articles and reviews tend to be unsubstantial as 
historical sources. While the cultural capital issue might not have played as significant part in 
the editorial decisions of nineteenth century print media, David Mayer's comments regarding 
"innocuous British media fodder" might well be describing these same publications: 
The very fact that [popular theatre] is not literary by intent means that written evidence is 
slight… Audiences are too caught up in what they are seeing to recollect and record the 
occasion in adequate detail… it has [therefore] been extremely easy to overlook the popular 
[theatre] or to misinterpret it. The occasional reporters tell us very little about those involved 
in the performance… and many [of the] facts relevant to the social, historic and economic 
aspects (259-60). 
 
This is an aspect of historical research that Delyse Ryan also highlights in her work on the 
Brisbane theatre industry during World War One. "There is often a great difference between the 
realities of a given performance and the newspaper reportage of the event," writes Ryan. She 
notes, too, that in "following a standard formula, they rarely offer any negative analysis" - a 
matter quite possibly the result of newspapers protecting their commercial [advertising] interests 
(10-11). Subsequently, any historical record drawn from the major city newspapers is invariably 
founded on recurring phrases, conventional structure, questionable memoir, commercial 
ideologies and tit bits of information meant to be read and discarded in the typical 'everyday' 
fashion.  
 
 The evidence put forward in this section argues that no single factor has been at fault in 
allowing the variety industry to receive such poor treatment to date by historians. Rather, a 
combination of factors relating to the fundamental nature of popular culture entertainment 
production and its perception as a low status form has been at play. This inadvertently led to the 
loss of almost all physical evidence relating to the industry or individual performers before their 
historical value was recognised; and much of the primary source data available is unable to 
provide the type of information required for historians attempting a rigorous appraisal of the 
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variety industry during the pre-1930s' era. As the following section will further demonstrate, the 
very nature of that industry itself has also played a key role in allowing its achievements to 
disappear from the historical record. 
 
 
1.2  The Variety Industry Infrastructure 
 
Appendices A, C and D provide much evidence showing that professional variety artists 
of the pre-1930s' era maintained mobile existences throughout much of their careers. Only in 
rare instances did some performers manage to establish a home base for lengthy periods of time 
(Will Whitburn, for example), and even then this only tended to occur late in their careers.
34
  
Appendix D also provides insights into several performers who spent long periods of time 
overseas, and whose careers from that point on escaped the notice of most Australians. For the 
next generation audience who were too young to have seen these expatriates the last time they 
performed in the country, their names and past reputations may not have even registered. 
Although overseas career opportunities were not pursued by all Australian variety artists, 
temporary inconspicuousness within the local context was simply how things worked. Virtually 
every professional variety artist was forced to move away from Sydney for periods of time. This 
is significant because the New South Wales capital was essentially variety's industrial base. It is 
because Sydney audiences proved to be the strongest supporters of variety (for virtually all of its 
five decades as the country's most popular form of entertainment) that the majority of leading 
companies set up their headquarters there. It's also where more industrially-based operations 
clustered (particularly agencies), and from 1913 onwards where the industry's two key industry 
magazines were published. Because so many practitioners moved frequently in and out of 
Sydney during the pre-1930s' variety era, historians have been unable to get a fix on who most 
of these people were. Using only Sydney-based primary sources (even in tandem with 
Melbourne newspapers like the Age and Argus) therefore provides not only very limited data 
but also skews that data in favour of just two cities. Conclusions about industry activity or 
individual careers drawn from such research must therefore be considered insufficient, even 
when the individuals are ostensibly well-known like Nat Phillips and Roy Rene. Taking three 
examples of high profile Australian-born performers from Appendix D, those whose career 
achievements have been affected by enforced industrial invisibility, the following section 
demonstrates one area of variety's industrial infrastructure to have impacted negatively on its 
historical standing. 
 
                                                          
34     Whitburn's entry in Appendix D indicates that he still made brief appearances in Sydney at the Tivoli from time to time 
during his later years. Other performers known to have been based for long periods of their career in one city are Kohlman and 
Gardner (Melbourne c1890s). 
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 Charles Fanning, regarded during his fifteen or more years in Australia as one of the 
country's "greatest minstrel endmen" established his reputation working for all the leading 
variety firms, including Frank Smith (Sydney), F. E. Hiscocks, Frank M. Clark, the Cogill 
brothers and Harry Rickards. Almost all of his last seven or eight years in Australia were on the 
Tivoli circuit, with much of it spent partnering his American-born wife, Georgie Devoe, in 
original comedy sketches.
35
  Fanning also regularly contributed his own farces and songs to the 
company. Looking to extend their careers beyond the limited Australian market Fanning and 
Devoe left the country sometime around 1901, spending most of the next decade in the United 
States and in England (among other places) before returning to Australia on a Rickards' contract 
in 1909. While several reports suggest that Fanning's overseas career was more than prosperous 
(this claim being supported by the length of time he spent away), that success did not become 
widely known in Australia, nor did it invite recognition in the next generation variety audience. 
As Australian Variety notes following Fanning's death in January 1916, despite being "at one 
time Australia's best-known comedian, he returned [in 1909] virtually a stranger to an audience 
that, with few exceptions, knew him not."
36
 
 
 The second performer to be highlighted is Martyn Hagan, who although not reaching the 
same iconic status as Charlie Fanning, nevertheless established a high profile three decade-long 
career in Australia before leaving for overseas with his wife Lucy Fraser in 1912. The pair had 
been performing together on stage throughout the country and had built formidable reputations 
as society sketch artists and specialists in farce, musical comedies and particularly in pantomime 
(Hagan as a dame and Fraser as a principal boy). Such was their ability to attract regular work 
overseas that the couple did not return until 1919 ("Round the World" 48).  As with Fanning and 
Devoe, however, the Hagan's departure saw their past careers effectively erased from the 
continually evolving industry. The Theatre drew attention to this situation through 
correspondence from an Australian travelling through England in 1916 who wrote to question 
the authenticity of "so called" Australian performers appearing on the principal vaudeville 
stages of England and America. "I say so-called," writes the correspondent, "for the majority of 
the names are quite unfamiliar…but still they come!" Among the names mentioned was 
Hagan's. "I do not wish to do Mr Hagan an injustice," he goes on, "but does any Theatre 
Magazine reader, I wonder, know of this comedian who has [supposedly] made a name for 
himself in Australia. I confess I don't" ("Does Anyone" 45). While the magazine went on to 
publish correspondence over the next two months from readers who not only remembered 
Hagan's name but could also remember details of his long career, the issue further demonstrates 
                                                          
35     Devoe had herself spent at least five years with Rickards prior to meeting her husband at the Tivoli (Syd) in 1893. 
36     Australian Variety and Show World 19 Jan. (1916), 10. 
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popular culture's tendency to dismiss the past as irrelevant in favour of new and current stimuli. 
It is worth remembering, too, that this was a time when access to historical information was 
unavailable to the general public, and hence an artist's long-term status invariably relied on 
either their presence or the memory of those who had actually participated in their careers. 
 
 The third example, Sam Rowley, was a variety comedian and dancer from Sydney who 
left Australia before establishing his reputation nationally. He is known to have spent some 
twenty-five years on and off touring the United States - with nine of these under engagement to 
the Sullivan and Considine organisation. Billed throughout his career as "the Little Man with the 
Big Voice," Rowley returned to tour Australia on six occasions prior to 1913, almost always 
with headline status.
37
  His origins as an Australian were rarely made obvious on those tours, 
although mention of it was made in some reviews - particularly in the regional press.   Because 
information is difficult to locate, recognition of his achievements (quite considerable in 
retrospect) has suffered even more so than Fanning's and Hagan's. Until now historians have 
been unaware of his Australian heritage and the three decades he spent overseas because the 
keys to unlocking his movements prior to 1913 have not been recognised. The problem for 
Rowley as an historical subject, however, is not that we still only know the bare bones of his 
career, but that any survey of his career would require extensive research through American 
sources. Thus, his considerable achievements have been negated by where he achieved them. 
 
 Fanning, Hagan and Rowley were not the only variety performers to have their 
achievements in Australia overlooked as a result of overseas careers. Other high profile 
performers to have spent considerable time on the international variety stage include Clara 
Keating and Claude Golding, Tommy Armstrong, Olga Pennington, Lily Rockley (daughter of 
Wal Rockley) and Verna Bain. The capacity of variety artists to maintain a visible historical 
presence is a problem more commonly seen in the Australian context, however, even though it 
did not greatly affect the artists during their careers. Although temporary descents into obscurity 
might occasionally be broken by an update in Australian Variety or the Theatre, as long as a 
performer or act was finding constant (quality) work, they were likely to renew their 
acquaintance with previous audiences at some stage in their career, knowing that a certain 
portion of that audience would remember their last visit. Furthermore, variety's constant demand 
for fresh ideas, faces and material meant that for any act to stay in one place for too long was to 
risk outstaying their welcome.  
 
 
                                                          
37     "The Little Man with the Big Voice" Discusses Vaudeville Conditions in America." Theatre Magazine June (1913), 31. 
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Because these performers were so often absent from the media cluster based in Sydney, 
and rarely were their future movements made public, the historian's ability to recognise and 
track individual careers during this period depends on luck. This factor itself demonstrates a 
major difference between the legitimate and variety theatre paradigms. The former invariably 
allows the historian greater access to key individuals whose movements might be aligned with a 
particular company for a long period (or the extent of a tour) or those based mostly in one 
location (i.e. Sydney or Melbourne). Legitimate theatre performers were also, up until 1913, 
likely to receive more attention in the contemporary media - particularly those like the Bulletin, 
Table Talk and Age, which were more ideologically aligned with literary-based theatre. For 
most variety performers, however, few details were presented in the reviews and press releases 
of the day. Sometimes an act's final performance at a venue or with a company is signalled in 
advertising. However, as an industrial practice this was the exception rather than the rule. In 
most instances the historian cannot be sure therefore if a particular act had ended its engagement 
with a company, had been moved down the programme billing order, was taking a break or had 
been temporarily leased to another manager.
38
  Because we rarely know where, when or with 
whom most artists were previous engaged, or the location of their next employment, it is 
extremely difficult to track their movements. The paucity of details available was not merely a 
response to the information being considered unnecessary but rather reflects a social 
communication infrastructure that was less reliant on the media for particular aspects of local 
news and gossip. Information on particular artists could become known through any number of 
alternative means - notably as part of a performance, within programs, via posters and handbills, 
and through casual everyday communication. It must be remembered that word of mouth within 
a community during this era (prior to radio, television and high speed transport) was in fact a 
major contributor to information reception and broadcasting.  
 
The Tivoli or the Fullers had no need to use interpersonal communication as a primary 
promotion technique, although it would have occurred anyway. Their considerable reputations 
meant that potential audiences didn't need to rely solely on advertising, while at the same time 
such promotions meant that audiences were well-informed of what they might expect should 
they attend a particular show.  For the smaller operations who serviced a more readily defined 
local audience, word of mouth was an advertising technique to be exploited at any time.
39
 It was 
also the most effective means of keeping overheads down. Playing to their strengths these 
managers built personal relationships with their immediate community. However, while this was 
not too difficult a task for the suburban manager, regional touring required much greater 
                                                          
38     The issue of leasing performers to other organisations, a common practice in the pre-1930s' variety industry, is discussed in 
Chapter Two. 
39     The following chapter provides examples of this managerial exploitation as utilised by Frank M. Clark and Harry Clay.  
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awareness. Because a successful season meant that you could return confident of securing good 
financial returns, managers like Harry Clay, Walter Morris, Percy Dix, Percy St John and Ted 
Holland worked hard over the years to give regional audiences the impression that they had been 
entertained by friends. Harry Clay, for example, would greet patrons at the front door of each 
venue whenever he toured. It was his job also to remember their names and any pertinent 
information – i.e. who they were and what they did in the town. He also knew that some 
information could be well turned to his advantage - and his shows regularly made reference to 
local personalities and current issues. What many of these managers had in common was a solid 
reputation – established along particular circuits or in particular regional areas as members of 
other companies – prior to returning with their own troupe. This was in itself possibly the best 
advertising of all. As experienced showmen rarely did they engage acts that would lower their 
reputations, and conversely were ready to send any performer back on tour as often as they saw 
profit in the engagement. Ted Tutty was one such artist. He toured Queensland for Clay seven 
times between 1905 and 1915. Such was Tutty's popularity as a comedian that advertising his 
name was probably not required. Word of his forthcoming presence in a town would have come 
from travellers who saw him perform a show somewhere down the circuit (see Appendix D). 
 
The low costs of promotion, in addition to the work of advance agents, worked well for 
established companies who fine-tuned their jobs through many years of experience.  Well-
known advance agents like Harry Clay's long-serving employee, Jimmy Boyle, employed 
numerous cost-effective promotional techniques. He would procure local children to do 
letterbox drops with dodgers in exchange for free tickets (they in turn would bring their parents 
and friends), and put up posters in the shop windows of local businesses. These same 
establishments would later advertise on the stage curtain or along the walls of the theatre during 
Clay's season in the town (Djubal 181-6). Jimmy Boyle would also maintain frequent 
communication with Clay, filling him in on any new developments along the circuit and 
forwarding any useful local information that might be used in the company's performances. The 
problem for historians is, of course, that these commercial strategies left little or no record 
behind.  
 
 The issue of industrial absence - whether as a result of physical absence from the 
marketplace or as an historical reconstruction, is essentially the result of a combination of 
human behaviour and social and technological changes. Indeed, as Julian Meyrick observes, 
theatrical activity rarely follows the tropes of literary fiction. While artists typically make career 
choices in the present (with the future in mind) most "do not see themselves as steps on an 
evolutionary ladder" of progress (v). And because very few performers have the ability to 
predict future outcomes for either themselves or the industry in which they are engaged, the 
37 
 
choices they make are therefore undertaken without guarantees of either success or failure. The 
opposite invariably applies, however, when a historian attempts to reconstruct past practice. 
Value tends to be attributed to artists who chose largely successful options, while those who 
chose with less success, or indeed, failure, are positioned on the sidelines or ignored. Thus "not 
only do we read history with a winner's eye," notes Meyrick, "but reading it at all says 
something about who has emerged the victor" (vi). As this study proposes, however, pre-1930s' 
artists effectively lost control over their historical destiny not through inappropriate career 
choices, but through a series of world-shattering social, industrial events and technological 
developments which began to occur in the late 1920s/early 1930s and extended until at least the 
mid-1940s. 
 
 
1.3  The 1930s' "Wall of Silence" 
 
One answer to the question of why only a small number of pre-1930s' artists became 
historical 'winners' (so to speak) may well be the fact that only these few were able to continue 
their careers well beyond World War II. We know, for example, that some were in a position to 
write their memoirs, or contribute knowledge to the generation of historians who began to 
emerge in the 1960s and 1970s. The names George Wallace, Roy Rene, Jim Gerald were 
instantly recognisable to historians or academics with an interest in (or general knowledge of) 
variety theatre - even if they were by then retired or only recently deceased. Although these 
three performers are yet to be accorded sustained research, their names appear in the current 
literature with some semblance of their achievements recognised. Other performers whose 
names registered less in terms of historical recognition, but were nevertheless theatrical 
celebrities in their day have been able to cement their names in the historical record simply 
because they had the opportunity to do so. Charles Norman's, When Vaudeville was King, 
published when the author was in his early eighties, is typical of this scenario. Most of the other 
familiar names however, were of artists who had first established themselves in the post-World 
War II variety industry (Valantyne Napier, Billy Maloney, and Nancye Bridges spring to mind 
here). An examination of the current historical account clearly establishes, on the other hand, 
that almost every single Australian variety artist whose career had ended by the early 1930s, 
including high profile practitioners like Nat Phillips, Bert Le Blanc and (until recently) Harry 
Clay, failed to make an impression on later generations. Three outside factors can be seen to 
have contributed most to this situation, and in contribute to the challenges facing the historian 
reliant on a traditional theatre history approach. These factors are:   
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1.3 (i) The Talkies:  While variety managers had been able to sustain their operations in 
competition with silent film, relying on live theatre's immediacy and responsiveness, the arrival 
of sound-on-film saw the talkies become an entertainment phenomenon. Already under pressure 
due to mounting costs, very few variety companies could compete with the film exhibitors' low 
cost admission price and increasing advertising budgets. 
 
1.3 (ii) The Depression:   In tandem with the massive interest in talkies, the depression simply 
levied too much pressure on the live popular culture theatre industry. The once-powerful 
organisations run by Sir Benjamin and John Fuller, and Harry Clay, were eventually wound 
down, along with almost the entire industry. Only the Tivoli and a very few small, highly mobile 
and flexible touring companies were able to ride out the decade.  
 
1.3 (iii) Lack of New Media Access:     Those few artists who did manage to maintain their 
careers past the depression were often able to access the new media of the period - film, radio, 
sound recordings and eventually television. The career longevity of George Wallace (film), Roy 
Rene, Jim Gerald and George Edwards (radio) owed much to their capacity to embrace these 
new technologies. On the other hand practitioners whose careers ended in the late 1920s had 
little if any recourse to these new forms of mass communication. Some performers who had 
established themselves at the top of the local industry during the 1920s were able to secure 
lower profile engagements into the 1940s (Charles Delavale and Amy Rochelle, for example), 
but they were too old and too steeped in past traditions to be of much interest to the emerging 
post-war youth generation. As such they were also unable to break through into radio or film. 
By the 1950s even fewer artists from the 1920s were still on the stage - Gerald and Wallace, 
George Sorlie, Stanley McKay and Charles Norman being among the small number to undertake 
this achievement.   
 
 
1.4  Research Limitations: 
 
British popular culture theorist, Stuart Hall, has suggested that the "profound 
transformation in the culture of the popular classes which occurs between the 1880s and the 
1920s" may be one reason for our failure to adequately engage with the industrial and 
entertainment structures of pre-1930s society. He argues that the closeness of our present society 
to the earlier era creates an ideological (perhaps even psychological) barrier (229). Because both 
temporal periods closely resemble each other but at the same time are different, he suspects 
"there is something peculiarly awkward in the non-appearance of a militant, radical mature 
culture of the working-class in the 1930s when - to tell you the truth - most of us would have 
expected it to appear" (231).  Perhaps as a consequence of this lack of interest, little rigour has 
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been applied either to the research methodologies applied, or in attempting to understand both 
the society and industry of the era. Compounded by the problems outlined above, the field of 
inquiry has become one in which too many inconsistencies and gaps appear, but which invite no 
obvious solutions.  
 
1.4 (i)  Limited Academic Interest in Variety Entertainment:    While the investigation of 
Australian theatre history over the past three to four decades can be seen as the work of many 
varied individuals and organisations, ex-practitioners and their families, the dominant voice in 
this field of endeavour has long been the academic community. Those who contribute to peer-
reviewed journals, Australasian Drama Studies for example, and to encyclopedic-type  
publications  such as the Companion to Theatre in Australia, have in most instances completed 
one or more post-graduate degrees. In the process they have established their reputations within 
university schools or departments as specialists in drama, English, art history, and in recent 
years through the relatively new fields of media and cultural studies. Some tertiary educated 
theatre historians have also emerged from other disciplines such as history or music. Even 
though coming from disparate fields of academic endeavour, it is in most cases the similarity in 
cultural capital and critical training (often steeped in formal theory - be it literary, musical or 
artistic) that results in an essentially like-minded community. The stimuli to have driven this 
community's research and analysis over the last years of the twentieth century must therefore 
also be considered as largely intellectual, which suggests that a level of bias against low popular 
culture entertainment has led to the field of inquiry having been organised around contemporary 
priorities. 
 
 What is being alluded to here, then, is that a historian whose training was undertaken 
within academic institutions during the 1950s to circa 1980s was very likely uninterested in 
tackling popular culture theatre like variety because of its ephemeral nature, unfamiliar 
structures and, in traditional terms, low aesthetic content. I suggest here that they were 
ideologically ill-equipped to investigate a culturally-driven and essentially non-text based 
entertainment form. Perhaps more to the point, though, is that collectively they have been 
interested, and not surprisingly so, in aspects of theatre history which are of professional, 
personal and intellectual interest. The text or the score, and the dramatist or composer, have 
been pursued because they have been viewed as more suitable candidates for academic research 
and analysis. Only in the last decade or so have new fields of inquiry such as media and cultural 
studies begun to give popular culture theatre production and reception academic legitimacy. The 
latter half of the twentieth century can now be seen as a period in which the uncovering of 
Australian theatre history largely reflected tertiary practice, and conclusions about cultural 
formations prior to the 1930s were formed mostly from a literary perspective. The problem with 
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this approach, however, is that it inadvertently skews the historical reconstruction of theatre 
activity towards one particular field of theatre production - legitimate narrative drama - at the 
expense of variety.  The extent to which this lack of interest in pre-1930s' popular culture 
entertainment production has manifested itself can be seen with the over-reliance on secondary 
sources as a means of forming the historical account. Indeed, as the following sections show 
time and again, many of the non-primary sources used, including memoir (which has long been 
acknowledged as unreliable), have been allowed to influence the published history without 
being investigated with any rigour whatsoever. Not only do the reasons for this continue to be 
ignored, but there has also been no attempt to understand why the variety industry is so difficult 
to survey. Thus without any central design or plan of attack the historical account has unfolded 
both in a haphazard fashion and in response to a considerable amount of myth.  
 
 Rather than accord variety its due place in the history of Australian entertainment, the 
approach taken to date has instead reinforced the self-enclosed territory of high culture historical 
analysis. It has subsequently reconstructed a history built not so much from an engagement with 
the theatre industry as it operated in its contemporary setting, but more as a result of decisions 
made by (and perhaps in response to the interests of) the researchers themselves. Without any 
definitive study of the variety industry and the popular culture audience in a national context, 
social and theatre historians have, therefore, been forced into drawing unfounded conclusions 
about the formation of Australian cultural identity during the period under investigation. These 
conclusions must now be questioned. What have gone unrecognised, for example, are issues 
relating to the impact variety had on Australian audiences; the extent to which variety artists and 
genres contributed a sense of national identity; and how many types of audiences made up the 
national demographic. It is this inability to acknowledge popular culture formations, or rather 
the collapsing of popular culture with more bourgeois social elements, that has weakened the 
historical record as it stands. This has occurred primarily because historians have too often 
articulated a notion of "popular theatre" production being made up of genres such as melodrama, 
sensation play or legitimate plays. The argument of this thesis is that such approaches both 
misappropriate the term "popular" and fail to consider the mass low income popular culture 
audience who attended such productions on an infrequent basis at best. Previous theories about 
the construction and maintenance of Australian identity through locally written plays, Australian 
literature and even the influence of magazines like the Bulletin, therefore, need to be re-
evaluated; mainly because as a means of cultural transmission they were accessed by a much 
smaller percentage of the population.  
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By itself this argument - that cultural capital and the academic training and intellectual 
interests of historians have served to create an environment of disinterest in Australian variety 
entertainment - would be difficult to prove without first surveying all the people to have worked 
in the field of theatre and assessing their respective backgrounds. There are, however, a number 
of other issues that provide additional weight to the argument. The history of variety as it 
currently stands is made up of short cuts and assumption, much of which has been required to 
fill in the gaps of historical knowledge. To a large extent these gaps occur because much of the 
history of variety is itself made up of data discovered either by historians who have been 
researching other more "serious" subjects, or through an over-reliance on the testimony of 
former practitioners (many of whom had been long retired from the stage). This has led to 
additional levels of bias infiltrating the history, because without a rigorous survey and appraisal 
of the industry at the time in question, these brief glimpses all too often appear to validate an 
already-arrived-at erroneous consensus. 
 
 An example of how ignoring the impact of variety leads to erroneous conclusions about 
theatre activity in general can be seen in Barbara Garlick's close analysis of travelling theatre 
between 1890 and 1935. The claim that Kate Howarde was the only actor/manager of her era to 
have "remained determinedly separate from the big companies" and that she "was more 
consistent and lasted longer than all the male actors who were her contemporaries, all of whom 
were at times in their careers contracted to the big managements" (162) is not correct. Howarde, 
like many of her thespian contemporaries, worked the variety stage during her career. It has 
been determined that she was under contract for at least one big firm, the Fullers, while co-
operating a revusical company with her second husband, Scottish comedian, Elton Black around 
1915 and 1916.
40
  The Elton Black-Kate Howarde Revue Company even toured the Fullers' 
Dominion circuit in early 1916. By that stage, however, the troupe was being referred to as 
simply the Elton Black Revue Company (which may have been one reason why the pair 
separated not long afterwards). Garlick's reference to "actor/manager" also effectively negates 
the achievements of several high profile variety performer/managers who also determinedly 
carved out similarly lengthy periods as their own boss - notably Harry Clay. The untimely 
deaths of Ted Holland and Percy St John in 1914 and 1915 respectively, possibly prevent them 
from also being included alongside Clay in this select company. 
 
1.4 (ii)   Validation of Niche Areas of Activity:   The degree to which Harry Rickards and 
the Tivoli organisation dominate turn of the century Australian popular culture entertainment  
landscape is a clear example of historical bias. While Rickards undoubtedly played a significant 
                                                          
40      See both Appendix C (1915 entry) and Elton Black biography (Appendix D) for additional details. 
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role in the Australian variety industry, his "King of Vaudeville" reputation has ultimately seen 
him regarded as the entrepreneur who monopolised the Australia-wide industry to the point 
where most of his competition went out of business (Waterhouse, "From Minstrel Show" 116). 
And he is similarly positioned as the entrepreneur who set the bench mark against which all 
other aspiring managers compared themselves (Waterhouse, "Popular Culture" 268). The 
implications here are that Rickards succeeded because he provided the type of theatrical 
experience that Australian audiences wanted, and that other mangers failed because they could 
not, or did not, offer this class of entertainment. Such observations clearly warrant investigation 
because they not only reflect the traditional high art assumption that there is a superior type of 
theatre which all audiences want, but deny a range of circumstances - including economic, 
social, political, personal, or a combination of any of these - which may have caused other 
managers to fall short of Harry Rickards' success.  
 
 The tendency of historians to deny the day to day needs and desires of audience segments 
within a past society has significant ramifications for any historical investigation of popular 
culture production because there was no one idealised form of theatre everyone wanted to see. 
Even variety, as popular as it was over half a century, always competed against other cheap 
forms of popular culture entertainment – including cycloramas, sporting events, circus, film and 
local community festivities. Taking Rickards' post-1893 operations in Sydney, for example, if 
the current history is correct and he dominated the industry into submission by offering better 
quality shows, why then did he not open more theatres in the city so as to further increase his 
profitability?   The number of people living in the Sydney metropolitan and suburban districts 
around the turn of the century was certainly too large for his operations at the 1200 seat Tivoli 
Theatre.
41
 On a few occasions he did open at other inner city theatres, but these operations were 
for brief seasons only. The answer to this question is that despite there being upwards of a 
100,000 people on any given night throughout Sydney interested in some form of entertainment, 
for Rickards to cater to them all he would have had to re-brand his entrepreneurial image and re-
structure his overall business. This move would not only have lowered the tone of his 
organisation (as well as his social standing), but would have also put him in direct competition 
with the independent, ears-to-the ground, local suburban operators. Rickards was too astute a 
businessman to take a risk on something he neither wanted nor needed to do.  
                                                          
41      Eric Irvin's data on Australian theatre capacities - published in the Dictionary of Australian Theatre (1985) - indicates that 
Sydney's central business district and inner suburban theatres could have catered for more than 10,000 people on any given night 
during the 1890s. Even if some theatres were temporarily closed and those open were at less than full capacity (and we do not 
take into account the many other non-theatrical entertainment opportunities and outer suburban shows on offer), it is still evident 
that the Tivoli Theatre (1,200 capacity) was a minor part of the city's entertainment market. While Rickards' interstate touring 
troupes provided additional patronage for his company, these still represented only a very minor part of the overall Australian 
variety industry. 
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This failure to acknowledge the business side of variety has similarly led a number of 
historians to assume that failure in the industry was a direct consequence of poor entertainment 
quality. While the logic for this long-held belief has been validated by Rickards' success in the 
variety industry, most business theorists would argue that such thinking is simplistic and ill-
informed. Edith Penrose, whose work is introduced in the following chapter, notes in relation to 
this issue that not only do "new, small and unknown firms not have the same facilities for 
raising capital as do established, large and known firms" and hence operate in a more volatile 
and risk-laden economic environment, but those that "do grow into large firms… do this, for the 
most part, by virtue of a special entrepreneurial ability" (37). As Penrose sees it product quality, 
while important, is only ever one of many factors that play a part in a firm's growth or demise.  
 
 The traditional (and enclosed) approach to Australian theatre history can also be seen to 
have created a lop-sided account because literary or text-driven drama staged in the major 
Sydney/Melbourne theatres has been given priority over low culture entertainment staged in the 
suburbs and regional centres. This validation of high culture status and inner city activity can be 
seen in the way playwrights have been accorded higher status over the writers of sketches or 
farces; art music composers were elevated at the expense of songwriters; and legitimate drama 
productions have over-ridden variety entertainment in all the major theatre history publications. 
In the same way, dramatic actors were given more attention than song and dance artists, and 
opera has been deemed more worthy of attention by scholars than the musical burlesque. Only 
pantomime (a hybrid of variety), burlesque and drama, can be considered as having received 
some degree of attention from historians and academics.  
 
 Perhaps the most fundamental flaw in the way historical analysis operates is that the 
research itself is directed by contemporary value judgments. That is to say, historians 
themselves become the arbiters of which theatrical works/genres/individuals deserve priority.  
By default the process becomes one in which history emerges in response to contemporary 
factors (the researcher's personal interests and financial expediency, for example) rather than as 
an attempt to accurately map the real world activity of the time. Along the continuum of 
theatrical activity in Australia, variety entertainment has long held a low position. Even when 
variety becomes the subject of discussion, it is invariably the Rickards'/Tivoli operations and 
overseas stars like Little Tich, Marie Lloyd, Harry Houdini and W. C. Fields that dominate the 
account. The implications therefore have long been that no local activity is being mentioned 
because there wasn't much to speak of and that which did occur was second or worse still, third 
rate. An erroneous and biased historical account has continued to be reinforced then because 
historians have too readily accepted at face value generalisations that this thesis will show are 
easily proven to be illogical or baseless. The recontextualisation of variety entertainment has 
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been allowed, however, because very few studies have attempted to extend their historical 
analysis beyond the contemporary perspective and into the real world of past industrial activity.  
 
 The historian's choice of words and syntax can equally valorise or expand a subject's 
status beyond that in which it was held or seen by the public of the time. Harry Rickards, for 
example, is routinely referred to as the "king of vaudeville." He has been constructed as an 
almost myth-like figure who like the Emperor "Napoleon"
42
 was a "self-made man"
43
 who 
"reigned" 
44
 over the industry. At the other end of this variety continuum are the unseemly mass 
of performers and managers, the drunks and performance frauds that clung to the lower rungs of 
the industry. In between these extremes are the run of the mill or "second rank" practitioners like 
J. C. Bain.
45
  The extent to which the misuse of language can distort or debase reputations can 
be seen in Entertaining Australia, where entrepreneurs Dan Tracey and Frank Smith are said to 
have "soon closed their doors because their rival Harry Rickards was so successful" (120). There 
is no doubt that both men faced financial difficulties in the early 1890s that led to them 
abandoning their entrepreneurial careers around 1892/93, almost at the same time as Rickards 
opened his first Tivoli Theatre in Sydney. The implications behind phrases like "soon closed 
their doors" in the same sentence as "rival" and "Harry Rickards' success" are obvious. Rickards 
quickly put them out of business. Richard Waterhouse reinforces this perception by proposing 
that Harry Rickards' Tivoli network drove most of the other variety companies out of business 
and that from 1892 onwards he "enjoyed a virtual monopoly of the Australian stage, defeating 
all attempts… to establish a rival circuit." His conclusion that "only with the arrival of James 
Brennan was the Rickards' stranglehold finally broken" (116), like the other claims is pure myth, 
however - a result of the erroneous assumption that there was a direct connection between 
Tracey and Smith closing down their operations and the opening of Rickards' ultimately 
successful Tivoli Theatre. Indeed, neither author appears to have understood the fundamental 
tenets of competitive business practice nor the actual level of industry activity of that period, 
and hence their choice of description only serves to exemplify a problem of "language" that 
structuralist theory argues against, and for good reason.  
 
 What these historical reconstructions suggest is that no one, not even Dan Tracey and 
Frank Smith, could compete with Rickards because he staged more attractive programs, which 
in turn led to more people attending his shows. The result was that less people patronised his 
rivals' entertainments, sending them into financial ruin. This scenario is erroneous, firstly 
because Smith and Tracey serviced a different market than Rickards. The survey of reviews, 
                                                          
42    Monica Crouch "Harry Rickards: The Napoleon of Vaudeville" (1990), 73-84. 
43    Richard Waterhouse. "From Minstrel Show to Vaudeville" (1990), 120. 
44    Frank Van Stratton. "Harry Rickards" in Parsons and Chance, eds. Companion to Theatre in Australia (1995), 501-2.  
45    John West's description. See his entry in the Companion to Theatre in Australia (1995), 79. 
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performers and audiences over the period in which they operated together in Sydney clearly 
shows this (see Appendix C). Furthermore, no other entrepreneur from 1892 onwards was 
interested in targeting Rickards/Tivoli audience demographic, apart from perhaps the Fullers in 
later years, because it was a niche market. Even when the Fullers attempted to create an up-
market operation in competition with Hugh D. McIntosh the evidence suggests that it was only a 
temporary (and Melbourne-based) business decision.
46
  It is for the same reason that Harry Clay 
did not try to take on Ted Holland in Brisbane when touring Queensland and James Brennan did 
not attempt to go head to head with Rickards in Sydney as Waterhouse and other historians have 
proposed. There was simply no advantage in that strategy because the upper-level, high quality 
market was too small. Both Brennan and Rickards would certainly have counted on (and 
coveted) a percentage of cross-over patrons in Sydney, but by and large both businessmen 
targeted the audience they knew best and could best attract.  
  
 If we examine more closely the suggestion that Smith, Tracey and Rickards were in direct 
competition with each other, it is easy to see that such a proposal is problematic. For a start any 
reference to the entrepreneurs of this period must include F. E. Hiscocks because he more than 
any other variety manager attempted to compete against Rickards - as seen by the fact that in 
1889 he disbanded the hugely popular Federal Minstrels and went into direct competition  with 
Rickards by putting together the London Pavilion Company. That his name does not appear in 
Entertaining Australia along with Rickards, Tracey and Smith indicates that the author was not 
familiar with either the variety industry at that time or with Hiscocks' position as one of its 
leading figures. What has not been considered until now is that the timing of the Smith and 
Tracey closures was coincidental, and very likely the result of a combination of forces relating 
to the depression and common management issues  - including "un-enterprising direction, 
inefficient management, insufficient capital-raising ability, lack of adaptability to changing 
circumstances, poor judgment leading to frequent and costly mistakes, or simply bad luck due to 
circumstances beyond their control" (Penrose 7). To suggest that Rickards closed Smith and 
Tracey down by putting on better entertainments is erroneous not just because he targeted a 
different market, but because it implies by association that most of the Alhambra Theatre 
(Smith) and School of Arts (Tracey) audiences went across to the Tivoli. The capacity limit at 
the Tivoli is one good indication that such an audience migration could not have occurred. 
 
1.4 (iii)  Erroneous Historical Reconstruction: The issue of erroneous reconstruction of 
history has been identified in the previous sections, but largely in response to neglect and 
                                                          
46    Evidence arguing that the Fullers attempted to target an up-market audience can be seen in their Melbourne operations - 
whereby one theatre in the city would offer the "low-brow" revusicals while the other theatre staged a higher class of vaudeville. 
There appears to have been less differentiation between the Fullers' audiences in Sydney, though. See Chapter 5 for further 
details regarding the opening of the Fullers' Palace Theatre in 1916 (page 218). 
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various types of bias from the wider theatre history community. In this section the discussion 
turns more directly towards examining the way historians have engaged with research into 
variety. The research undertaken during this project has in fact identified many dozens of 
erroneous claims concerning Australian variety industry activity, many of which are examined 
either in this dissertation or presented in the production database and individual biographies (see 
Appendices C and D respectively). While such errors and inconsistencies might singularly have 
little overall effect, collectively they demonstrate that currently Australian theatre history 
practice is not able to cope with variety theatre, even when details or information were once 
widely known and reported in the country. An example of this is that two of the biggest stars on 
the nineteenth century Australia stage, Charlie Fanning and W. Horace Bent, are still believed to 
have been "imported negro performers" (Bard 76-7), when it was well-known during their lives 
that both had been born in the country.
47
 The problem of erroneous historical reconstruction 
appears to stem then from three ineffective approaches: a) an over-reliance on secondary 
sources; b) the failure to investigate the accuracy of these secondary sources; and c) the 
acceptance of memoir by ex-performers and other industry practitioners whose credentials have 
never been investigated (discussed in the following section).  
 
 Returning to the Rickards/Tivoli industry-domination myth, it might appear to be an error 
isolated in its specific context, but in fact there is a flow-on effect that extends into other areas 
of industrial activity. The issue here is that because the Tivoli organisation has been viewed as 
the dominant variety organisation, its fortunes have also been linked to those of the variety 
industry itself. This has led to the supposition that variety theatre activity was in serious decline 
in Australia by the early 1920s because the Tivoli was struggling to find audiences. It is 
certainly the case that Hugh D. McIntosh's management saw the Tivoli operations undergo a 
decline in both prosperity and critical appraisal for more than a decade. This thesis will argue, 
however, that other companies like the Fullers, Harry Clay, Birch and Carroll were growing at 
an unprecedented rate during the war years, and newly emerging entrepreneurs like Andy Kerr 
and Bert Howard were finding the new circumstances much to their advantage.  While some 
measure of blame can be attributed to the difficulties the Tivoli had in securing imported artists 
during and immediately following the war, much blame must be levelled at McIntosh's failure to 
capitalise on the groundswell of enthusiasm for local revusical productions around the country.
48
  
 
                                                          
47     Bent was born in Sydney in 1844 to Andrew Bent and his wife Honorah; while Fanning, the older brother of Tivoli coon 
singer Maud Fanning and contralto singer, Bertha, was born at Newcastle, NSW. Bard's claim, too, that Horace Bent was still 
performing around the 1910 era is incorrect, because this hugely influential Australian comedian died in September 1907. See 
Appendix D for further details on Bent and Fanning.  
48     See Chapters Two and Five for further details concerning McIntosh and the Tivoli operations c1913-1919. 
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 An example of over-reliance on non-primary evidence can be seen in a recent paper "Roy 
Rene 'Mo': Australian Clown or Monarch of the Mob." The author, Kathy Leahy, attempts to 
argue an alternative historical and cultural narrative for Rene based entirely on secondary 
publications - citing among others Rene's autobiography, Fred Parson's biography and essays by 
Richard Waterhouse and Max Harris. Her reliance on these sources, which the following 
chapters will demonstrate contain numerous errors themselves, effectively makes her entire 
argument baseless. Two issues become very clear when reading the essay. One is that Leahy is 
not familiar with fundamental aspects of variety production. She writes, for example, that Ben 
Fuller promoted Rene from cornerman to Hebrew comedian during a tour of New Zealand. In 
the first place, the senior position in any minstrel-based show was always the endman (also 
known as the cornerman). Throughout the late nineteenth and early twentieth centuries the 
position was given only to the most experienced comics in the company (Toll 54-5; Engel 
xviii).
49
  In later years as the minstrel show gradually lost its appeal, the role of tambo or bones 
might be given to someone who showed promise - as Roy Rene more than likely did - but even 
the interlocutor held no greater attraction than the endmen.
50
  This is because each show's 
success often hinged on the comic repartee and improvisation between the two comics. The 
second point is that even when Rene was on the corner in the first part he would still have been 
performing in the second half as a Hebrew comic. To suggest that he had been promoted is 
therefore wrong on both counts because Rene would have been required to perform the two 
duties. A much more likely scenario is that the reverse situation occurred; that Rene was 
employed as a second part Hebrew comic and then promoted to the first part-cornerman 
position. That Leahy does not understand this fundamental industrial practice is likely the result 
of both her over-reliance on secondary sources and lack of knowledge about the variety industry 
at that time.  
 
 Several other major errors are also made by Leahy. The claim that Rene adopted his 
professional name in 1916 is wrong as he was using the name at least as early as 1913 while on 
Harry Clay's circuit (see Rene's entry in Appendix D).
51
 The reference to Rene being called 
"Monarch of the Mob" and "King of the Mob" (95) is another post-Stiffy and Mo construction. 
Not one Stiffy and Mo review, article or advertisement uncovered during this study refers to 
either title being used in connection with Roy Rene during the era under investigation. It is 
                                                          
49     In the local context Hiscocks' Federal Minstrels (arguably the most popular Australian minstrel company of the nineteenth 
century), demonstrates the importance of the endmen. These roles were almost exclusively undertaken by W. Horace Bent 
(bones) and Sam Keenan (tambo), two of the highest profile Australian-based comics in the country.  
50     "Mr Interlocutor" was also a position requiring the experience of a senior performer. The claim here is based on the greater 
audience appeal of the endmen, whose chief role was to align themselves with the audience. The interlocutor, on the other hand, 
was required to present a formal, authoritative and more pretentious persona.  
51     Leahy possibly relies on Victoria Chance's entry in the Companion to Theatre in Australia (1995) for this information (page 
485). 
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believed to have been attached to his name only after he started touring his Merry Monarchs' 
company in 1929. As Chapter Five will clearly show, Nat Phillips and Roy Rene were viewed 
by the contemporary public essentially as equals - with Phillips possibly accorded greater 
attention because he starred in, wrote, produced and often composed songs for the company. 
Again, the construction of Roy Rene as the comic genius of Stiffy and Mo is an historical 
reconstruction - recycled and repeated by historians and writers who have never bothered to 
undertake primary source research. 
 
 A second concern with Leahy's essay is that "Mo" is deemed to have been a fully fleshed 
out character from the start; that he was essentially the same character at the end as he was when 
Rene created him. This is an approach that denies real-world structures relating to creative 
growth and out-side influences. An examination of the Stiffy and Mo scripts in Appendix A and 
the manuscripts held in the Nat Phillips Collection indicate, for example, that Mo's character 
developed over time. The long held assumption that Rene's humour was always blue is another 
erroneous conclusion sustained by Leahy and others. Certainly there was an element of 
innuendo in his comedy, but there is very little evidence to suggest that his on-stage 
performance was of moral concern to audiences and critics up until the latter stage of the Stiffy 
and Mo partnership (c1927-1928). This issue of erroneous historical reconstruction as it pertains 
to Roy Rene and Nat Phillips, arguably among the country's greatest ever comedy duo, is 
examined at length in Chapter Six. 
 
 Another misconception arising from the lack of primary source research into variety 
concerns the pre-1930s' Australian-written revusical. Because revue has long been the term used 
to refer to these productions, the presumption continues to be that it was of a type similar to the 
modern understanding of the genre. Contemporary descriptions also tend to liken the revue to a 
locally-adapted (down-market) version of American "Follies" and English revue - as staged by 
leading producers such as Florenz Ziegfeld (USA) and Charles B. Cochrane (UK).  Typically 
then, the Australian revue/revusical is viewed as a series of unrelated topical and/or satirical 
sketches, dances and songs brought together under a thematic umbrella, or at the very least 
through a catchy title. John West's reference to British revues in his Companion to Theatre in 
Australia entry implies, for example, that the Fullers and Hugh D. McIntosh staged this same 
type of revue. His suggestion that "revue had ousted true vaudeville completely by the 1930s" 
(500), further implies that the revue of the 1930s and beyond was essentially the same as those 
staged between circa 1915 and the late 1920s.  
 
 West is not alone in assembling secondary source information to arrive at this conclusion. 
Delyse Ryan and Katrina J. Bard both maintain a similar position. While Bard proposes that the 
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revues contained some semblance of a storyline, the inference is that this was of little 
consequence because the plots tended to be so thin they became "quickly lost in the quick 
exchange of repartee" (69-70).
52
  Pamela Heckenberg and Philip Parsons describe a theme-based 
and import/adaptation genre: 
Revue made its appearance in Australia during the war years. These parades of singing, 
dancing and costume display laced with comedy probably found their earliest Australian 
equivalent in Hugh D. McIntosh's Tivoli Follies of 1916. At the same time, however, the 
circuits were advertising revue companies named after and loosely built around a leading 
performer with some gesture towards a central idea in their programs, though they were in fact 
performing straight vaudeville with a second half given over to comedy sketches (128).  
 
Of concern here, however, is the suggestion that Hugh D. McIntosh was involved in developing 
or introducing the revue in 1916. This claim is wide of the mark, not just because the revue was 
first introduced to Australia by J. C. Williamsons,53 and that local revusicals had been 
undergoing their hybridised development since at least early 1915, but because McIntosh's 
organisation played no part in the development of the Australian revusical whatsoever. 
Heckenberg and Parsons have in this respect confused his imported shows with an entirely 
different genre. 
 
 The revusical's generic make-up is further complicated by descriptions put forward in 
later years by several ex-vaudevillians. Although the professional credentials of these past 
practitioners is rarely an issue, their recollections are all too often accepted without question. In 
Valantyne Napier's Glossary of Terms Used in Variety, for example, revue productions are once 
again described as being "several scenes based on a loose theme and with a title to the show," 
while post-1930 Tivoli and Fuller stars like Roy Rene, George Wallace and Jim Gerald are 
identified as revue comics" (xi). Although seemingly straightforward, Napier's description 
reinforces the belief that the revues of both eras were the same by erroneous association. The 
evidence put forward in this thesis contradicts Napier's perspective, suggesting in the process 
that she has inadvertently collapsed the pre-1930s' revusicals of her early childhood with post-
1930s' revue (the genre she knew as a teenage and adult vaudevillian). A check of Napier's age 
would show that she was little more than ten years old by the time the revusical's popularity had 
begun to slide in the mid to late-1920s.
54
  As will be demonstrated later in the thesis,
55
  the 
revusical was a significantly different genre to the one Napier describes.  
                                                          
52    Ryan's claim is discussed in the following section on memoir. 
53    In fact the first British-style "revue" to be staged in Australia was Come Over Here, which toured Sydney and Melbourne in 
late 1913. Written by Max Pemberton and W. Mizner (and adapted for Australian audiences by the director, Frank Dix), the cast 
included several high profile English performers – notably Daisy Jerome and Jack Cannot in their first appearances in this 
country. Also in the company were Fred Leslie and Ivy Schilling. See, for example, the season at Her Majesty's Theatre (Syd), 
20 Dec. 1913.  
54
    The daughter of Hector Napier ("The Human Spider") Valantyne Napier was born in 1923.  As she claims to have made her 
first professional stage appearance in 1930 (aged 7), her knowledge of the revusical (1916-ca. 1928) was most likely second 
hand. 
55    See Chapters Four and Five and Appendix F for further details of the narrative structure and issues relating to nomenclature 
of revusicals. 
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1.4 (iv)  Memoir: The capacity to re-contextualise, condense and change events, or even 
introduce other peoples' recall as one's own, are aspects of human reconstructive memory that 
have been studied at length by psychologists such as Frederic Bartlett in the 1930s, Sulin and 
Dooling (1970s) and by Elizabeth Loftus in the 1970s and 1980s. Their findings demonstrate 
that humans tend to reinterpret events in their memory (even within short periods of time) that 
differ to the actual event. We do this through two fundamental processes - reconstructive and 
constructive distortion. Over time these responses allow an individual's recall of particular 
events, even ones that did not involve them, to become progressively more embedded as 
memory. As Wayne Weiten summarises, "reconstructive errors are distortions that are 
introduced during retrieval, as people fill in gaps based on their schemas and scripts [while] 
constructive errors are distortions introduced during encoding and storage as people rearrange 
events to mesh with their schemas and scripts" (250-1).  
 
 Although it has long been a tenant of historical research that memoir, whether biography 
or autobiography, can be unreliable and has the potential to distort the past, historians surveying 
variety activity have been given little alternative due to the paucity of primary source material 
available. The realisation that there was an increasingly urgent need to orally record the history 
of twentieth century theatre pioneers did not begin to occur in earnest until well into the 1980s. 
By this time, however, most of the pre-1930s performers were either deceased or had long since 
retired from all contact with the industry - effectively disappearing from public record.  
Unfortunately, even the relatively few ex-performers in a position to talk to historians were able 
to accurately recall specific details about their own careers or those of their peers. These 
recordings and interviews were also often undertaken by people both untrained in critical 
investigation procedures and unfamiliar with the era - particularly the variety industry. Thus 
interviews tended to be directed by the participant rather than by the researcher/recordist. This 
has ultimately led to the continued reconstruction of a history of variety theatre formed from 
various levels of reconstructive and constructive distortion. This problem is not confined to 
recent times, however. The same issue arises within the historical period under investigation, as 
the following example demonstrates. In 1916 a contributor to the Theatre recalled Martyn 
Hagan and Lucy Fraser's success as headliners in the Williamson and Musgrove pantomime, 
Sinbad the Sailor. "I saw [them] dozens of times on the vaudeville boards," writes J. G. "It is 
doubtful if there ever was a panto before or since that was better known than this one" 
("Hagans" 52). Research can now confirm, however, that he has confused the 1896 Williamson 
and Musgrove production of Sinbad (which did not include among the principal cast members 
Hagan and Fraser) with the 1894 pantomime Cinderella (which they did appear in). Although 
Hagan and Fraser were not engaged as dame and principal boy for the premiere Sydney 
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production they were promoted to the roles when the production went on tour in early 1895.
56
  
This example is a reminder that much critical appraisal needs to be applied to any and all aspects 
of historical investigation based on recollection. 
 
The usefulness of memoir, on the other hand, is its capacity to provide colour and 
background to the history. Very few of these recalls can be given primary source weight, 
however, because they are themselves too often based on secondary sources (industry gossip, 
referred memory etc). There is little doubt, for example, that Charles Norman's recall of the 
variety industry during the 1920s - a period when he was actively engaged in the industry - 
serves as a valuable source of historical record. The series of interviews I held with Norman in 
the months before his death in 1997,
57
 provide many insights into the day to day operations of 
Clay's company that I would not otherwise have been able to access. On the other hand, my 
research up until then had uncovered much primary source information - some of which 
contradicted Norman's recall. These were mostly issues relating to dates and specific details. It 
became clear, too, that his recall of industry-related events prior to the 1920s were not always 
his, an aspect which also occurs in When Vaudeville was King.  In one instance, for example, 
Norman writes: "When George [Sorlie] finally got to Sydney he joined up with Harry Clay's 
circuit, which was my first stamping ground of any merit. The circuit took five weeks to 
complete. George opened at the Newtown Bridge Theatre, as it was always referred to" (63). 
Norman's account cannot be right because the Bridge Theatre was not built until 1913 - some 
ten years after Sorlie first began working for Clay (see Sorlie's entry in Appendix D for further 
details). In this instance Norman has inadvertently collapsed the Bridge Theatre with St 
George's Hall, the theatre that Clay hired for his Newtown shows between 1901 and 1913. 
Norman also refers to the early traveling variety show circuits having been opened up by Harry 
Rickards and that companies like Harry Clay mostly "played small towns where people waved 
at passing trains" (130-31). Chapters Two and Three demonstrate, however, that regional 
touring networks had developed around Australia long before Rickards started sending 
companies into the country. Appendix C provides numerous examples of companies touring 
regional Australia from the 1850s onwards. My research into Clay's Queensland operations 
(1901-18), reveals, too, that very few of the towns along that circuit were small enough, or far 
enough off the beaten track, that locals would find his arrival by train a novelty. 
 
 Another example of erroneous memoir is that which has had serious repercussions in 
terms of the way we think about Nat Phillips' role in the Stiffy and Mo partnership. In his 
biography of Roy Rene, A Man Called Mo, Fred Parsons presents a complex array of fact and 
                                                          
56     See Martyn Hagan entry in Appendix D. For details on Sinbad the Sailor see Appendix C (1896 entry). 
57     See Djubal, Clay. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998). 
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fiction that requires some diligence on the part of the historian attempting to account for the 
career of Rene. Given authorial weight through his long association with Rene (as both an 
acquaintance and writer), Parsons provides five chapters' worth of personal insights into the 
comic's life and career, including the Stiffy and Mo years, before indicating that it was not until 
a few years before the Second World War that he had first made personal contact with the 
famous comic. "The year was 1936," he writes (39).  A number of issues come into play with 
this account, making it a less than reliable source of historical activity. First, Parsons' version of 
events must be considered as containing some degree of bias given that he and Rene worked 
together for many years in a creative relationship. Second, the Stiffy and Mo years are all 
second hand reporting because he had not been involved in Rene's life prior to 1936, and very 
likely never met Nat Phillips personally.
58
 Parsons' only direct access to Stiffy and Mo was 
therefore as a fan. Third, because the book itself was written in the early 1970s (almost fifty 
years after the Stiffy and Mo partnership had ended), all aspects relating to them must be treated 
with circumspection. Perhaps the most serious fabrication, as Chapter Six demonstrates in more 
detail, is the claim that Rene was the superior comic:  
The original idea was that Nat and Roy were to be the co-stars, but Roy had other ideas 
about that. There was never room for another comedian in any show that he was in, not even 
if the other comic was his partner. Within months, it was obvious that Mo was far funnier 
than Stiffy. Nat Phillips realised this. But he was a good businessman, and a much better 
producer than a performer. So he was quite content to let Roy get most of the laughs. 
Actually, there was little he could have done about it. Roy always dominated a stage, no 
matter who was on it with him (18). 
 
 Chapter Six also provides a great deal of primary source evidence contradicting the long-
held belief that Phillips was Rene's on-stage feed or straightman. Not only was Nat Phillips 
regarded as one of the country's finest comics (as well as a leading producer of pantomime and 
revusical), it was common knowledge throughout most of their career together that the pair did 
not work as a traditional straightman and comic but developed an act in which both men shared 
the comedy honours. Parsons' account must therefore be seen as a combination of 
recontextualised memory and secondary sources written more than half a century after the duo 
ended their partnership. It is also an account written by someone whose memory of Rene was 
very likely biased in his favour through their relationship in later years.
59
 Despite these problems 
with accountability (including a number of glaring errors),
60
 the book is still used as a major 
source by historians.
61
  
 
                                                          
58     Phillips died some four years before Parson's first met Rene. 
59     Roy Rene's recollection that Bill Sadler invented the names Stiffy and Mo is another example of memory distortion (Mo's 
Memoirs 63). Sadler in fact only came up with the name "Mo," as Phillips had been presenting his Stiffy on stage for at least a 
year prior to joining Rene in their partnership (see Chapter 5 and the Rene and Phillips entries in Appendix D). 
60    For example, Parson dates Stiffy and Mo's debut performance as being in 1914 (it was 1916). 
61    See for example, Kathy Leahy. "Roy Rene." Australasian Drama Studies 42 (2003), 91-111. 
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 The problem for historiography is that such observations are invariably repeated within 
later studies, thus effectively cementing myth as fact. One can follow the trail beginning just 
seven years after A Man Called Mo was published, when a contributor to Entertaining Australia 
reiterated Parsons' account that "Phillips, [the] accomplished] straightman, fed Mo with ease" 
(178). This is further echoed by Katrina J. Bard who writes: "Nat was traditionally the 'feed' - it 
was his role to offer situations, quips and anecdotes which Mo then developed into comic 
descriptions. Mo invariably got the laughs" (70). The entries on Phillips and Stiffy and Mo in 
the Companion to Theatre in Australia further reinforce the myth by indicating that Phillips was 
the "straightman" (561) who "fed" Rene (441). The Companion also levers Rene's status above 
Phillips by claiming that he "brought [the revues] alive" through his "comic genius" (561). In 
not one instance, however, is any primary evidence provided to support these claims. 
 
 Another specific example of recontextualised memory occurs in relation to our 
understanding of the revusical. Delyse Ryan cites a letter by William Kursey to Nancye Bridges 
to support her description of this theatrical genre as staged in Brisbane during the First World 
War. Kursey claims that from its opening the Cremorne Theatre was almost entirely devoted to 
what was then called intimate revue, recalling: "The standard cast comprised male singers (bass, 
baritone and tenor) and female singers (soprano and contralto)… a stock comedian, two leading 
dancers, a soubrette, and a small ballet, usually numbering about six." Kursey also indicates that 
musical numbers were accompanied by an on-stage pianist (129). The issue of contention, here, 
however, is that no primary source evidence has been found to support Kursey's recall. Taking 
each issue at time it can be seen how problematic memoir is when taken on its own.  
 
In the first instance, Kursey's reference to intimate revue is not associated with any 
production during the period under examination, including those staged in Sydney, Melbourne 
or Perth. Several points need to be considered here. First Ryan has assumed that Kursey is 
referring to productions staged in the years immediately following the opening of the Cremorne 
in 1911 and up until at least 1919. However, the term "opening" was not used only in reference 
to the "Grand Opening" of a new theatre. It could equally apply to any time a theatre re-opened 
after renovations or whenever new management took over the lease, and hence Kursey could be 
referring to a much later period in the Cremorne's history.
62
 For McCallum to have been 
producing intimate revues at the Cremorne in 1911 as Kursey claims would require, too, further 
re-writing of history because the genre did not even emerge in Britain until Charles B. Cochrane 
started essaying it in London in 1914 (Hartnoll 690-2). A comprehensive survey of Brisbane 
variety theatre between 1914 and 1919 indicates that revusicals, musical scenas and costume 
                                                          
62     For example, Will Mahoney's time as lessee of the Cremorne in the mid-1940s. 
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comedy were the favoured forms of music theatre being staged at the Cremorne. A third point 
concerns Kursey's reference to the vocal capacity of the singers, thereby proposing that the 
important roles in these "revues" were the singing characters. Such a suggestion has no basis, 
because a performer's experience as an actor and/or comedian was almost always preferred over 
singing ability. The Nat Phillips' Collection contains numerous scripts which call for theatrical 
and not vocal types.  Furthermore, the presence of a pianist on stage in a revue was quite rare. 
Pianists did appear on the stage when a vaudeville act called for a piano as part of the turn and, 
no doubt, for any revusical that required a piano as part of the narrative. A close examination of 
standard production techniques in the revusical industry indicates, on the other hand, that the 
vast majority of city-based productions utilised a small orchestra (or ensemble), usually based 
around a core unit of pianist and drummer who were situated off stage. The most common 
instrument after these two was the violin, with cornets and trumpets also popular. Taking all 
these points into consideration it must be considered that Kursey's recall is either erroneous or 
perhaps as appears to have happened with similar memoir,  he has inadvertently collapsed two 
different time periods from his memory into one.  
 
 As the previous section demonstrates, a number of significant problems exist in the way 
variety theatre has been researched up until now, and that many of the conclusions drawn must 
now be revaluated. In order to do this, however, a new approach to surveying variety industry 
activity is required, one that accounts for the way the industry and its practitioners operated, the 
extent to which these operations were carried out on a national scale and without the baggage of 
presumed historical knowledge. 
 
 
2. THE VARIETY METHODOLOGY AND ITS PROTOCOLS 
 
The variety methodology's strength as a research tool is its operational design - the extent 
to which its research parameters more effectively identify previously unrecognised activity and 
practitioners, and its capacity for lowering institutional and personal bias.  While the 
methodology's development required some trial and error during the early research phase, the 
premise that industrial activity be given precedence over the text has always been fundamental 
to the design, and as such has guided its progress from inception. To a large extent this has been 
necessary because not only have very few texts survived, but also the industry itself was geared 
towards a non-text-based entertainment practice. Thus any investigation into variety theatre 
must always be attempting to interpret industrial activity and performance as signifiers of social 
interaction and cultural practice. This is not to say that texts (or the content of any particular 
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performance) do not have relevance, but that both issues require attention in order to provide a 
more reflective interpretation.  
 
 By focusing on variety's operational ideology - an industrial logic that initially developed 
through the influence of visiting minstrel troupes during the 1870s - the methodology 
acknowledges that its professional practice always operated within a commercial market 
structure. The industry did this through a system of processes that are not only intrinsic to 
capital-driven investment but at the same time invite a "close and often uneasy link between 
cultural and economic activity" (Rowe 20). These are processes, too, which John Fiske argues 
must bear the interests of the people. "Popular culture," he writes, "is not [just] consumption, it 
is culture - the active process of generating and circulating meanings and pleasures within a 
social system" (23). For David Rowe popular culture is also "the domain of simple, bodily 
pleasures which could - indeed, must be readily differentiated from the complex, cerebral forms 
of culture which could only be commanded and understood after rigorous training" (3). As he 
further notes: "Popular culture is regarded as those shifting sets of social and cultural relations, 
meanings and texts which in varying ways emerge as contemporary forms of pleasure, leisure, 
style and identity, and which are linked to personal and expressive politics, aesthetic address and 
cultural economy" (7-8).  It is this capacity to similarly balance popular culture production with 
industrial mechanisms that sees the methodology operate more effectively with variety activity 
than previous approaches. 
 
In order to overcome the difficulties and biases that appear to have distorted the history of 
variety activity in Australia up until the 1930s, it was necessary to establish two clear objectives. 
First, to conduct a more inclusive and less biased research survey; and second to extend the 
parameters of traditional research methodology so that they more effectively accounted for 
industrial and social activity. This new methodology essentially departs from previous 
approaches through the formation of four key protocols: Equity, Industrial, Primary Source and 
Blanket Search. 
 
2.1 The Equity Protocol: 
 
Because this new methodological approach situates "theatre" and "entertainment" as 
having equal value, it seeks to avoid a predetermined value system. Not only does it refuse to 
position "high art" cultural capital as more deserving of attention and validation than "low" 
culture entertainment, but within the variety industry itself all practitioners are initially treated 
as data repositories. Over time the data itself signifies various levels of activity. All subsequent 
conclusions are therefore formed from the collected data rather than the other way around - 
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whereby personal interests and contemporary institutional practice dictate the outcome by 
focusing on particular subjects from the outset.   
 
 The complex problem of language - its ability to infer perceptions beyond literal meaning 
- is another aspect through which the egalitarian logic attempts to reduce inadvertent bias. This 
aspect of the methodological design effectively runs against the rationale of historicism, which 
attempts to make sense of raw data by creating a historical meta-narrative. Appendices C and D, 
and indeed this thesis, prefers to allow the data to tell the history. Wherever supposition is 
required or aspects of the data appear incongruous, the study aims to acknowledge this so that 
historians coming to the area in later years have a more objective foundation from which further 
investigation can proceed. Simply put, whenever particular aspects of the history are unknown 
and/or unclear, and supposition is required, this is acknowledged.   
 
 Another aspect of the Equity Protocol has been to treat all areas of production as equal. 
For example Sydney and Melbourne are traditionally valued as being more important to the 
drama historian than say Brisbane or Adelaide, and certainly of much greater importance than 
regional centres. As previously argued, however, the variety industry could not have existed 
without the regional circuits, and hence their key role in providing greater opportunities for both 
employment and creative development (i.e. the out-of-town tryout). The long-held validation of 
Harry Rickards and the Tivoli organisation as the principal providers of variety entertainment 
and of Sydney and Melbourne as the epicentres of activity are major contributors to the 
continually reinforced notion that little other activity occurred in Australia. This protocol is 
another instance of the methodology investigating variety production on the industry's terms and 
not through retrospective assumption.  
 
 The equity protocol also provides the historian with an opportunity to present his or her 
findings with a higher level of ethical considerations - much as one is obliged to do in dealing 
with contemporary research and investigation. Applying discriminatory labels ("second rank"), 
proposing baseless scenarios (he "went to the wall through an inability to compete with his 
rival") and/or to levelling judgement (he was a "drunkard") in order to make sense of historical 
activity is therefore deemed unethical on two counts. First, no entire life, career or even 
individual incident can possibly be reduced to generalisations; and second, individuals from the 
past no longer have a voice and thus are not allowed an opportunity to defend themselves. This 
protocol's egalitarian logic therefore attempts to apply a level yardstick not only to notions of 
"success" or "significance," but also to the positioning of reputations. This does not mean that 
controversial or discriminatory issues cannot be raised, but rather that they need to be flagged as 
supposition unless supported by irrefutable evidence. 
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2.2 The Industrial Protocol: 
 
The dissertation's focus on industrial organisation and infrastructure is examined at length 
in the following chapter, and hence requires only a brief overview here. Suffice it to say, the 
methodological tools utilised in the reconstruction of the pre-1930s' variety industry are 
essentially those of commercial business practice theory (competitive strategies) and networking 
(including the notion of cross-generational relationships between emerging and senior 
practitioners). The emergence of an Australian variety entertainment industry is seen therefore 
as one that developed in response to both the foreign (primarily American) business model and 
local conditions. Chief among these local factors were the country's smaller population and 
greater distances between centres, the popular culture's increasing desire to see Australian 
performers and entertainments, the 1880s'/early 1890s' depression and the rise of a nationalist 
identity in the immediate post-Federation era.  
 
 In attempting to reconstruct industrial activity - and particularly in evaluating the effect 
such activity had on audiences, the industry or individual practitioners - various critical 
yardsticks have been put in place. As mentioned in previously, any supposition concerning 
aspects of industry is required to be highlighted. The methodology also refuses to be swayed by 
reviews or opinions of the day unless these claims are backed by evidence from other sources. 
As with autobiographical reconstruction and the self-aggrandising anecdote, problems occur 
when terms such as "success" - as in a successful season or production, or "popular" are applied 
too generously.  The study therefore situates success in much the same way that Eric Irvin does - 
by rating the level of success against factors such as the length of a company's season in one 
locality, the length of a stay by a particular artist or troupe, or the length of a run by a particular 
production.
63
 Where critical responses seem to concur with the practical aspects these are 
conveyed. If there is conflict between the two, the practical aspects are accorded primacy.    
 
2.3 The Primary Source Protocol: 
 
The third protocol concerns the project's almost exclusive reliance on primary research 
(newspapers, magazines, and archival material) rather than on memoir or secondary sources. 
This aspect is perhaps less a departure from traditional methodology than it is a reaction to much 
of the published theatre history. It is being acknowledged therefore that a good deal of what is 
currently assumed to be historical fact has been re-produced time and again from suspect initial 
(and often secondary) sources, thus serving to reinforce an assumed account which bears little 
                                                          
63    In his survey of productions in Australian Melodrama (1981), Irvin writes: "The yardstick of a play's success or failure has 
been the one used by managers, actors, and authors themselves - the number of performances the play received. This is a purely 
commercial assessment in what was a purely commercial theatre" (xi). 
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resemblance to actual events. Examples of these types of erroneous reconstruction will be 
highlighted throughout the thesis.  
 
2.4 The "Blanket Search" Protocol: 
 
The fourth protocol was vital to both the early development of the methodology and in 
allowing the other protocols to maintain their objective focus. The "blanket search" protocol's 
genesis lies in my earlier research into Australian-born vaudeville entrepreneur, Harry Clay. I 
began that project with almost no knowledge of my subject or the industry of his era, and with 
the initially misguided belief that his historical significance would be best understood in relation 
to the artists he employed and nurtured (I was unaware, for example, that he had forged a 
considerable reputation as a singer before undertaking his entrepreneurial career). The first 
objective then was to collect data on all individuals connected in any way to Clay or his 
operations. The unexpected result of this survey was that more than 2,000 variety practitioners 
were identified as having been in his employ (very few of who are recorded in current theatre 
history). Many dozens of other practitioners were also identified as having been associated with 
Clay during his earlier career as a minstrel tenor (c1885-1900). That survey, much of it not 
utilised in the Harry Clay thesis, indicated time and again that the published history in respect of 
both particular high profile individuals and the industry in general was too often either incorrect 
or inadequate. Over the past seven years the number of performers known to have been 
associated with Clay has grown by more than 500 (see Appendix H). One result of this data 
collation is that a much clearer picture of industry activity has emerged. Had the earlier research 
focus been directed primarily at Clay, as with the more traditional approach, most of these 
performers, industry practitioners and indeed the industry itself would have remained hidden 
and this dissertation would have had no investigative basis. 
 
 Using the same methodological principles the current study has extended the previous 
study by compiling a database that both identifies and maps the careers of more than 200 
Australian music theatre writers, librettists and songwriters whose careers were undertaken at 
some stage up to the 1930s. More than forty of these practitioners were not included in the 
previous database as they were not known to have been associated with Harry Clay's 
operations.
64
 In addition the database includes more than 1,000 revusicals and burlesques known 
to have been written and staged by Australians up until the late 1920s (see Appendix C). The 
methodology's modus operandi, founded on the above protocols, relies on two key research 
undertakings - the use of temporal and geographical grids.  
                                                          
64     Appendix D contains a sample of updated biographical entries on nineteenth century and early twentieth century music 
theatre practitioners.  
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2.5 The Temporal Grid: 
 
The establishment of a temporal grid effectively requires the researcher to treat the 
historical period in question as an investigative site – not unlike that of an archaeological site. 
My grid design therefore confined the principal research to the years 1890 and 1919, with two 
secondary (interest) grids 1850-1889 and 1919-1930. The primary grid area required a 
comprehensive survey of the available primary sources for that 20 year period using a "time 
slice" technique - whereby all available primary sources were mapped every five years. Some 
additional one year spot surveys have also been carried out in the secondary grid at particular 
places in order to follow up lines of inquiry. A map of the completed research grid is included 
on the following pages. 
 
2.6 The Geographical Grid: 
 
The establishment of a geographical grid has allowed the thesis to more effectively map 
the variety industry's logistical network. By focusing attention towards the circuits variety artists 
toured, along with the capital cities, the information initially surfaced in no discernable order. 
Gradually, however, a picture of particular artist's movements and other useful data began to 
emerge. In some instances it was possible to track a performer using my growing knowledge of 
established touring patterns, while in many other instances particular artists (whose files had 
since grown) simply appeared with no warning.  
 
Newspaper sources emanating from Sydney and Melbourne (Sydney Morning Herald, 
Age and Argus) were utilised, as were those from Queensland (primarily but not exclusively the 
Brisbane Courier) and Perth (primarily, but not exclusively, the West Australian). The 
geographical grid does not currently include South Australia or Tasmania, due to difficulties in 
obtaining newspapers from South Australia and Tasmania. Nevertheless, a good deal of 
information has been located in respect of those states.  
 
 Because few companies failed to stop in either Brisbane or Perth, the Brisbane Courier 
and Western Australian also allow a solid identification process of activity within each state to 
be carried out.
65
  Companies touring the Queensland and Western Australian circuits up until the 
mid-1920s more often than not followed predictable routes, and thus it is not especially difficult 
to track individual companies at any time leading up to the pre-1930s. In Western Australia, for 
example, troupes tended to follow similar patterns – playing Perth and Fremantle before and/or 
after undertaking short tours of the goldfields. Furthermore, companies would invariably play 
seasons in Adelaide either on the way to Western Australia or on the way back (and sometimes 
                                                          
65    No other suitable newspaper resources were available for this study. While this is unfortunate, the evidence collected from 
other states is believed to be sufficient. 
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both). In Queensland, companies would either start in Brisbane (if arriving by steamer) or in 
Toowoomba (if travelling by train). Up until the First World War the north Queensland circuit 
operated mostly along the coast through a combination of steamer and rail, with any inland 
deviations also largely travelled by rail. Ready access to some smaller regional newspapers, 
notably the Northern Miner (Charters Towers), has allowed much more useful data to emerge – 
particularly in respect of biographical details. 
 
2.7 The Survey Parameters: 
 
Each Saturday (or Friday
66
) edition of a target newspaper has its advertising and 
entertainment section scanned. A comprehensive data gathering process is then undertaken  - 
noting artists, companies, venues, dates, productions (if they fall within the search parameters). 
Those artists known to be non-Australian or non-Australian residents are not recorded. Each 
Monday (or Saturday) review is scanned for additional information, as are any additional 
columns of interest, for example "Music and Drama" columns or editorial sections.  
 
Industry magazines like the Theatre, Australian Variety, Everyone's, Green Room, Fuller 
News etc were thoroughly scanned. Because the Theatre was the first major source utilised 
(during my Masters research phase) it was scanned a second time – as many artists escaped my 
attention the first time through.  
 
2.8 The Process: 
 
The recording, filing and collation process is rigorous and methodical. As each artist's 
data collection grows it is moved from a miscellaneous (minimal data) file to an intermediate 
(small but growing) file and if necessary into an individual file. Once a particular act or 
practitioner reaches individual file status their data is transferred to a biographical entry in an 
Australian Music Theatre database. Examples of these biographies are presented in Appendix D. 
A similar process is accorded the collation of Australian revusicals.  
 
2.9 The Result: 
 
The result of this process is that a more responsive and reflective picture of industrial 
activity emerges – not one constructed by the historian's research focus or particular interests but 
by what is found through a systematic, rigorous and largely unbiased survey. 
 
 
                                                          
66    Saturdays were the most common day for starting a new week of entertainment, and hence generally provide the most 
details. Some locations during particular periods (i.e. Brisbane) changed their weekly programmes, however, on Fridays. 
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RESEARCH  PARAMETERS AND TEMPORAL GRID: 1870 – 1930 
 
 
 
 
Sydney 
Morning 
Herald 
Age Brisbane 
Courier 
West 
Aust 
Northern 
Miner 
Theatre 
 
Aust 
Variety 
Every- 
one's 
Green 
Room 
ACP 
(1870-
1890) 
1870          ☻ 
1871          ☻ 
1872          ☻ 
1873          ☻ 
1874          ☻ 
1875          ☻ 
1876          ☻ 
1877          ☻ 
1878          ☻ 
1879          ☻ 
1880          ☻ 
1881          ☻ 
1882 ‹5 June         ☻ 
1883          ☻ 
1884          ☻ 
1885 ☻         ☻ 
1886 ☻         ☻ 
1887 ☻         ☻ 
1888 ☻         ☻ 
1889 ☻         ☻ 
1890 ☻  ☻       ☻ 
1891 ☻ ☻         
1892 ☻ ☻ ☻        
1893 Dec›          
1894 ‹Feb/Dec›          
1895 ☻  ☻        
1896 ‹Feb/ Dec›          
1897 ☻ ☻ ☻ 23 Dec›       
1898 ☻ ☻ ☻ ☻       
1899 ☻ ☻ ☻  1 Dec ›      
 
 
For explanation of symbols - see Figure 2a 
 
 
Figure 2 
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Sydney 
Morning 
Herald 
Age Brisbane 
Courier 
West 
Aust 
Northern 
Miner 
Theatre 
incl. 
Just It 
Aust 
Variety 
Every- 
one's 
Green 
Room 
ACP 
(1870-
1890) 
1900 ☻ ☻ ☻ ☻ ☻      
1901    ‹Jan. May - Aug      
1902   ☻  May – Aug      
1903     May – Aug      
1904 Dec› Dec›  Nov› May – Aug ☻     
1905 ☻ ☻ ☻ ☻ ☻ ☻     
1906 ☻    May – Aug ☻     
1907   ☻  May – Aug ☻     
1908     May – Aug ☻     
1909  Dec› Nov› Dec› May – Aug ☻     
1910 ☻ ☻ ☻ ☻ ☻ ☻     
1911     May – Aug ☻     
1912 Dec›    May – Aug ☻     
1913 ☻    May – Aug ☻ ☻    
1914   ☻  ☻ ☻ ☻    
1915  July - Dec ☻  ☻ ☻ ☻    
1916   ☻ 2-23 Dec May – Aug ☻ ☻    
1917   ☻  May – Aug ☻ ☻    
1918   ☻  May – Aug ☻ ☻  ☻  
1919   ☻  May – Aug ☻ ☻  ☻  
1920   ☻   ☻ ☻ ☻ ☻  
1921   ☻   ☻ ‹Mar (E) ☻ ☻  
1922      ☻  ☻ ☻  
1923      ☻  ☻ ☻  
1924      ☻  ☻   
1925   Sept. - Dec   ☻  ☻   
1926   ☻   ☻  ☻   
1927     ☻ ☻  ☻   
1928  ☻      ☻   
1929        ☻   
1930        ☻   
 
☻    
 Survey Year 
Completed 
Source not published  
(or does not cover) 
this year 
 ‹  = all months   
    leading up to 
 
(E) publication ends 
› = all months 
following 
 
ACP (1870-1890)  =  Annotated Calendar of Plays Premiered in Australia 1870-1890 
 
Figure 2a 
 
 
63 
 
CHAPTER TWO 
 
"THE BEST OF BOTH WORLDS: COMPETITIVE 
STRATEGY AND NETWORKING" 
 
 
Vaudeville as it is constituted to-day is not an art or a science. It is a commodity. The 
big men who control the central markets have spent a lifetime - not studying art - but in 
trying to fulfill the needs of a huge mass of customers of varying tastes with the goods 
which they seem to like best (Bert Levy).
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  Because pre-1930s' variety was first and foremost a commercial activity, the starting 
point of any systematic historical investigation must be one that focuses on its operational 
infrastructure in a competitive commercial market.
68
 As an industry it operated at the 
fundamental level of rivalry - which Jack High describes as being any activity in which two or 
more entities strive to obtain the same objective (xiv). Walter H. Hamilton has noted too that "if 
all the world's a shifting stage [then] rivalry distributes the ever changing parts among the ever 
new players" (142). In order to survive each variety organisation was therefore required to adopt 
various strategies that would increase their market share. This might be in response to direct 
competition (a rival variety company) or alternative entertainment offerings - such as touring 
drama troupes, a circus, or a local social event. Such rivalry was not always undertaken in an 
aggressive manner, however, but appears to have been conducted mainly in a non-combative 
and non-belligerent fashion.  While instances of aggressive professional rivalry, personal enmity 
and self-serving interest certainly occurred within the local variety industry throughout the 
period under investigation, it mostly operated with varying levels of mutual cooperation. The 
key to understanding this aspect of the industry lies in both its professional machinations and 
social infrastructure - whereby highly mobile practitioners with few stable community ties relied 
heavily on a subculture of transient professional peers for the type of support they might 
otherwise have received from family, neighbours and everyday workmates. This aspect of the 
variety industry distinguishes it from most other commercial industries of the era because most 
non-theatre people tended to locate themselves in a more or less permanent location, and hence 
were able to establish community ties in the local area or nearby vicinity. 
 
 Although rivalry may have helped maintain or increase both performance standards and 
reputations, profit was always the bottom line for the variety industry. The extent to which 
various high profile entrepreneurs cooperated with and supported their rivals on occasion 
                                                          
67    Levy, Bert. "Vaudeville: Words to a Critic." Fuller News 28 Jan. (1922), 6. The quotation is part of an extract taken from 
Levy's book, For the Good of the Race and Other Stories (n. yr.). 
68    The origins of the term "competition" have been traced by Kevin Dennis from the Latin verb competo, used in Roman 
jurisprudence to refer to the "competency" of individuals to bring a case to court. Translated into English competo implied 
"competition" - to "compete" or to "sue" for the same object in court (High xiv).  
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indicates, too, that the industry operated very much along the lines of the "structure-conduct-
performance" model proposed by economist F. M. Scherer. Business performance depends on 
the interplay of three independent factors: market structure, organisational structure and 
business conduct (qtd. in Christianson 86). The pre-1930s' variety industry developed a 
supportive operational ideology because no purpose could be served by putting other operations 
out of business. The main reason for this was that each manager relied on his rivals to maintain a 
pool of resources that could be drawn on when needed - which was frequently. Competitive 
strategy was the method by which each attempted to stay in business, and any promotional 
opportunity that might increase the attendance figures at their show was put into action because 
the potential for financial success or failure (leading to disbandment or bankruptcy) was all too 
often a day by day proposition. A letter writer to the Theatre in 1917 recalls, for example, the 
inventiveness of Frank M. Clark. Prior to opening at Bendigo's Royal Princess Theatre during 
the town's Easter week charity carnival (some forty years earlier), Clark found a way to gain 
much needed good publicity for the cost of forty or so sixpences. According to the 
correspondent, identified as  J. G., Clark bought a supply of half price tickets while attending the 
carnival earlier in the day. He then distributed them to a crowd of children who were standing 
around with their parents and friends gaping open-mouthed at the fancy-attired performers 
spruiking the next session. After it "quickly got round the carnival that [Clark] had shouted the 
free show… everybody voted that he couldn't be a bad bloke, and hundreds went along to see 
[his] show that night just because he'd franked in the children at the fair" (42). 
 
 Managers weren't above creating a bit of controversy either, understanding full well the 
effectiveness of innuendo as a means of spreading interest. Stanley McKay is reported to have 
once caused "widespread discussion [that] subsequently resulted in excellent business" when he 
displayed his then current moving theatre repertoire on billboards: 
 
Every Inch A Man 
What Women Suffer 
 When London Sleeps 
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Competitive strategies were also utilised as a means of circumventing social and government 
restrictions as well as gaining circuitous financial advantage. Not one to miss an opportunity, 
Harry Clay showed that he was "still as astute as the best of them when it comes down to real 
business methods, by putting together a slight-of-hand" manoeuvre that once got him around a 
Good Friday entertainment embargo. Applauding his achievement Australian Variety records 
that Clay, in wanting "to avoid closing his theatre [that day]… set about securing a suitable 
attraction and bid successfully against several picture-show proprietors for Pope Pius X and 
                                                          
69   Australian Variety and Show World 28 June (1918), 13. 
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Ireland, a Nation. Giving the [show] a fine display of publicity, Harry had the [subsequent] 
satisfaction of playing to a record house" (26 Apr. 1916, 12). Another example of competitive 
strategy, this time product placement for financial return, is recorded by the Theatre in its 
January 1916 issue. The magazine's vaudeville critic, X-Ray, attacked the practice of artists and 
managers surreptitiously inserting advertisements into stage patter and comic routines, writing: 
"This advertising lurk is distressingly evident throughout the [Tivoli] follies." He particularly 
objected to Vera Pearce and Walter Weems incorporating the name of a prominent tea product 
into the punch-line of their coffee gag (36).     
 
 Because variety in Australia developed in the first instance as an entertainment product 
(out of minstrelsy), the fundamental aim of its producers was to attract the widest possible 
market share by giving consumers what they wanted, rather than producing aesthetically or 
intellectually stimulating works of art. With its market largely comprising low to middle income 
earners with lower education levels, production decisions over performance, creative design, 
structure and content developed accordingly. An Australian Variety critic writing in 1918 
expresses the general sentiment of the industry in relation to the variety's primary role: 
"Vaudeville is to be commended for… [its] brevity and brightness. [Because the] variety artiste 
depends principally upon his own initiative and ability... a regular vaudeville bill sustains much 
more interest for the greater portion of theatre-goers than any other form of entertainment" 
("Where is Regular Vaudeville" 11). Some three years later Tivoli manager and producer Harry 
G. Musgrove similarly described vaudeville as: "A broad scheme of entertainment keyed on a 
dominant note of mirth and sprightliness. Its purpose is to amuse. It has nothing necessarily to 
do with problems or the experiments of the highbrows" ("Nothing but Vaudeville" 26).  It is 
with this same understanding that the thesis will later approach the revusical - as a product to be 
staged and marketed to the widest demographic with the lowest possible production costs and 
hence maximize the greatest rate of return.  
 
 There can be little doubt that all levels of the industry producing revusicals were 
motivated by profit. The primary object, with few exceptions, was to attract customers away 
from both direct competition (i.e. rival revusical productions) and other nearby entertainment 
offerings, while also attempting to establish or maintain repeat custom. Variety was therefore 
like any other commercial business in that it was driven by a simple ratio - the exchange of 
market goods (i.e. entertainment) for profit. This emphasis therefore requires an historical 
analysis which considers the commercial/industrial aspects of both variety and the revusical as 
central to its development. The principle difference between the variety industry and the (non-
theatrical) commercial world, however, is that each variety organisation was reliant on the same 
pool of human resources as his competitors. Each was part of a chain of industrial operations 
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that effectively trained, developed, groomed and promoted artists who could, and frequently did, 
became "products" to be marketed by a rival organisation. Harry Clay's principle comedian Ted 
Tutty would be engaged for much of the year on Clay's circuit but also frequently took 
sabbaticals to work with rival firms (see Ted Tutty's entry in Appendix D). Further to this the 
industry operated in a typically pyramid fashion, with a select (but never stable) group of stars 
being sought by managements around the country. Amy Rochelle, who in 1919 emerged as one 
of the country's leading principal boys, was initially taken on by the Fullers following Harry 
Clay's recommendation (see Amy Rochelle entry in Appendix D for further details). Clay's 
decision effectively meant that he lost one of his most popular attractions to his direct rivals in 
Sydney. The trade-off, however, was that the Fullers reciprocated by promoting Clay's 
operations to overseas stars coming off contract with their organisation.  
 
 It is under such circumstances that Australian variety's logistical and networking 
infrastructure was forced to operate as an integrated (though never unified) industry and not a 
motley collection of unconnected individual operations as the current literature would suggest. 
Using fundamental concepts of business theory and competitive strategy, the industry was able 
to maintain a sustainable entertainment practice for some fifty years as a result of its interaction 
with the social and market conditions in play during the local industry's formative years, circa 
1860-1879. This entry structure, itself the result of several decades of American and British 
minstrel activity, nevertheless took on distinctive local structures in response to the practical day 
to day reality of commercial decision-making in the Antipodean context, and also in the context 
of a much smaller population. This chapter therefore serves to locate the creative and industry 
developments of Australian variety within the commodity market paradigm with a view to 
establishing two points. First that an interconnected and viable nationwide industry must have 
operated outside the Rickards/Tivoli sphere (a point missed almost entirely in the current 
literature). The second issue seeks to explain how this industry organised itself. The historical 
data presented in later chapters can then be placed within (or made sense through) the 
parameters of an "industrial logic."  
 
 The first section of this chapter draws on theories of industry strategy, competition and 
growth - and in particular the conclusions drawn by Michael E. Porter, whose seminal 
exploration of competitive strategy was first published in the early 1980s. The long-held notion 
that no variety industry of any consequence existed in Australia can be disregarded using an 
even earlier work, that of Edith L. Penrose. Her 1959 publication, The Theory of the Growth of 
the Firm argues that growth in any industry "is connected with attempts of a particular group of 
human beings to do something; nothing is gained and much is lost if this fact is not explicitly 
recognised" (2).  Penrose's conclusion is that when any commercial "management tries to make 
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the best use of the resources available, a truly 'dynamic' interacting process occurs which 
encourages continuous growth but [also] limits the rate of growth" (5). Thus each industry 
segment (i.e. company or troupe), by engaging in commercial activity must necessarily have 
undergone some level or degree of change over time - whether growth or decline. This position 
is supported by Porter
70
 who argues that change for (or within) an industry does not occur "in 
piecemeal fashion, because industry is an interrelated system." He further points out that 
although "industry evolution is always occurring in nearly every business and requires a 
strategic response, there is no one way in which industries evolve" (184). The point to be made 
here is that periods of growth and decline are intrinsic to any business or industry. And as this 
must necessarily be the case an historical survey of industry operations and infrastructure should 
identify some degree of evolution
71
 - or alternatively, that an industry of some kind existed in 
Australia apart from Harry Rickards' operations.  
 
 
1. PRE-1930s' VARIETY THEATRE AS A COMMODITY INDUSTRY 
 
In treating variety theatre production as an industry rather than as a theatrical genre this 
study must necessarily attempt to gain insight into what Australian historian Julian Meyrick 
aptly describes as a "felt-world of creation, so different from the speaking, relatively consistent 
surfaces of academic cultural criticism" (v). Professional theatre activity as Meyrick further 
notes "is not cut and dried, failsafe or predestined, but must constantly involve inconsistencies, 
incoherencies, misunderstandings and muddles" (v). Theatre industry activity is clearly an 
inconsistent, human practice and one at odds with the relative safety of the text. One initial, and 
significant, reservation concerning this project's capacity to construct a viable and practical 
reconstruction of the variety industry - without total reliance on primary source observations 
from the era under examination - was founded upon the assumption that past commercial 
activity and recent theory might very possibly conflict with each other. It was also apparent that 
competitive strategy and commercial industry analysis was a relatively new field and thus 
possibly presenting problems in terms of a critique of the pre-1930s variety industry. Indeed as a 
site for critical investigation it was not until Frank Knight's pioneering analysis
72
 of economic 
competition in 1921 that the area first came under close theoretical scrutiny. Prior to this the 
                                                          
70    Porter's use of the term "industry" is also interchangeable, in that it can imply an overall industry (e.g. Australian variety), a 
physically located industry (e.g. the Sydney variety industry), or particular/individual industry (e.g. Harry Clay's operations). If 
necessary, Porter specifies which level of industry he is referring to. 
71    As an organic metaphor the term "evolution" is problematic for historians, not through its literal sense - that is, as the 
gradual process whereby an entity changes an earlier to later form - but through the implication that later forms are more 
advanced or superior. This study will use the term evolution as it is used by industry and economics theorists, whereby it is 
recognised that industrial evolution occurs in response to the need for change forced upon it by strategic and economic forces 
and not a descriptive for lower to higher forms or values.  
72    Frank Knight. Risk, Uncertainty and Profit (1921).  
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only forms of evaluation were journalistic reports and industry-based commentary. A further 
complication was possible, too, in that a split in the field of industry analysis had been on-going 
since early the 1920s - with one camp following a "perfect industry" premise (whereby the 
analysis is applied to competition within a theoretical market); while others preferred to focus 
on the area of practical management analysis. This thesis takes as its guidance, however, Jack 
High's conclusion to the preface of Competition, published in 2001, in which he writes: 
"Business historians have enabled us to understand the technical, organisational and competitive 
significance of… business better than the economists working within the prefect markets 
paradigm" (xl). While both fields of study expanded in different directions and with 
considerable speed, mutual consensus was reached in at least one area - with this involving the 
sectioning off of commercial activity into various periods, beginning with the Classical period 
(c1850-1870), followed by the Neo-Classical period (1870-1920). Despite much theoretical 
work having been carried out in these areas it is the work of Michael E. Porter which serves as 
the benchmark, largely because he best approaches the slippery area of competitive strategy. As 
High further notes in the preface to Competition: 
Strategy is such an important part of the business life… [and] Porter has been instrumental 
in this line of inquiry…. The result [is] a competitive analysis that [integrates] economic 
structure and rivalry… Porter is able to bring rivalry and strategy back into competitive 
analysis because he does not consider market structure per se to be competition. Rather 
competition is a kind of behaviour, the rivalry emphasised by the classical and early 
neoclassical economists. Market structure, by contrast, is the environment in which the firm 
must compete…  A strategy that is appropriate for an industry with many small competitors 
[like the variety industry] will not generally be appropriate for an industry with a few large 
ones…. By taking structure as the environment in which competition operates, Porter 
significantly extends the range over which market structures are relevant to managerial 
strategy (xxxi). 
  
The starting point for analysing industry evolution is the framework of structural analysis. 
The general consensus of most writers focusing on competitive strategies and industry analysis 
indicates that while each industry's structures can differ in fundamental ways - the driving forces 
that lay at the heart of industry change are economic. Thus economic relationships - and the 
strategic implications underpinning these relationships - play a pivotal role in the evolutionary 
process. As noted earlier, the current historical record pertaining to either the theatre industry in 
general or the variety theatre in particular, shows that there has been little attempt to address 
even the most fundamental concepts of industry analysis. The notion of Australian variety 
entertainment being organised within an industrial logic is not even implicit in the literature. 
There is, for example, no acknowledgment of the phases or stages of industry evolution known 
as the industry/product life cycle - a concept described by Porter, as the "grandfather" of 
predictive concepts (157). This concept, advanced by Polli and  Cooke (1969), and later Kotler 
(1972),  proposes that each industry, or indeed even individual products, undergoes a number of 
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phases (effectively described as an "S" shaped pattern).
73
 These are said to be introduction, 
growth, maturity and decline.  
 
Stages of the Life Cycle 
 
 
Figure 3 
(P. Kotler, 1972; and R. Polli and V. Cook, 1969, cited in Porter, 158)  
 
While this concept has attracted some legitimate criticism (largely directed towards problems in 
assessing the duration of each phase, the fact that some industries do not go through the "S" 
shaped pattern at all, and that some industries see revitalised growth after periods of decline), a 
core principle is still relevant and indisputable. This principle, as Porter and Penrose 
acknowledge, infers that no industry or product available to the commercial market can remain 
unchanged throughout its lifespan. Rather, all industries (or products) must necessarily undergo 
some degree of evolutionary change. While the industry/product life cycle theory has been 
superseded since at least the late 1970s, and hence is not an issue here, the fact that theatre 
historians had no need for it, or indeed any other industry theory for that matter, is an issue. That 
such an approach has not been attempted may well be due to it either having been considered 
unnecessary or perhaps simply not considered at all. In light of the fact that variety industry 
growth must have occurred, the issue at hand for theatre historicism is determining how much 
growth occurred and how long did it last?  
 
 In Competitive Strategy: Techniques for Analysing Industries and Competitors, Michael 
Porter argues that as any industry emerges, its potential structure(s) form in response to (and 
perhaps even dependent upon) the direction and success that early industry entrants achieve. 
"The luck, skills, resources, and orientation of firms in the industry," he writes "can shape the 
evolutionary path the industry will actually take" (163). In the context of Australian variety it is 
                                                          
73    See also T. Levitt (1965), R. D. Buzzell (1966), W. E. Cox Jnr (1967) and J. E. Smallwood (1973).   
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fair to say that not all the early entrants were successful in realising the potential of the 
Australian market during its early stage of development. Indeed most, like Charles B. Hicks,
74
 
Dan Tracey or Frank M. Clark, for instance, were curtailed by circumstances either beyond their 
control, or as a result of poor managerial decisions or actions. However, each of these entrants 
did to some degree provide the local industry with its foundation characteristics, and thus set in 
motion its initial structure.  
 
 One significant structural determinant of Australian variety was that it required constant 
change - whether through the presentation of new turns by artists on a weekly basis, or through 
wholesale changes in company personal on a frequent basis. Very few variety performers were 
afforded the opportunity of long engagements on a particular organisation's city or suburban 
circuit, let alone at one venue. Even high profile and long-serving artists with leading variety 
companies - those like Will Whitburn, Charles Pope and Irving Sayles (Rickards/Tivoli), Jim 
Gerald (Fullers) and Ted Tutty (Harry Clay) - were obliged to take on engagements with other 
entrepreneurs on a semi-regular basis throughout the course of their professional life.
75
  As the 
Theatre records in its August 1906 issue, even the local drama industry found itself 
disadvantaged by the smaller population size: "Owing to its small population Australia can only 
support short runs, and that means a constant change of programme, giving artists every 
opportunity to become versatile in their business" (11).  While this factor was inherent to both 
industries, the need for frequent change in variety was fundamental to its generic structure and 
ideological premise. 
 
 For most artists the only strategy available whereby they could maintain a constant 
professional career was to accept engagements with companies touring interstate, playing, for 
example, the Queensland circuit (which initially comprised the larger coastal townships, along 
with Charters Towers, and later the inland regions). Despite its isolation, Western Australia had 
the advantage of two large centres close by (Perth and Fremantle) and the profitable gold mine 
circuit, of which Kalgoorlie was just one major centre). Tours undertaken in the West also 
invariably called for at least one stopover in Adelaide. Other options were the small but viable 
Tasmanian circuit;  the New Zealand "Dominion" circuit; and several NSW circuits - one along 
the South-West rail line, another through the Hunter Valley and beyond to the Northern Rivers, 
and a third along the Northern railway to Tamworth and Armidale. The discovery of minerals in 
Broken Hill also provided companies with an incentive to travel to the far west of the state in 
                                                          
74    See Richard Waterhouse. "Antipodean Odyssey: Charles B. Hicks and the New Georgia Minstrels in Australia, 1877-1880"  
1986). For further details on Clark and Tracey see Appendix D. 
75    Jim Gerald, for example, while contracted to the Fullers was leased out to Stanley McKay for some two years (c1914-916).  
The Fullers regularly leased out other artists to various managements, including Ted Holland (Bris) and Birch and Carroll Qld). 
During his 20 years with Harry Clay, Ted Tutty also spent part of each year with other firms.  
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later years. Because the initial entry barriers demanded that each industry entrant tour, variety's 
entertainment structure was therefore built around the practical ideals of fluidity and 
adaptability. The modis operandi was to form small, flexible and low-cost troupes (around ten to 
twelve performers, often including couples and siblings). This evolutionary process, as the 
following chapter will examine in more detail, saw the early Australian variety industry operate, 
as with its American and British counterparts, as a largely transient industry. However, while 
overseas variety industries had begun to establish permanent or semi-permanent operations by 
the late 1860s, neither Sydney nor Melbourne saw such a movement until around the mid-1880s. 
Both cities were also too small to accommodate performers for long-term engagements even 
through to the late 1920s. 
 
 Although the Australian variety industry drew heavily from the structure of touring 
American and British companies in setting up its initial structure, the Australian industry context 
(particularly the smaller population) meant that emerging local troupes and performers were 
called upon to show much greater versatility and adaptability than their overseas counterparts - 
an aspect that a number of critics and leading industry spokespersons of the era saw as the 
country's greatest strengths. Con Moreni, a second generation Australian variety performer, 
records in a 1913 Theatre article, for example: "The average Australian performer can make it 
good in any country in the world, and in many cases do infinitely better… The explanation is 
that he gets such a good schooling. In Australia a man has to be versatile. He has to do 
everything. And he has to do it - not in a slipshod manner - but do it well" ("Australian 
Performers" 32). Writing a little over a decade later, Albert Marks, then a manager for British 
variety agent, D. Davis and Co, compared the Australian industry with that of England, 
providing further support to Moreni's claim: 
In England one can run the same act for 12 months without changing anything, and playing 
twice nightly has the whole day to themselves. In Australia with the small population, acts 
have to change every week and with an afternoon matinee it leaves only the morning to 
performers, and that, in many cases is taken up with rehearsal (100, 105). 
 
 Australia's small population meant that professional variety artists could not establish 
semi-permanency (let alone permanency) in any city or with any company, as was the case with 
many British and American performers. The widespread nature of the population also meant that 
each engagement with different companies might see them travelling to distant areas over 
extended periods. It is this constant movement that the later section focusing on methodology 
explores, notably the difficulties in tracking individuals or troupes as they moved from company 
to company and from place to place. The early phase of the industry also saw local performers 
and emerging entrepreneurs being offered engagements with either overseas companies (often 
only as chorus members) or with little known, and largely disadvantaged, smaller companies. As 
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a community, or indeed as a distinct Australian subculture, such hardships led to an "us against 
them" attitude, and subsequently helped instil in Australian performers a sense of collegiality 
that provided the emerging industry with its collective sense of ingenuity and perseverance.   
  
 For the variety industry, as for other commercially-driven enterprises, one of the key 
dynamics for structural change was the market. The demand on performers and troupes to tour 
created and extended not only the potential market for variety beyond the Sydney and 
Melbourne demographic, but also instilled several unique generic characteristics which were 
themselves founded on the local audience's responses.  Robert Toll, in Blacking Up, makes a 
similar observation of the role that early troupes like the Virginia Minstrels had in shaping the 
conventions of the minstrel show in America (51). This interactive response is also identified by 
Michel Porter as being intrinsic to the initial growth and direction of early industry entrants. He 
notes, for example: "Like any evolution, industries evolve because some forces are in motion 
that create incentives or pressures for change… Every industry begins with an initial structure… 
which exists when the industry comes into existence… The evolutionary processes work to push 
the industry toward its potential structure, which is rarely known completely as an industry 
evolves" (162). Porter further points to aspects such as innovation, and the identities and 
characteristics of particular firms, as vitally "important to evolution" because they become 
imbedded in the nature of present and potential consumers (163).  
 
 Edith Penrose likewise sees patterns in consumption and production, with these being 
shaped by "the multitude of individual decisions made by the businessmen who guide the 
actions of the business units we call firms" (9). As Penrose well understands, too, these 
decisions are made in direct response to the needs of the potential market. Her inclusion of 
consumption, which she also refers to as "productive opportunity," serves as a further indicator 
that the demographic factor played a vital role in the evolutionary process of variety 
entertainment through its appeal to the broader demographic base. As an entertainment it 
therefore attempted to cater to the widest possible age group, income levels (from working-class 
to upper-middle class) and educational levels in an effort to maximise both immediate returns 
and potential future production.  
 
 One aspect of the antipodean variety industry's early development to be either 
misunderstood or overlooked in the current literature is the overall quality of local acts. Most 
historical overviews tend to infer that all but a handful of Australian performers were second or 
third rate. The Tivoli organisation's over-representation and the focus afforded its many 
imported stars gives further weight to such observations. However, with no government or 
private subsidies available, the commercial reality of variety production (particularly in a 
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relatively small population), meant that almost every individual performer's or management's 
long term future relied on regularly presenting entertainment of a quality which not only 
attracted initial patronage but hopefully repeat patronage. There is no sustainable evidence 
supporting the view that Australian variety consumers - whether city-based or regional - were 
"easy pickings" or that they accepted anything put in front of them. Richard Waterhouse's 
research indicates, for example, that American entertainers were known to warn their colleagues 
about the "up to date" status and high expectations of Australians (126). The response towards 
variety performers not up to an audience's expectations is perhaps best reflected the article "Trial 
Turns: Acts the Regular Audiences Don't See," published the 30 June 1926 issue of Everyone's . 
Every Australian vaudeville patron understands the meaning of the term "getting the bird." 
For the benefit of those whose education must have been sadly neglected, it is here 
explained that "giving the bird" is the audience's polite (?) way of intimating to a performer 
that his services are no longer required, and that they have no further desire to hear evidence 
regarding his skill as an entertainer. The bird is given in various ways - by the count out, by 
throwing pennies on the stage, and by the more vulgar method of heaving at the unfortunate 
artists vegetable long past their prime (9). 
 
A 1920 interview with the Managing Director of Fullers Theatre Ltd, Benjamin J. Fuller,  adds 
further weight to the notion that Australian audiences were well versed in knowing what they 
wanted:  
The one thing to remember… [is] that seventy-five percent of the members of the audiences 
[are] native born, and therefore do not know names in vaudeville - all they know is whether 
an act pleases them or not. The greatest star in the world would not count for much with the 
audiences in popular-price houses in Australia if he did not present a good turn and live up 
to his billing matter ("Australia the Paradise" 28). 
 
Charles Norman, in speaking of his experiences with Harry Clay's country audiences during the 
early 1920s reveals, too, that they were uncompromising in their expectations: 
Clay audiences were Clay audiences.  They were exactly that. They knew the business.  You 
had to please them. They knew a lot about it, and you couldn't kid them. Any act or acts that 
didn't have much talent - well they woke up to that pretty quickly. No they wanted the best 
and they demanded the best let me tell you…. The bush was the only alternative to the 
city… they couldn't play around the city long, you see…. There were always shows in the 
bush… it was a great outlet for Australian talent (qtd. in Djubal, Appendix 208). 
 
 
 The tendency to think of regional circuits as fodder for theatrical mediocrity is also 
difficult to sustain because the majority of professional artists working the Australian circuits 
would have been acutely aware that their long-term prospects hinged on treating regional 
performances with the same level of professionalism as for city shows. Albert Goldie, writing 
for the Theatre in 1917 indicates, for example, that travelling showmen were generally treated 
with suspicion until they had proven themselves after a few visits. Even then the company might 
be required to use the ploy of making complimentary speeches about the township before 
leaving (10). The fact that B-level touring companies like Harry Clay's and Ted Holland's were 
74 
 
able to establish their companies through regional touring and not by serving city markets alone, 
indicates that their operational strategy, to return on an annual basis (or even more frequently), 
was achieved through quality programs. Far from being isolated and ripe for the picking by 
calculating theatrical conmen, regional centres relied very much on word of mouth criticism. 
Word of a poor show being played in a nearby town could be transmitted, for example, by 
travellers (salesmen, coaches, farmers etc) to towns further along the circuit often before they 
had closed their current season (Onlooker 15). 
 
 It is perhaps worth noting here that individual minstrel and vaudeville performers, and 
indeed many established troupes, would have likely used regional touring as a means of working 
in new turns or even entire shows before attempting them in front of city audiences and critics 
for the first time. It is equally clear, too, that turns already presented for city audiences were 
included on the programs of regional shows. The number of major regional variety operators 
working over long periods - notably Harry Clay, Ted Holland, Harry Sadler, Martyn Hagan,  
Delohery, Craydon and Holland ("the Australian team"), J. C. Bain and Slade Murray - were all 
able to return to particular regional centres on a frequent basis over a period of years and 
sometimes even decades. This provides even further support to the argument that the general 
quality of their programs met with their audiences' approval.  
 
 As a product produced for the commercial market, variety can be seen to comply with the 
notion of popular culture production described by cultural theorists such as John Fiske. He 
proposes, for example, that for any commodity "to be made into popular culture [it] must bear 
the interests of the people." For Fiske, popular culture consumption is not simply consumption 
per se, but the active process of culture - whereby meanings and pleasures are generated and 
circulated within a social system that engages with the products produced both for and by it 
(23). As Chapter Three will demonstrate, the rise in variety production over the course of the 
late 1870s through to the early 1900s was directly related to the strong allegiance Australia's 
popular culture market had towards this type of entertainment. The increased demand was also 
in response to the rise in the average income level, which meant that the market could attend 
more often if not more regularly.  Richard Waterhouse writes in "Popular Culture and Popular 
Pastimes" that by the late 1880s two-thirds of urban Australians had reduced their working 
hours to forty-eight hours a week, with one result being that they were awarded the "sacred 
Australian institution - the half day Saturday holiday" (251). With turn-of-the-century 
Australians having more money to spend on leisure than previous decades, variety became the 
most popular choice for lower and middle class workers. Consistently cheaper than the drama 
(apart from the higher-priced Tivoli shows), variety provided an entertainment package ideally 
suited to the lifestyles of those about to enter the new century. As Waterhouse further notes: 
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"The favourable response to variety was chiefly the result of the urbanising process taking place. 
[This is because] it spoke directly to the values of urban life (269)…  Members of audiences, 
uncertain of their status in a constantly changing environment, were reassured by songs and 
sketches which… reinforced notions about the superiority of their own identity, while the skills 
of jugglers, acrobats and animal trainers demonstrated what efficiency and discipline achieved" 
(256). It should be remembered, however, that variety's appeal was not exclusively the domain 
of urban audiences. Regional centres also actively supported the entertainment.  
 
 While the creation of new performative genres and styles occurred throughout the fifty 
year period in which variety dominated the local stage, one of the key factors in its continued 
popularity over such a long period of time is also surprisingly misunderstood by Waterhouse. 
Even though he is right to observe that variety embraced individualism and celebrated urban life 
(or even twentieth century expectations), his statement that variety represented a departure from 
the communal aspects of popular culture is typical of the flawed assumptions raised by theatre 
historians who undertook their research according to traditional methods. In this respect 
Waterhouse's general overviews of theatre history ("Popular Culture," "Blackface and the 
Beginnings of Bifurcation" and "From Minstrel Show to Vaudeville" being three examples) fail 
to measure up to his more focused studies (e.g. "Charles B. Hicks") because he has not 
attempted to explore with any rigour that activity which operated below the Tivoli (and Fullers) 
level of operations. Indeed, his assumption that variety departed from traditional 
social/communal life is inconsistent because it clearly does not take into account the way in 
which working-class communities consumed variety. Different sessions presented throughout 
each week by Harry Clay, for example, catered for different social groups, with Saturday 
matinees catering for children and women, while Saturday night audiences, described by Clay's 
manager, Bill Sadler as the "mob," invariably drew large numbers of labourers intent on having 
a good time - whether it be the evening's staged entertainment, or through card games held at the 
back of the hall or through fighting.
76
  The notion of marketing different sessions to various 
social groups was a long tradition in the variety industry. Indeed, when Brisbane entrepreneur, 
John N. McCallum began marketing his weekday shows to businessmen during the war years – 
offering them the chance to unwind with a cigar and a glass of beer after a hard day at the 
office
77
 -  he was augmenting a strategy similarly used by Sydney-based variety manager Dan 
Tracey as far back as the early 1890s. Evidence presented within the following chapters will 
provide a more complete picture of the makeup of variety audiences, with the implication being 
                                                          
76    See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), 127, 145. 
77    Cremorne Theatre (Bris) advertisement further reads: "Mr Business Man, after a hot day spent at the office in the sultry 
atmosphere, you feel fagged out and nervy. You must have relaxation - it is essential… The Courtiers positively undertake to 
drive away dull care before you are aware of it. You will soon forget that the day has been a scorcher when you feel our cool 
South-easterly breezes" (Brisbane Courier 19 Jan. 1918, 2). 
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that variety (and particularly those staged in the suburbs) was a prominent weekly social ritual - 
whereby friends, workmates and relatives maintained their social allegiances (Fiske 49) through 
pleasurable interaction, productivity, relevance and functionality (Fiske 57).   
 
 One of the inconsistencies in Waterhouse's generalised observations (and he is not alone 
in making these) is that he collapses "variety," "working-class audiences" and the "Tivoli" into 
the same category when there is no evidence to support a claim of regular attendance at Tivoli 
programs by popular culture, low income audiences. As discussed in the previous chapter 
Rickards' operations could not support the sheer volume of numbers that comprised this market. 
Although the following section indicates that the Tivoli did succeed in providing an alternative 
to B and C level variety operations; evidence provided by Delyse Ryan in her introduction to 
"Brisbane Theatre During World War I" indicates that the Tivoli operations (managed by Hugh 
D, McIntosh) rarely managed to compete against the lower-level variety run by Ted Holland and 
Percy St John.
78
 The reason for this is that the high-class Tivoli entertainments appealed to a 
niche (upper middle to upper-class) market and were ultimately unsuccessful in capturing the 
larger working-class Brisbane demographic.  
 
  The industry's continued growth was dependent not just on horizontal integration factors 
like competitive demand (marketing and presenting the right entertainment to the right 
market),
79
 however, but also on vertical integration structures.
80
  It is clear, for example, that the 
many variety organisations operating in Australia between the 1870s and 1920 relied to a great 
degree on their competitors being able to provide both engagement opportunities and on-going 
training for artists of varying levels of experience. The chronology of performer activity 
included in Chapter 2 (see Figures 1-18) demonstrates that artists were constantly moving from 
one management to another over the course of their careers. Both the Tivoli and the Fullers 
needed B-level operators like Harry Clay and Ted Holland in order to provide early entry 
training and on-going professional development that in turn allowed them to sustain their own 
operations. This was not only as a means of providing new acts but also as a training ground for 
chorus members. For example, Australian Variety indicates through a review of Arthur Morley's 
1916 On Deck at the Coliseum Theatre (North Sydney), that Clay's suburban audiences were not 
being presented with programmes inferior to those on offer in the city: 
The house full sign was registered long before the curtain went up…. It is really a bright 
little offering, and with the cast well allotted went briskly during its tenure of the stage… 
The whole show is scintillating with animation, colour and humour, and offerings of its kind 
                                                          
78    Delyse Ryan. "Brisbane Theatre during World War I" (2000). See Introduction. 
79    Horizontal Integration describes the processes of merger, takeover, subsidiary expansion and so on which extend the 
influence of corporations/enterprises in a given field of economic activity. Also includes distribution and merchandising. 
80    Vertical Integration refers to the level of control established over each stage of production from raw materials to wholesale, 
as well as product exploitation. 
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should do much towards keeping the standard of Clay bravely in the fore-front of North 
Sydney patrons. With such productions brought to their door, suburbanites are going to have 
no trouble in seeing a metropolitan show for the present class of entertainment is well up to 
the equal of a majority of the city shows (Kitching "Coliseum" 9). 
 
Clay simply had no choice but to maintain the quality of his shows for to do otherwise was to 
invite direct competition into his market, and hence risk a lowering of profit and reputation. This 
was due largely to the nature of an industry which was geared towards constant turnover - 
whether of artists or entrepreneurs. This same business policy affected all other operators, some 
of whom played the same suburban venues as Clay but on different nights.  Indeed, each suburb 
might have had one or more other troupes playing there each week on either a one-off basis, or 
as with Clay's operations on a rotating basis (as part of his established circuit).  For Clay the 
core strategy keeping other companies at bay was to offer city-standard entertainment at 
"popular prices."  The same philosophy was subsequently forced on his competitors as they 
attempted to establish their own competitiveness in the minds of this rapidly expanding market. 
Of all the pre-1930s' variety organisations, only the Tivoli was unopposed because it presented 
an exclusive up-market type of entertainment, with the specific intention of attracting a more 
desirable clientele. Even then, the turnover of artists was such that this organisation also relied 
on a regular supply of substitutes - even if these were mostly minor engagements or non-
performance employees. 
 
The common practice of leasing artists out to other managements is one interesting 
example of where networking appears to have operated even between entrepreneurial 
competitors - an aspect that served to further underpin the industry's strong infrastructure. This 
practice essentially allowed the smaller producers or organisations (Sadler and Kearns, Stanley 
McKay, J. C. Bain, Birch, Carroll and Coyle or Ted Holland, for example) the opportunity to 
temporarily engage a contracted Fullers' or Tivoli star (short or long term) for the cost of the 
artist's contract for that period.
81
 This scheme worked well in Australia because there were 
benefits to all parties concerned. For the artists it meant more secure employment opportunities 
and reduced the possibilities of "overkill" in any one particular market or locale. A 1910 theatre 
par detailing Joe Rox's transfer to James Brennan's Melbourne theatre notes that the "front rank 
comedian" had been with Brennan since the opening of the National Amphitheatre (Sydney) in 
December 1906 -  "except for intervals now and then when he has been 'sub-let' to others."
82
  
For the B-level managements this system gave them access to artists with an A-level reputation, 
and hence worked to attract more patrons; and for the parent company it allowed them the 
                                                          
81     For example, Jim Gerald was leased to Stanley McKay shortly after signing with the Fullers in 1912. He remained with 
McKay's touring pantomime company until c1916. See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930"  
(1998), Appendix A, 1. 
82     Theatre: An Illustrated Monthly Devoted to the Stage Sept. (1910), 8. 
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opportunity to cost-shift their overheads for these artists while still keeping them on contract.  In 
the reverse instance the practice also allowed B-level artists on the verge of A-level status an 
opportunity to showcase their act on a Fullers or Tivoli bill.  
 
 
Peoples' Concerts (Temperance Hall, Melbourne) 
Age 17 Nov. (1900), 12. 
 
Melbourne's long-running People's Concerts (beginning in the mid-to-late 1850s)
83
 is one  
example of competitive industry substitute positioning.  The operators promoted the concerts as a  
cheap alternative to the "expensive and inferior amusements" on offer elsewhere in the city.  
At 3p (6d reserved) admission, the Peoples' Concerts were effectively a third of the price of  
Harry Rickards shows.  
  
Evidence of the Australian variety industry's growth can also be seen in the increased  
flow-on of complimentary (or ancillary) products relating to actual variety production during the 
early twentieth century - notably costume-making, properties and scenic art production, 
songwriting, sketch writing, performance training (i.e. dance, singing, acting etc) and lighting 
                                                          
83     See advertising in the Age throughout 1897, which claims that the Peoples Concerts had been "running successfully for 
over 40 years" (17 Apr. 1897, 10). The aspect of competitive pricing strategy is explored in Chapter 3.  
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(gas and/or electric). In addition the variety market was able to sustain increasing numbers of 
industry magazines from 1913 onwards (Theatre, Australian Variety, Everyone's, Green Room 
etc), as well as increases in the sales of sheet music and songsters. In the late teens and early 
twenties variety also helped provide additional interest in the local motion picture industry, with 
many well-known variety performers appearing in productions around the country. The demand 
for complimentary products led therefore to the clustering of businesses within the various cities 
- and notably in Sydney, which due to its larger size and the market's greater preference for 
variety over Melbourne became the industry's operational epicentre.  
 
Clustering refers to the centralisation of businesses in a particular geographical locale 
which are related by technology, markets, and suppliers, and draw on common talent and 
infrastructure such as transportation. A cluster is the difference between a scattering of 
businesses that happen to be in the same place and an industrial community that shares a distinct 
culture and sense of identity, interests, and future. Clustering leads to new rivals, service 
providers, supplier networks who tend to congregate in the same geographical area as a means 
of increasing business and lowering overheads. Locally, new firms start up as entrepreneurs and 
seek to tap the market growing around them. Simultaneously, outside firms are lured by the 
region's growing reputation. This magnet-effect applies as well to investors seeking new market 
opportunities (including media operations such as the Theatre and Australian Variety). A key 
factor in the growth of clusters is that they possess unique competitive advantages – that is, is 
the creation of specialised supporting infrastructure and services. These help draw in new firms 
and also act to anchor them in the region by providing support functions that may be difficult to 
find or costly to create elsewhere. This fundamental industry strategy will be seen as one 
significant factor in the emergence of the Australian revusical during the WWI era (see Chapters 
Four and Five). 
 
 The Australian variety industry's growth throughout the late nineteenth and early 
twentieth centuries can also be seen as a result of first increasing its penetration into the national 
market place and then later through repeat patronage.  As Michael Porter notes in relation to this 
aspect of industry evolution, the key to maintaining an upwards growth rate when the 
marketplace is predominantly repeat custom is achieved by "either stimulating rapid 
replacement of the product or increasing per capita consumption" (168). Variety, which 
effectively offered the first option by default of its generic format, was also able to increase per 
capita consumption through several industrial strategies. First, it maintained (apart from the 
Tivoli) relatively low admission prices over the period.
84
  To a large degree the requirement that 
                                                          
84    For a list of admission prices charged by various companies touring Queensland between 1888 and 1917 see Clay Djubal.  
"Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), 103-4. 
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management keep prices down was in keeping with the popular culture traditions of the genre. It 
was also very much a response to the practical operations of variety production. In essence, a 
large portion of production costs was borne by the artists themselves rather than by 
management. For example, most acts supplied their own costumes, backdrops and props. 
Transport to and from city venues was also largely paid for by the artists (with regional touring 
costs taken care of by management). Each company operator, however, would take 
responsibility for ancillary production costs (venue hire, long-distance transport costs, 
musicians, production teams etc). The slow rate of growth in terms of technological advances 
also played a role in helping keep production costs down.  The second issue, taken up in greater 
depth during the following chapters, concerns the industry's penetration of the national market 
as the national transport infrastructure increased, as both metropolitan and regional growth 
occurred, as average income levels were raised, and as the industry infrastructure itself increased 
with the demand.   
 
 Although internal and technological developments in the variety industry and shifts in 
market demands occurred slowly over the course of variety's fifty year domination of live 
entertainment in Australia, and indeed are often not immediately noticeable, changes 
nevertheless took place. Taste transformations within the variety marketplace are perhaps best 
understood through the changes in genre-specific activity over the course of the period 1870 to 
the First World War.  While foreign minstrel or "nigger" bands had been plying their trade in the 
country from the 1840s, it was not until the 1850s and 1860s that that minstrelsy began to 
establish its unique internal structure or logic. The influx of American minstrels to Australia 
during the 1860s, largely a response to the potential for economic gain following the discovery 
of gold, led to an eventual division of loyalties within the local industry. In his overview of 
Antipodean blackface entertainment Richard Waterhouse notes that the increasing popularity of 
low entertainment theatricals during the 1850s and 1860s saw the local stage divide into 
"legitimate" and "popular" (illegitimate) spheres (126). This was essentially the result of the 
industry's leading practitioners of that era, notably, W. M. Akhurst, Sydney Nelson, George 
Coppin and Samuel Lazar, adopting commercially-driven strategies as a means of responding to 
consumer demand. While Australian-written theatre in the 1850s and 1860s ranged from comic 
operas, operettas and opera to pantomimes, burlesques, farces and the loosely-defined 
extravaganza, by the mid-1870s the minstrel show and burlesque were the predominant fare at 
variety houses in most capital cities.  
 
 In relation to the changing trends of audiences Waterhouse's 1989 publication "Blackface 
and the Beginnings of Bifurcation" rightfully acknowledges that differences between American/ 
British minstrel shows and the Australian product existed. Although Waterhouse is right in 
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suggesting that sexual innuendo and direct political and social commentary were "almost 
altogether absent from the Australian programs" (132-3), other observations are somewhat 
incompatible with the evidence uncovered as part of this study.  In particular is his erroneous 
claim that the stump speech was missing in the antipodean minstrel structure (133). The "stump 
speech" while rarely referred to as such was nevertheless incorporated into the 1870s and early 
1880s minstrel shows as the "public lecture." Indeed, the career of Australian-born comic, W. 
Horace Bent, arguably the country’s first great comic, was built not only on his self-penned 
farces and musical burlesques but also on his humorous lectures. Two of his oft-repeated and 
"soul-stirring" lectures were "The Reminiscences of a Raw Correspondent" and "The Comic 
Discourse: An Analysis of a Nursery Rhyme" (see Bent's entry in Appendix D). 
 
 As demand for variety rose over the first decade and a half of industry growth, and as 
growth in the local industry (in combination with imported artists) attempted to match the 
market needs, so too did the demand for entertainment innovation. While this thesis will 
acknowledge that generic creativity did not extend to consistent creation of new entertainment 
forms (until the emergence of the revusical) but rather the re-development or re-working of 
previous forms, innovation nevertheless occurred.  Innovation, and not just a variation in acts, 
was no doubt a day to day industrial factor. The development of individual turns was a constant 
requirement of local performers. Reviewers and industry commentators throughout the 1880s 
also note the emergence of local variety performers noted for their expertise in various areas of 
minstrelsy and vaudeville - comedians of the calibre of W. Horace Bent, Charles Fanning, W. H. 
(Billy) Speed and Will Whitburn, for example, who could sing, dance and act their way through 
any show. There were also eccentric dancers and knockabout acrobats such as "Delohery, 
Craydon and Holland," and Albert McKisson and Jack "Porky" Kearns; and descriptive singers 
like Beaumont Read, Harry Clay and Arthur Farley who acted in farces, worked as interlocutors 
and filled in as comedians if called upon. Burlesque and pantomime specialists like Slade 
Murray and Percy St John, both wrote and directed many productions, and also worked comedy 
sketches; as did male and female sketch artists like D'Arcy and Eva Stanfield, and Martyn 
Hagan and Lucy Fraser. There were even performers who developed local characterisations - 
like Melbourne-based, "aboriginal" minstrel, "Dave "Murrumbidgee" Gardner. Comic 
instrumental duos like Jantz "Kaiser" Kohlman and Johnny Gardner are also known to have 
innovated numerous new turns into their act, often incorporating recent social issues into their 
mini-musical sketches.  
 
 Frequent changes in each individual act's product, in addition to constantly changing 
programmes, not only operated to fill the market demand for variety but also served to improve 
the industry's general circumstances and hence assisted in the overall growth rate. The search for 
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new product essentially knew no bounds, with each management always on the look-out for 
exciting and original acts to fill the public's insatiable demand for variety. Of all the turn-of-the-
century Australian-based entrepreneurs Harry Rickards was best positioned, however, to find 
unique specialty acts, largely through the extensive contacts he made while on his frequent 
overseas trips. One of the more unusual Rickards turns of the early century, for example, was 
seen in 1902 when he secured the Australian rights for the latest American vaudeville novelty - 
"Netball" - replete with two teams of suitably attired lady players ("Music and Drama" 9). 
 
 Although the expansion and maintenance of industry activity over the course of variety's 
half a decade or more of operations was greatly reliant on the development of competitive 
strategies and an industrial infrastructure, it was only one factor to play a significant role in 
variety's growth and entertainment dominance. It is clear, for example, and as Chapter Three 
demonstrates, that as performers and suppliers of associated industry products increased the 
volume of their products through greater (and more permanent) access to distribution through 
these existing operations, so too the newly emerging smaller firms entered the field having 
become aware that an increasingly viable market existed. Among the other aspects determining 
potential expansion were those relating directly to industry personnel. Most essential were the 
ways and means practitioners organised themselves as a self-supporting community (even 
despite being often in competition with each other). The two factors explored in this respect are 
cross-generationalism and networking. 
 
 
2. CROSS-GENERATIONALISM 
 
Disparaged by some critics as just another post-modern "ism" theory, generationalism has 
also been criticised as "kind of cultural gatekeeping" that attempts to make sense of the late 
twentieth century (Davis 16), while at the same time helping to maintain the privileged status of 
the cultural elite (baby boomers) at the expense of new or emerging generations - i.e. Generation 
X (Davis xi). Mary Ann Hunter, who notes that  generationalism may have long been a feature 
of modern social discourse, describes its attractiveness to social theorists as providing a means 
through they might consider "the processes of ascertaining cultural significance, values and 
futures to be vastly different amongst aged-defined categories, and [thus infer that] a hegemonic 
kind of power circulates in a variously paternalistic, obeisant, antagonistic and resistant 
relationship between one generation and the next" (8).  While this thesis is not interested in 
generationalism as a contemporary tool of inquiry or in contributing to debates over its 
usefulness in the modern context, it is nevertheless necessary to look at recent perspectives on 
generationalism, and in particular those inspired by the methodological approach to social 
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history undertaken by Sudhir Hazareesing.
85
 The purpose here is to differentiate generationalism 
and cross-generationalism in order to demonstrate that the former's theoretical and ideological 
underpinning is wholly unsuitable for any analysis of pre-modern social structures. This is 
because the notion of generational conflict (the generation gap) did not exist as a social 
construct during that period. Indeed, one of the reasons why variety was able to engage the 
interests of both audiences and performers in Australia (as elsewhere) for more than fifty years 
without the genre being forced into crisis points of innovative change when new generations of 
performers entered the industry, was that successive generations of emerging youth did not 
resolve to disrupt the status quo in the same way that teenagers have been able to do since the 
1950s.  
 
 In his paper delivered at the 1998 University of New South Wales Theatre History 
Conference, Julian Meyrick argued for a new consideration of historical accountability - 
primarily one based on the concept of generationalism. Meyrick, whose research was 
undertaken as part of his Ph D, sees this approach as essentially a tool which allows historians to 
more easily delineate "the common experiences of successive cohorts of intellectuals" (136).
86
  
For Meyrick, as with Hazareesing, generationalism also draws attention to the pitfalls of the two 
traditional approaches to historicism - functionalist (the artist outside the social context) and 
ideological (the artist reflecting upon and reacting to the social context). In this regard he points 
to the fallibility of Australian theatre history which he argues has separated into two typical 
camps: a) genre theory, in which styles of theatre succeed each other with no more causal logic 
than different meals on the same menu; and b) various types of historical determinism - usually 
directed by a nationalistic influence - in which the growth of Australian theatre is presented as 
an inevitable feature of wider social development" (ii-iii). He goes on to suggest that the two 
have tended to "link up in an unholy alliance" pointing, for example, to the cause and effect 
approach in the work of Leslie Rees, who not only emphasises the relationship between socio-
economic factors and the rise of a national theatre, but more significantly the gradual evolution 
of a more sophisticated theatrical aesthetic.
87
 For Rees the theatre is one which provides not 
only the language for the plays, but one which reflects the values of its audience, who in turn 
support the theatre and hence provide the financial returns necessary to support the writer. 
 
 Historical approaches such as that of Rees rightly have their merits in that they allow 
enough flexibility to account for creative talent while at the same time providing an account of 
the practical requirements of entrepreneurial activity and industry infrastructure. The 
                                                          
85    Intellectuals and the French Communist Party (1991). 
86    Meyrick has since completed his dissertation and published his findings in See how it Runs: Nimrod and the New Wave.  
87    Titled, "Two Generations of Post-War Theatre Practitioners," the quotations are cited from a copy of the paper given to me 
by the author.  See also Meyrick's doctoral dissertation.  
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problematic and incongruous organic metaphor "evolution," on the other hand, inevitably leads 
to explanations which are both simplistic and irreconcilable. One answer to this problem, as 
proposed by Meyrick is to "weld the idea of different generations of practitioners as a tool to 
crack the smooth surface of Rees-style determinism" (v). Meyrick's prime interest is in post-
modern dramatic activity, however. Thus he sees generationalism as a way of addressing the 
different assumptions of each strata of artists in order to discover more about "the 
inconsistencies, incoherencies, misunderstandings and muddles that make up theatrical activity" 
(v). Conversely this study is interested in identifying how the network of industry practitioners 
operating over a period of several decades - that is, several generations of Australian-born or 
resident writers and composers - without any obvious signs of inconsistency or resistance.  
 
 Although the focus of Meyrick's thesis and this present study are located in essential 
opposition (pre-modern/popular culture v post-modern drama), the core assumptions still remain 
relevant to both studies. Primarily this requires that the production of theatre be treated as a 
practice rather than to force upon it assumptions read out of a text.  The day to day practicalities 
of production - the professionalism of commercial activity - imply specific, and undoubtedly 
significant, notions regarding the structures of artistic enterprise. The major difference between 
the theory of generationalism (post-WWII) and that of cross-generationalism (effectively pre-
WWII) concerns, however, the social structure of the periods - and in particular the effect on 
society of mass media structures. Meyrick's thesis relies largely on the understanding that each 
successive generation of post-modern theatre practitioners attempts to oppose (or at least re-
direct or re-shape) the fundamental ideologies and practices of the previous generation. In 
essence, generationalism establishes the notion of an ideological divide - or generation gap - as a 
factor in the cyclical developments of post-modern media-driven forms and artistic practices. 
This theory is largely analogous to the crises of paradigms Thomas S. Kuhn describes in his 
1970 publication,  The Structure of Scientific Revolutions, whereby he argues that inventions in 
science, as well as creativity in the arts, and indeed in many human social practices, are the 
result of continuous cycles of tension and release.  
 
 The evidence presented throughout this study suggests, on the other hand, that the above 
theories are less than satisfactory in relation to commercially-driven, popular culture variety 
entertainment production of the pre-1930s' era. Indeed, it is being argued here that while all 
significant generic developments in variety were founded on either new creative influences - for 
example the arrival of jazz music or American burlesque, or through advancements in 
technology (i.e. electric light) - these innovations were augmented throughout the industry by 
practitioners young and old. That several generations of variety artists over several decades were 
able to relate to each other and negotiate industrial activity and innovation was no isolated or 
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unusual feat, however, but rather mirrored the way society of the period constructed its relations 
between the different generations.  
 
 Arguably the most significant difference between the notions of generationalism and 
cross-generationalism is the media factor. The post-WWII explosion of media forms, and the 
subsequent intrusion of new media opportunities, clearly re-defined the social and cultural 
structure of Western societies in particular. One such effect was to create new cultural spaces by 
synchronising and shaping identity among large numbers of people. The role of the image in the 
mass media has been particularly vital to this process because it allows large numbers of people 
the opportunity to identify with a particular style or way of living regardless of place. 
Christopher Booker proposes, for example, that the media has been able to take advantage of 
three psychological factors that invariably emerge out of the teen years in most individuals - 
insecurity, peer conformity and the desire for escapist fantasy. In The Neophiliacs he writes: 
The modern entertainment industry is almost entirely concerned with producing day 
dreams and day dream heroes…. there is no dream so powerful as one generated and 
subscribed to by a whole mass of people simultaneously - one of those mass projections 
of innumerable individual neuroses which we may call a group-fantasy… such as the 
teenage subculture based on dress and music (qtd. in Humphries 7). 
 
 Generationalism can be understood then as a temporal concept with little or no physical 
boundaries, and which identifies specific age groups who can then be organised into a consumer 
demographic. An especially dynamic tool in the arsenal of commodity industries, 
generationalism is perhaps the most favoured means of targeting prospective consumers within 
particular markets. This enforced intersection between cultural groups and the media is also a 
phenomenon specific to the post-modern, or late modern, societies such as that which exists in 
Australian today. It was not, however, an aspect of pre-modern society, and hence any 
examination of social structures or industrial infrastructure (as with the variety industry) is 
required to understand the way social age-different groupings interacted with each other. 
 
 While generationalism is a recent development in social criticism, the notion of 
generational structures in society is not. Stemming from the historical reckoning of an interval 
of some thirty years between the birth of the parents and that of their children, the term 
generation has been in use since at least the 1300s. Perhaps one of the most significant 
developments in terms of identifying specific generations in opposition to others was the 
classification of the post-WWII "teenager." There was, for example, no concept of a teenager for 
those living in the late nineteenth century. That is not to say that youths did not undergo a period 
of life determined by "teen" years, but that this construct did not exist because according to law 
and social custom they were still considered children until the age of twenty-one (Kooyman 
xxvi). In her thesis looking at attitudes to children in the nineteenth century Mary Kooyman 
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points out that rather than there being a spectacular period of teenhood followed by adulthood, 
individuals approaching the latter stage of life essentially "matured and [then] gradually 
withdrew from childish affairs" (xxiv). Quoting controversial social historian, Philippe Aries, 
with whom she largely disagrees, Kooyman finds that at least one of his interpretations more 
realistically fits the understanding of the movement between childhood and adulthood: "The 
child was not so much opposed to the adult… as preparing for adult life" (qtd. xxiv).88  One 
aspect of this dissertation's research to become apparent (after having identified the ages or birth 
dates of many practitioners of interest) is that even those performers in their thirties (and 
sometimes up until their early forties) are often referred to in the reviews and comments of 
journalists as "young" or "youthful." Those performers under the age of twenty-one were 
invariably described as either "children" or "juveniles." With no form of social security 
available, too, it is not surprising to see many senior industry figures performing on the same 
programmes as these juveniles while well their fifties, sixties and beyond.
89
  
 
 Unlike post-1950s media-constructed perspectives of youth rebelliousness, the concept of 
teenhood in Australia prior to the 1930s shares only loose connections with turn-of-the-century 
larrikinism or hooliganism. As Stephen Humphries notes in his analysis of the perception of 
working-class children and youth between 1889 and 1939, society interpreted alternative or non-
conformist (i.e. unruly) behaviour by young people not as a site of resistance by "teens" or  
young people at large, but as a result of the working-class ethic.  It is perhaps not surprising, 
then, that the larrikin character effectively disappeared from the vaudeville stage after a brief 
burst of popularity during the early to mid-1890s. Edgar Waters, who traces the social and 
literary rise of the larrikin from his earliest appearance around the goldrush era, speculates as to 
why this occurred. In agreement with Humphries' observation of stigmatisation of larrikinism or 
hooliganism along (working) class lines, Waters writes: 
The larrikins themselves made up a significant part of the audiences of the variety 
theatres… [and] the pushes were hardly likely to accept unsympathetic portrayals of the 
larrikin without noisy evidence of their disapproval, and yet a portrayal sympathetic enough 
to please the pushes would hardly have appealed to the more respectable members of the 
audience. The entertainer on the variety stage in Australia was hardly in the same position as 
the English music hall entertainer in London, who could caricature the Cockney 
costermonger as he would, because costermongers did not form a significant part of his 
audience (215-16).  
 
 
 One significant aspect relating to the cross-generationalist paradigm, and in particular to 
the variety industry, is that its infrastructure was largely reliant on family units, and hence most 
                                                          
88     Philippe Aries influential book, Centuries of Childhood (1962), as Kooyman notes, has since drawn much criticism for its 
methodological and logical inconsistencies. Most contentious has been Aries claim that the condition of childhood only became 
invented between the fifteenth and seventeenth centuries. 
89     See for example the Martyn Hagan, Jack Kearns and Stanley McKay entries in Appendix D. 
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troupes contained at least one married couple (sometimes with performing children) or a sibling 
act. The variety industry was not too different from the rest of the Australian society, in that the 
majority of lower socio-economic families were reliant on children and even extended family 
members to assist with income. Thus parents working in the variety industry, not unlike their 
non-variety working-class peers, "expected their children to contribute to the family economy as 
early as possible" (Kooyman xxvi). Phil Scraton makes the point that in matters of rights, power 
and participation children and youth are essentially dependent on adults in any institutional 
context (17). Adults are essentially givers and providers, serving children's interests and meeting 
their needs. Even in the second decade of the twentieth century juvenile (teen) performers were 
largely dependent on their older and more experienced peers, with these senior individuals often 
taking on de facto "parent" roles in terms of educating and giving advice to younger performers 
- particularly when touring. Roy Rene provides an insight into this relationship between 
emerging artists and the more experienced older professional when recalling his own early 
career experiences: 
When I was first working, even revues were unknown… It was doing the farce that taught 
me how to walk and talk on a stage.  It gave you confidence when you were told by the 
producer to come on and do a couple of lines. Working with Frank York, a great producer, 
or Ted Tutty, they'd just come to you and say, "look, I want you to go on in the afterpiece, 
you just come on and say so-and-so, now don't forget where you are supposed to do it." I'd 
think I was getting to be a big man when I got a chance like that. You'd get a lot of help, too, 
because Frank would say "Now don't do it like that, do it so-and-so." To tell you the truth 
that was [how] I learnt timing… Old performers were always ready to come to you at the 
end of a show and say, "Listen, son, I wouldn't do that, I'd do it this way," and then if you 
listened to them you'd learn a great deal. They'd always build you up when you did your 
turn because their clapping on stage would help get the audience into the proper mood…. I 
was only a very young performer at that time (52-5). 
 
 
Evidence of numerous relationships between emerging artists and more experienced 
practitioners can be found throughout the two leading industry magazines. Australian Variety 
comments on the pairing of Joe Rox (whose name first begins to appear on variety bills around 
1905) and veteran comic, Wal Rockley (c1891) in a number of issues in 1917. In suggesting that 
their contribution to the premiere production of Fooling a Farmer at Clay's Bridge Theatre in 
1917 helped create the best revusical the troupe had yet presented Harry Kitching records: "Wal 
Rockley and Joe Rox have now been working together so long that they have opportunity to 
study one another's ways and never fail to get in good comedy. They are established favourites" 
(Kitching, "Harry Clay's Bridge" 5.). Two years later Harry Kitching observed that George 
Sorlie, while almost "a show in himself" also routinely assisted "those acts [needing] a little 
comedy support to brighten them up." Kitching adds: "One thing in his favour [too], is that he 
never oversteps the mark, but always knows where to pull in" ("Princess" 30 May, 1919, 14). 
Children and juveniles working in the variety industry were perhaps even more inclined to seek 
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support and opportunities through their older professional peers, too, because their continual 
touring created an enclosed community upon which they greatly depended. Key factors such as 
displacement from an established community location, extended family, and reliance on 
employment in an unstructured and high turnover industry, meant that they tended to become 
marginalised from the general population. As a consequence, their ideological and practical day 
to day strategies were constructed (or at least reflected) by the constantly changing adult peers 
with whom they shared their lives.  
 
 This reliance on other practitioners for support, whether financial, emotional or practical, 
was intrinsically part of the industry infrastructure from its earliest days. These contacts and 
relationships subsequently developed into a network that further strengthened the industry's 
development and allowed it to maintain its operations even during times of intense and long-
lasting economic insecurity. Of all the factors to play a role in the continued growth of variety, 
networking was possibly the one upon which all others were allowed to operate, and as such 
requires much deeper understanding by historians attempting to analyse and critique the pre-
1930s' variety industry.   
 
 
3. THE VARIETY NETWORK 
 
For the Australian variety industry to muster enough local artists during the WWI years, 
and thus take advantage of both the reduced number of overseas performers coming into the 
country and the steadily increasing population (particularly in the east-coast cities), there needed 
to be a significant number of men, women, children (and animals) either undergoing training or 
who were already working in the industry. Often required to work in front of audiences capable 
of throwing objects as an expression of their displeasure, these performers would therefore need 
to have experience beyond that of amateur entertainers. What is rarely understood, however, is 
that not only did this new wave of industrial activity require the presence of many hundreds of 
seasoned performers and perhaps thousands of emerging ones, but there had to be in place an 
extensive, viable and supportive infrastructure of managers, scenic artists, musicians, song 
writers and writers, costume makers, critics, performance teachers (dance, singing etc) along 
with already existing regional and suburban circuits. The extent to which the Australian variety 
industry needed local performers is indicated by Ben Fuller, who pointed out in a 1920 Theatre 
interview: "For the past three and a half years practically no talent had been imported into 
Australia." He then went on to suggest that one consequence of the increased opportunities for 
local performers was that Australia "had actually now become an exporting country so far as 
artists were concerned." The interviewer notes, too, that the Fullers had recently sent forty acts 
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to Africa and that he believed Australia would have no need of returning to the pre-war situation 
whereby large numbers of foreign acts were engaged to tour this country" ("Australia the 
Paradise" 28). It is being proposed here, then, that the industry was only able to take advantage 
of this relatively brief window of opportunity because it had over the previous two or more 
decades developed and established a viable and self-sustaining network of professional 
practitioners, widespread circuits, accessible venues and appreciative audiences.  
 
 As both an industrial and social mechanism networking relied on more than just the 
possibility of interactivity (i.e. pathways) between individual performers and various variety 
organisations. The socio-industrial pathways established over the course of several decades 
therefore became a fully-functioning subcultural environment - one that existed across the broad 
spectrum of activity - from micro-environments (small suburban operations, for example) to the 
macro-level (national and international circuits). The variety entertainment network must 
therefore be seen as having operated via a system of convergence - whereby artists, managers 
and associated practitioners and organisations developed and maintained a self-serving and 
supportive industry infrastructure. An unusual example of this convergence can be seen in the 
instance whereby the Theatre openly praised the efforts of Martin Brennan, the managing editor 
of its main rival Australian Variety, noting that he had made excellent headway since starting up 
a few months previously, and that his magazine bore "every evidence of having become a 
healthy permanent Sydney institution" (Feb. 1914, 37). The Theatre's regular vaudeville 
columnist X-Ray even went so far as to say of Brennan in the September issue: "[He] is a guide, 
philosopher and friend of the vaudeville pro" (32). This display of respect was not confined only 
to the early period of competition between the two magazines either. In its November issue of 
1915 the same magazine's editor wrote: "During the past month Variety celebrated its second 
anniversary. Starting as it did with little or no capital the present  status of Variety – it is now 
twenty-two pages and read by every vaudevillian in the Commonwealth – is certainly a great 
tribute to the brains and hard work Mr Brennan put into it" (48). The following year the same 
magazine noted: "The December 29 issue of Martin C. Brennan's weekly…took the form of an 
annual…. A bigger theatrical production for the money has never been brought out in Australia. 
It consisted of seventy-six pages… For Mr Brennan the production must have meant no end of 
work, and for this I hope he was fully compensated by the generous advertising support he 
received and the wide sale the annual must have commanded" (Feb. 1916, 44). The notion of 
convergence as demonstrated in these examples is, however, more often applicable to the 
industry's social infrastructure at the performative and managerial levels. Although fragmented - 
comprising mostly small, independent but interconnected organizations - the industry was able 
to continue expanding largely because of each individual enterprise, big or small, was able to 
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take almost immediate advantage of any positive developments which affected it (for example, 
the increasing access to information systems, support services, emerging technologies, 
transportation and population centres, and the slow down of in the arrival of foreign artists). The 
industry could also respond positively to any negative developments (such as economic 
depression, influx of foreign artists prior to WWI, and the loss of many male performers due to 
war duties). 
 
 Networking was the core mechanism which allowed the industry (at a national level) to 
emerge, expand and consolidate over several decades, and even through such harsh economic 
times as the 1890s, and it operated by providing interconnecting access through established 
pathways, points or environments. The development of an industrial network, especially one 
spread across the largely isolated continent of Australia prior to the advent of such high-speed 
media technologies as the telephone and radio, was only possible over an extended period of 
time. The following chapter will demonstrate in this respect that the Australian variety industry 
took some ten years or more to expand its logistical dimensions before a national network 
became operational on a larger scale. While a small number of minstrel companies had been 
coming to Australia since the early 1850s and touring to regional centres, these were mostly 
confined to the Victorian and New South Wales goldfield regions.  It was not until the mid to 
late 1870s, when the first significant influx of overseas minstrel companies began to arrive in 
the country, that the regional circuits expanded into national grids. One consequence of this was 
that variety artists were forced into making long and arduous tours as part of small companies - 
and thus relied heavily on each other for support. Over the years as people criss-crossed the 
nation with other managements and performers, sometimes meeting up in distant regions or 
cities, this sense of  camaraderie developed into a "networked society" or  "subculture" that 
operated within (but also outside) the wider Australian community. In contrasting locality-
stabilised societies of previous times with an increasingly transient post-industrial society media 
theorist Manuel Castells suggests that such networks constituted the new social morphology of 
modern society. "The diffusion of networking logic" notes Castells also served to "substantially 
[modify] the operation and outcomes in processes of production, experience, power and culture" 
(469). Networking therefore allowed the Australian variety industry the opportunity to mobilise 
its operational characteristics into a supportive and empowering fraternity of opportunistic 
professionals rather than as a miscellany of isolated competitors.  
 
 Social interactivity such as networking relies not on a linear progression of temporal and 
physical activity but through different degrees and means of activity - the possibility, for 
example, of return paths between producers and users and both simultaneous and delayed 
activity. Sheizaf Rafaeli writes that interactivity is "the extent to which communication reflects 
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back on itself, feeds on and responds to the past" (Newhagen and Rafaeli 6). The evidence 
uncovered during the research phase of this project shows that interactivity was a means by 
which variety entertainers mostly accessed opportunities. It is clear that they were reliant as 
much on past activity (previous relationships/employment etc) as they were on the present in 
any situation they found themselves in. Extending on the previous section (cross-
generationalism) the following chapter will further provide evidence that the network comprised 
practitioners of differing ages spread across several decades and hence with varying degrees of 
professional experience. This situation therefore provided opportunities for performative 
development through pro-active interaction between older, experienced artists and new and 
emerging practitioners. It also allowed for continuity as new relationships were established, old 
associations re-established, old routines re-worked, new alliances created, new routines and 
performances invented, introductions made, past disputes settled or inflamed and new disputes 
begun.  
 
In support of the position that networking relies on interactivity Castells, argues that 
networking is a long-standing form of social organisation - a system through which 
communication flows occur, and which are themselves open, flexible and adaptable forms able 
to expand without limits within the shared network (469-71). Using this theory as a framework 
it is possible to see how networking supplied the Australian industry with the possibility of 
sustained growth. At the heart of interactivity, however, are two component elements - 
interconnectivity and interoperability.  Both are necessary before networking activity can occur. 
Interconnectivity is the means by which different groups or individuals connect (word of mouth, 
advertisements, auditions, letters of recommendation etc), while interoperability refers to actual 
existence of operating systems (circuits, companies, management operations, tours, associated 
infrastructure etc). Each of these networking aspects was operating within the non-variety 
theatre industry during the middle half of the nineteenth century but at a more localised (city-
centric) level.  The difference between the dramatic stage and variety, however, is primarily 
related to the need for frequent changes in location and audience by the latter industry.  
 
Although networking was essentially part of everyday practice for individuals and 
troupes alike, it was not confined to back stage interaction between artists or in the offices of 
managers. As a subculture, variety performers socialised with each other away from theatres and 
troupe commitments. This occurred in any number of ways - through private parties and 
gatherings; as members of formal organisations like the Masons and Druids (and in later years 
through the Australian Variety Artists' Association); through less formal social groups like the 
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Chasers (Australian Variety-organised fishing and boating get-togethers on Sydney Harbour
90
); 
at outdoor festivities and events (company picnics and gala day match-ups with other variety 
companies etc); and via sporting interests, notably horseracing. In a 1997 interview carried out 
with Valmai Goodlet, the daughter of Harry Clay employee Maurice Chenoweth, Goodlet 
indicates that during her childhood in Sydney during the 1920s her parent's home was frequently 
the centre of private entertainments put on by friends and associates of her father. She recalls the 
names of several leading performers of the period, including Amy Rochelle (one of the Fullers' 
leading pantomime principal boys) being guests in the house. Variety practitioners could also 
expand their own network through their access to temporary board and residence facilities that 
catered only to professional theatre people. Two such places in Sydney were the long 
established business run by Mrs McGavigan in William Street (Australian Variety 23 Sept. 
1914, 10) and Mrs Chadwick's at Scotland House in Albion Street. According to advertising, the 
latter was patronised during the war years at least by "The Dandies, J.C. Williamson's, Fuller's 
and Harry Clay's companies" (Australian Variety and Show World12).  
 
 
 
 
Stanley McKay's Pantomime Company 
Returning from an inland tour - Christmas 1912. 
Theatre Magazine Mar. (1913), 9. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
                                                          
90    The Chasers' exploits were frequently covered in Australian Variety between 1913 and at least 1917. See, for example, 
issues: 22 Oct. (1913), 12; 10 June (1914), 12 (incl. "When the Baritone was waiting on the Hungry Harry Clay," Charlie 
Vaude's poem commemorating Clay's initiation into the Chasers); 29 Dec., (1915), 18.; and 17 Jan. (1917), 46, 76.  NB: Vaude's 
poem is reproduced in the Appendix I. For a brief history of the group's origins and activities see "Little Joe." Australian Variety 
and Show World 21 Dec. (1917), 19.  A photograph of Joe Wangenheim (organiser/cook and boatman) and Jack "Porky" Kearns 
can be found on page 203 of this thesis. 
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 While this thesis will tend towards detailing the more positive aspects of this networked 
community, it should bear mention that as with any social community or gathering there would 
have been various levels of conflict between particular participants - from temporary arguments 
and misunderstandings to longstanding feuds. There are numerous reports published in the 
industry magazines and newspapers of the era, along with publications such as the Bulletin, 
either detailing rumours or confirming both private and public spats between individuals and 
organisations. A 1918 item published in Australian Variety, points to this facet of life in the 
variety community, noting for example: "the continual rows and hard feelings which exists 
amongst the artists in the vaudeville profession of today is getting a bit over the fence. It is up to 
some of our managers to put a stop to it. This can easily be done by refusing to engage people 
who are continually upsetting the whole foundations of a good, solid working show" (27 Sept. 
1918, 5).  
 
 Some of the more public instances of conflict known to have occurred within the upper 
levels of the industry network include the legal action taken against George Marlow by George 
Willoughby and others in 1913. The dispute between Marlow (aka Joseph Marks) and 
Willoughby (aka George Willoughby Dowse), George T. Easton and Arthur Bernard Davies 
erupted into a board-room fight for control over the George Marlow company. It was claimed 
that after Willoughby had been appointed director, Marlow began countermanding various 
business decisions and activities such as the signing of cheques, purchase of plays and 
engagement of artists ("Theatrical Suit" 18). A few years later another top level industry dispute 
between Hugh D. McIntosh (Tivoli) and Australia's two leading theatre industry magazines of 
the 1910s and 1920s (Australian Variety and the Theatre) turned into a long-running public 
stoush. Although a precise reason (and date) for the conflict arising is unclear, it is possible that 
McIntosh's position as managing director of the Sunday Times inflamed the situation. Certainly 
much space in both magazines is given to claims of bias by McIntosh towards the Tivoli's 
programmes (at the expense of other variety organisations). McIntosh's association with the 
Times also had ramifications in terms the Tivoli's presence in the Sydney Morning Herald, with 
mention of the company almost non-existent for two-and-a-half years after advertising was 
withdrawn between January 1913 and 29 May 1915. 
  
 The conflict between McIntosh and the Theatre and Australian Variety appears to have 
first become public via a libel case brought against the latter magazine's editor, Martin C. 
Brennan, by McIntosh in early 1916. Brennan at the time was also the Australian representative 
of Billboard magazine. McIntosh's dispute was in response to a Billboard article that reflected, 
according to the Tivoli manager, an inaccurate account of his current financial stability. 
Although the legal case was settled after Brennan disclaimed all responsibility for the piece 
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through an open letter published in Australian Variety (qtd. in "Capitulation - and Peace" 33), 
the pair continued to trade opinions about each other in public for some time afterwards.
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Brennan even went so far as to charge McIntosh with using his position as managing director of 
Sydney's Sunday Times newspaper to routinely inflate the quality of his Tivoli acts. By this 
stage even the Theatre had joined in the fray, taking McIntosh to task over "the jam [he was 
giving] himself and all connected with him" through the Times. As "The Month in Vaudeville" 
editor, X-Ray, further put it:  
Side by side with the overspreading show "Mac" gets in the issue… one looks in vain for a 
single line about the National - the one vaudeville house in Sydney with which the Tivoli is 
competing… How glorious it must be to have a paper in which you can thus extol your own 
show… There isn't from beginning to end in what appears in the Times respecting the show 
the suspicion of a critical note or dissenting word ("Mac for a New Role" 38).  
 
The Theatre continued its vitriolic attacks on McIntosh unabated throughout 1917. In its January 
issue, for example, the magazine published gossip overheard in the circle section by a 
contributor. "Anyone suffering from insomnia should certainly come here. It's a sure sleep-
inducer'" (51). In the March issue it went so far as to question McIntosh's entrepreneurial 
abilities: "Three performers that were Rickards institutions when Harry Rickards was alive - 
Fred Bluett, Tom Dawson, and Irving Sayles [were] evidently… not good enough for Hugh D. 
McIntosh. Else how did he come to lose them shortly after taking charge of the Rickards 
circuit?" (31). The June edition continued to take McIntosh to task: 
A New Zealand correspondent of a Hugh D. McIntosh paper wrote some scathing things 
about a revue company that has finished the Fuller (NZ) circuit… To which the only 
comment worth while is - Rats!… if the company in question had erred even half as much 
as the Hugh D. M writer tries to infer some of our 'critics' on the daily papers would 
assuredly have pointed this out. I wonder did the correspondent in question see a company 
called "the Tivoli Follies" that visited these shores a few months ago? And did he notice… 
[one particular turn]. I don't recollect anything in the [Victor] Prince-show that came near 
some of their gags for gratuitous filth (50). 
 
Not content to let things slide, the same issue records: "The Follies finished up at the Tivoli on 
May 11. There's some talk of them going to Africa.  It doesn't matter much where they go, so 
long as they go somewhere, and provided it is far enough away. For the Follies have been with 
us too long" (49). 
 
 The conflict aspect is evident at the performer level, too, with their being several recorded 
fallouts between individuals and troupes. Roy Rene's longstanding feud with George Wallace, 
possibly a combination of professional competitiveness and personal dislike (Wallace had once 
dated Rene's wife, Sadie Gale) is one such example. Another high profile incident, recounted by 
Charles Norman, concerns the incident that permanently split the famous partnership of Dinks 
                                                          
91    X-Ray's "Month in Vaudeville" section of the February 1916 edition of the Theatre Magazine includes part of the Billboard 
interview, complete with a breakdown of McIntosh's "bewildering" items of claim. X-Ray adds fuel to the issue by asking "by 
the way, does 'Mac' ever sit down and laugh at himself? He should, and would - if he had any sense of humour" (41). 
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and Oncus (Jack Patterson and George Wallace). The situation is said to have come about after 
Wallace made a remark about Patterson's wife, Trixe Ireland, which Patterson found offensive.
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The media and public interest in the 1918 Perth fallout between manager Harry Sadler and 
soubrette Phyllis Faye was to become one of vaudeville's more spectacular media stories, 
however. Centring on Sadler's accusation that Arthur Morley and Faye were engaged in an affair 
(both were married to other people), the incident eventually ended up in court, embroiling 
several well-known variety stars, notably Morley and Jack Kearns in controversy. Faye won her 
suit for libel, which included her testimony that the manager attempted to seduce her when she 
was a juvenile performer. Sadler's high profile reputation was left in tatters and less than twelve 
months later he committed suicide (see Sadler's entry in Appendix D for more details).  
 
 Although the extent to which conflict occurred throughout the industry is naturally 
impossible to establish now, such occurrences should be placed in context with the general 
practice of theatre industry professionals. In this regard instances of serious conflict would have 
been the exception rather than the rule, and in most cases conflict would most likely have been 
resolved, or at least managed, in order to allow each company or troupe to continue operating as 
a professional unit. There is anecdotal evidence suggesting, too, that the variety subculture that 
evolved during the late 1800s and early 1900s was in part one that effectively provided support 
to performers who suffered the type of indignities not uncommonly heaped upon them by 
hardened suburban and regional audiences. Recalling his experiences around the turn of the 
century in an article titled "Vaudeville Audiences of Other Days," Syd Russell cites, for 
example, "three Melbourne audiences which possessed a most unenviable notoriety" - with these 
being Yarraville, North Melbourne and Fitzroy.  
Yarraville was exceedingly tough, and it was not an uncommon occurrence for a performer to 
be followed after a show, and if the lads caught him he was in for a bad time… I have 
personally seen a performer knocked off his feet by a dead rabbit thrown unerringly by a 
member of the gallery… In the bad old days of the Empire, Broken Hill (referred to as the 
"Blood House") it was quite a common occurrence to have bottles hit the back cloth whilst a 
turn was on… At the Gaiety Theatre, Melbourne, audiences were [also] very tough some 
sixteen years ago, and it was nothing unusual for a visiting performer to have letters sent 
around to him, or her, bearing something to the effect that if they did not cough up (cash) they 
knew what would happen (74-5). 
 
Charles Norman's memory of his days touring the NSW Hunter valley and Wollongong circuits 
for companies like Harry Clay
93
 provides an equally compelling recall of the difficulties faced 
by performers over issues like conditions of employment and personal safety. It is not surprising 
then that artists whose livelihood meant that they were required to constantly move around the 
                                                          
92    Charles Norman. When Vaudeville was King. (1984), 104. 
93    Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), Appendix H. 
 
96 
 
country relied largely on the support and friendship of fellow practitioners, and hence 
effectively continued to reinforce the preservation of industry-wide affiliation. 
 
The development of a variety network in the late nineteenth century was clearly a gradual 
process that developed without any over-arching organisation or direction.  Throughout the 
1870s and into the early 1880s the network served to support and develop opportunities for long 
term prospects for possibly several hundred local professional or semi-professional variety 
performers, with the majority likely to have been based out of Sydney or Melbourne where 
opportunities to locate work and gain experience in the newly emerging industry were greatest. 
That period is distinguished by the fact that no entrepreneurial organisation had yet established a 
permanent base of operations in either of the two capital cities. Minstrel companies operated by 
traveling between interstate capitals, regional centres and New Zealand, with the length of their 
seasons dependent upon the popularity of the company and/or the local population.  
 
It was not until the first decade of the twentieth century that the industry initiated any 
type of formal industrial support - with the founding of the Melbourne-based Australian 
Vaudeville Artists Association (led by Sam Gale), and the Australian Variety Artists 
Association, which operated out of Sydney from May 1907 under the leadership of Bert Rache 
("Australian Variety Artists" 22). The need for this unionised approach was in direct response to 
the increasing numbers of people entering the profession. By the end of the second decade of the 
twentieth century Harry Clay had alone engaged upwards of several thousand performers.
94
  
Indeed, by 1916 (as reported by the Theatre) Clay was rotating some 100 or more artists a week 
around his Sydney circuit ("Harry Clay Companies" 49). The previous year Ben Fuller placed a 
full page advertisement in the Theatre with the names of more than 250 artists then currently 
"enjoying pleasant engagements" on his "big Australasian vaudeville circuits" (Nov. 1915, 56). 
Neither of these insights includes the many different ancillary staff employed - stage managers, 
secretaries, lighting operators, advance men, costume makers, scenic artists, musicians etc. 
Operating around the same time, too, were such leading variety entrepreneurs as J. C. Bain and 
Howard and Graham (Sydney), Harry Sadler (Sydney and Tasmania), Hugh D. McIntosh (Tivoli 
circuit), Ted Holland/Percy St John and John N. McCallum (Brisbane), Walter Morris and 
Birch, Carroll and Coyle (Qld), Ike Beck (Sydney/Hunter Valley) and Percy Dix (Hunter 
Valley), suggesting that the number of performers (both local and imported) on stage in 
Australia during any given week at that time would have been several thousand or more - 
particularly if we take into account the dozens of lesser known companies playing the suburbs 
and regional centres around the country. 
                                                          
94    See revised and updated list of Clay's performers in Appendix H of this thesis. 
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Although networking provided the industry with its capacity to function both creatively 
and professionally across temporal and geographical landscapes, it was not the only means 
through which artists engaged in the cross-fertilisation of ideas. As professional theatre 
practitioners variety artists were also inherently fans, too. Opportunities to socialise at the 
theatre would in most instances have begun at an early age, whether through family involvement 
in the industry or simply as children from a non-industry background. Roy Rene recalls that as a 
little boy he would take every scrap of pocket money and go to shows like Harry Rickards at 
Melbourne's old Opera House. "I watched all the big English and American artists [Rickards] 
brought out," writes Rene, "and believe me, I learnt quite a lot from them" (31). Opportunities to 
watch other artists were also available to professionals. Vaudeville showman Billy Maloney  
notes, for example, "there used to be a reciprocal arrangement between legit shows, by which 
members of one company could see the other's shows [for free], by a pre-arranged staggering of 
matinees" (73). Acrobatic comedian, revusical writer/producer and part time journalist, Alf 
"Redhead" Wilson (formerly of Morris and Wilson), also writes of this community of peers in a 
1917 Australian Variety article entitled "In the Sandhill Days." Echoing Roy Rene's sentiment 
about the support offered by more experienced performers, 
95
 Wilson recalls the time some years 
previous when there were sandhills situated on the outskirts of Redfern and Waterloo near 
Sydney's Moore Park. His memory is of regular Sunday morning gatherings of athletes and 
variety performers who competed and taught others new skills for the "mere fun" of it: 
The sandhills, he writes, always had a good house, probably because everybody was on the 
free list! But unlike most free list audiences they were good and encouraging… Such fine 
performers as Joe (Dutchy) Morris,
96
 Billy Duckworth, Jimmy Frances, Martini, Tom 
Queen, The Walhalla Brothers, McKisson and Kearns, Jack Heller, Lennon, Hyman and 
Lennon, the Bovis Brothers. The Faust Family were frequent visitors, and by kindly advice 
and practice helped the beginners, and this after their strenuous work with Fitzgerald's or 
Worth's circus the night previous (17 Jan. 1917, 27). 
 
 
 The insights into the pre-1930s' variety industry presented in this chapter have 
endeavoured to show that while it was first and foremost a commercial activity, a networking 
logic also developed over time to form a socially-active and self-supporting infrastructure. As 
the following chapters will further demonstrate, the competitive strategies put into play by 
managers and entrepreneurs in combination with a strong and widespread industrial base 
allowed the local variety industry the ability to operate in an environment that although 
requiring almost constant mobility and undertaken in often difficult circumstances nevertheless 
provided significant employment opportunities. The evidence of its success can be seen not only 
in the massive increase in performers and industry personnel between the 1870s and the end of 
the First World War, but also in the expanded industry clustering and the longevity of careers 
                                                          
95    Rene, Roy. Mo's Memoirs (1945), 53. 
96    Joe Morris, formerly Alf Wilson's long-time stage partner. 
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undertaken by a relatively large band of professional performers, managers and associated 
industry professionals. The examination that follows is therefore very much the result of 
research and analysis that has emerged only after first attempting to understand the industry's 
professional operations and social infrastructure.  
 
The Two Leading Theatrical Magazines Providing Information on the Australian Variety  
Industry during the 1910s and 1920s 
 
 
 
__________ 
 
        The Theatre continued on from The Player: An 
Illustrated Journal Published Monthly in the Highest 
Interests of the Dramatic Arts. It began in 1904 as a bi-
monthly under the title The Theatre: An Illustrated 
Monthly Devoted to the Stage and later as a monthly 
periodical. In the 1912 the title was shortened to The 
Theatre Magazine, and the following year began 
including a regular section called "The Month in 
Vaudeville: Interviews and Impressions," which was 
edited and part-compiled by X-Ray. It often comprised 
10 or more pages wholly devoted to variety and light 
entertainment. In 1924 the magazine's title was again 
changed, this time to The Theatre, Society and Home, 
and in 1926 it was given an entirely new look and  
renamed Just It. The magazine eventually ended 
publication sometime around 1927 due in part to the 
increasing market share of film and the subsequent 
slowing down of live entertainment activity. 
 
The Theatre  
June (1916), 1. 
Australian Variety  
6 Jan. (1915), 1. 
 
      In the first issue editor Martin C. Brennan stated 
that Australian Variety's aim was 'to provide pithy 
paragraphs' about the amusement world generally, with 
special attention given 'to fair and impartial criticisms 
on vaudeville acts that… come under notice from time 
to time in this and other States'. The magazine also 
reported on legitimate theatre, amusement parks, 
moving pictures, boxing and racing, and published 
interstate notes and letters from performers working 
overseas. It included occasional columns such as 
'Frocks and Frills at the Vaudeville Theatre' along with 
regular reports on social clubs - the Australian Terriers 
Society, Australian Boosters Club and the Chasers, 
benevolent lodges and professional associations such 
as the Australian Vaudeville Artists' Federation and 
Magicians Club. Its office provided such services as a 
letter drop and the preparation of performance 
materials. It also organized benefits for distressed 
performers and their dependents, and lobbied against 
the unscrupulous and the unfair. The title of the 
magazine changed in 1916 from Australian Variety and 
Sports Gazette to Australian Variety and Show World. 
In 1921 Brennan incorporated it into the magazine 
Everyone's (1921-1937). 
__________ 
 
 
 
NB: See footnote on page 12 regarding the use of abbreviated titles for these magazines in this thesis. 
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CHAPTER THREE 
 
"BETWEEN A FARCE AND THE FIRST PART: CREATIVE 
PRACTICE AND THE VARIETY INDUSTRY NETWORK, 
1875-1914" 
 
 
 
The "afterpiece," called in Australia "the farce," seems to have been a makeshift for resetting 
the stage for a finale, or a gathering together of all the performers who have been seen over 
the night's entertainment. It is a bit of theatre technique that endures today in the ensemble 
finales of our musicals (Charles Norman 12).  
 
It was doing the farce that taught me how to walk and talk on stage…. To tell you the truth 
that was where I learnt timing (Roy Rene 53).  
 
As in most productions of [burlesque] there is little rhyme or reason, but by way of 
compensation there is a large measure of bright and enjoyable entertainment. The degree of 
success attained in the production is due rather to the performers than to the author… 
burlesque [is] chiefly a setting for a variety entertainment ("Opera House" 5). 
 
 
 The increasing popularity of pantomime and burlesque in Australia and the more frequent 
tours of "fully-fledged circuses" between the late 1840s and early 1870s suggest that the 
entertainment industry was gradually separating into popular culture and "legitimate" markets 
(Waterhouse "Blackface" 126). The most successful and certainly most significant practitioner 
to advance popular forms of theatre in Australia was Englishman, William Mower Akhurst. His 
impact on the industry during the late 1850s and 1860s cannot be overstated even though he 
based himself in Melbourne for most of that period. Akhurst's burlesques and pantomimes, 
staged during a period when one week seasons of local works were considered a triumph, often 
exceeded the average season for imported productions, and even today his legacy ranks 
alongside Australia's most successful and prolific theatre writers.
97
  In reporting the death of his 
widow Ellen in 1915, the Brisbane Courier recalls that Akhurst's creative gift was an ability to 
rhyme and make word-torturing puns - with which burlesques were crammed at the period he 
wrote."
98
  Although Akhurst composed some music for his productions the majority of his 
musical numbers were adapted from light operas or popular songs, into which he inserted new 
words in accordance with the dramatic action. Such was his popularity that for some fifteen 
years he was the only local writer whose productions were able match and even surpass the 
success of imported works. Despite having been relegated to almost historical footnote status, 
Akhurst's impact on the broader industry at the time was significant, particularly in 
demonstrating that locally-written productions could attract large audiences. The late 1850s and 
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    See W. M. Akhurst entry in Appendix D. 
98
    Brisbane Courier "Music and Drama" 4 Sept. (1915), 12. 
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1860s therefore saw a number of other theatre practitioners take advantage of his pioneering 
efforts and establish high profile careers catering to the broader entertainment market. Among 
these theatrical pioneers were Sydney Nelson, F. M. Soutten, Myer David Isaacs, Frank Fowler 
and George Fawcett Rowe. In turn their creative endeavours helped lay the foundations for the 
next generation of writers and producers whose continued livelihood demanded they not ignore 
the steadily growing popular culture audience, even if capable of writing for the legitimate 
stage. Several of these practitioners in fact challenged Akhurst's position in terms of popular 
appeal - notably Garnet Walch, Marcus Clarke and George Darrell, along with E. Lewis Scott, 
Grosvenor Bunster, Frank Edwards, and by the early 1880s, Alfred Dampier and Lance Lenton. 
As Appendix C's annotated calendar of Australian music theatre works demonstrates, each is 
well represented through their burlesques, musical entertainments, musical farces and 
pantomimes.  While the subject matter of most of these genres during the pre-1870s' relied 
heavily on adaptation and localisation - with foreign writers such as J. R. Planche and H. J. 
Byron particular favourites - stories with a local setting were by no means rare. Anna Bishop in 
Australia (1856), The Australian Bunyips (1857), The Melbourne Hunt (1857), The Secrets of 
Bushranging (1864), The Nymphs of the Botany Swamps (1868) and The Cudgegong Diamond 
(1869) are just some of more than 150 Australian-written popular music theatre works identified 
in Appendix C as having been staged prior to  1870.   
 
 Although immensely popular with the low to middle-income demographic, burlesque and 
pantomime were not the most commonplace variety entertainments staged in Australia during 
the second half of the nineteenth century. In his examination of the thirty year period leading up 
to the early 1870s, Richard Waterhouse provides insight into the "structured minstrel show" - 
noting that the genre rivalled, and perhaps even surpassed, "legitimate" theatre as the dominant 
entertainment form of the working and middle class cultures ("Blackface" 131). Originated by 
the Virginia Minstrels in 1842 and worked over by numerous American companies during the 
next decade or so, notably by Christy's Minstrels, this incredibly popular entertainment genre 
directly communicated the values of urban American life at a time of immense social and 
industrial change (Waterhouse "Popular Culture" 256).  Despite being an overtly American 
genre it also found much appeal in Australia. As Waterhouse further notes, it was an era when 
the country "was minstrel mad and the influence of blackface language, jokes, songs and 
mannerisms extended far beyond the professional stage… [and indeed] amongst the visiting 
troupes were some of the most famous stars of the American minstrel stage, including Billy 
Emerson, Edwin Kelly and Francis Leon, Billy Kersands and Add Ryman" (268). Thus although 
separated by the Pacific Ocean, the Australian colonies came to be seen by a number of leading 
American minstrel troupes as more or less an extension of the US Western circuit (268).    
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 Where the Waterhouse close analysis of minstrel entertainment effectively ends
99
 and this 
chapter begins is the period in which Australian minstrels practitioners began to infuse their 
work with more socially-relevant material, and in doing so allowed minstrelsy the opportunity to 
re-assert its supremacy on the antipodean stage ("Blackface" 141). While minstrelsy's presence 
in Australia had by no means been relegated to minor status between its introduction and the late 
1870s, it would appear as an entertainment genre it had reached a point in which creative growth 
and market potential had levelled off - an aspect of competitive evolution that the previous 
chapter argues is necessarily inherent within any industry. Even though "Blackface and the 
Beginnings of Bifurcation" looks almost exclusively at the pre-1880s' era, Waterhouse 
recognises that some industrial changes were by the late 1870s beginning to impact on 
minstrelsy's appeal in Australia. His observation that the leading US minstrel troupes to emerge 
in the late 1870s and early 1880s had a significant impact on the re-invigoration of minstrelsy in 
this country is similarly an astute one. This study argues, however, that the impact and influence 
of Australian practitioners (whether born or based long-term in the country) also played a key 
role in the development and success of variety entertainment through into the next century. 
Indeed such was the popularity of minstrelsy and vaudeville in the late nineteenth century that 
the variety industry was able to continue operating around the nation during the economic havoc 
and social upheaval wreaked by the depression. The evidence suggests, too, that B-level 
industry activity also expanded - not only though the rise in practitioners engaged in fulltime or 
semi-permanent employment and the overall increase in city-based populations, but through its 
ability to tap into new regional markets. As with the World War One era, which saw the 
importation of foreign artists ground almost to a halt, Australians in the 1890s similarly 
depended on the local industry to provide the bulk of their entertainment. Apart from Harry 
Rickards' high profile operations, most of this activity was carried out in a low key and 
economically manageable fashion by small, mobile independent operators whose low overheads 
for the most part kept them solvent.  
 
 The desire of local audiences to see their own variety entertainers performing up-to-date 
and socially relevant content no doubt increased as the Australian-born demographic itself 
increased markedly during the two decades leading up to Federation.  Essentially the country's 
first "baby boomer" generation (the result of a marked increase in births in this country 
following on from the 1850s and 1860s goldrush era), the number of Australian-born citizens 
entering their twenties and thirties during the 1880s would have been much higher than at any 
                                                          
99    As with his research into Charles B. Hicks, Richard Waterhouse's paper "Blackface and the Beginnings of Bifurcation" 
(1989) presents a focused and insightful account of the pre-1880s period of minstrelsy, and my own research has been greatly 
influenced by that work. The findings of this research study, however, call into question many of Waterhouse's assertions  
relating to the post-1880 minstrel era, as published in "Popular Culture and Pastimes" mainly due to the fact that he does not 
engage with any rigour the non-Rickards variety industry. Waterhouse is not alone in making this tactical error. 
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other previous period. It is feasible then to suggest that a leveling off phase and then a gradual 
decrease in the foreign-born demographic around the nation would have been occurring over the 
past 20 or so years leading up to Federation. This new population therefore would have been 
less connected to the homeland of their parents (or grandparents).  Indeed, it becomes apparent 
from the many hundreds of music theatre works identified in Appendix C between 1880 and 
1914 that localised up-to-date hits, as well as local subjects and characters, were likewise 
increasing on the popular culture entertainment stage - an aspect seemingly not  so obvious in 
the more "legitimate" drama sphere.
100
 
 
 While the subject matter of Australian-written or adapted burlesques and farces from 
1880 onwards ranged from Italian opera to Gilbert and Sullivan and beyond, the satirical 
touches were ever-more frequently directed towards the local audience's world of experience, 
even when produced by non-resident, foreign, troupes. Specialist overseas writers and producers 
of burlesque and farce like Billy Emerson, for example, well understood the economic 
rationalism of actively engaging with his audiences at both the international and local level. 
Using the same logic, local practitioners were also keen to tap into the needs of their own 
audiences - whether they were in Sydney, Perth, Launceston or Charters Towers. Indeed, the 
practical everyday reality of producing popular culture entertainment in the late nineteenth 
century differs hardly at all from the way John Fiske understands the process some one hundred 
years later. "Popular culture," he writes, "is made at the interface between the cultural resources 
provided by capitalism and everyday life. This identifies relevance as a central criterion. If the 
cultural resource does not offer points of pertinence through which the experience of everyday 
life can be made to resonate with it, then it will not be popular" (131). Because the majority of 
farces, burlesques and pantomimes staged in this country were being produced by locally-based 
entrepreneurs and troupes, it is not surprising to find that the most influential writers of such 
entertainments during minstrelsy's 1880s regeneration period were those like Australian born 
comic W. Horace Bent or de facto Australians like the Cogill brothers.  
 
 The origins of minstrelsy's resurgent industrial presence (ca.1885-1892) can be identified 
as the period in which these entrepreneurs were able to successfully compete with high profile 
touring US minstrel companies - those of the calibre of Emerson's Minstrels and the Hicks-
Sawyer Minstrels, for example. Again, this was very likely a consequence of the widespread 
increase the Australian population throughout the country from the 1870s onwards. The 
subsequent environmental and social advances that gradually accompanied this growth included 
such factors as improvements in inner city transport infrastructure, more favourable working 
                                                          
100   The issue of population demographics around the turn of the century, and the way this impacted on both variety practice and 
the emerging Australian identity is discussed in greater detail in Chapter Four. 
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conditions, increased wages and more leisure time. Although these improvements effected all 
Australians their impact on the blue collar and lower white collar population was perhaps most 
profound. As Richard Waterhouse notes in "Popular Culture and Pastimes," by the late 1880s 
two-thirds of urban wage-earners had won the forty-eight hour week, there were more rail and 
tram systems operating, and most Australian blue collar workers had more money to spend on 
leisure and more time to spend it than previous generations (251). The spread of suburban 
communities through increased population growth meant that even though American minstrels 
companies continued to tour Australia in ever greater numbers ("Blackface" 141), the demand 
could never be met by them alone. It should also be noted that foreign troupes targeted the major 
centres almost exclusively, and specifically the inner city variety market. Thus local variety 
practitioners still found widespread opportunities in the lower level/suburban and regional 
markets. Subsequent to this increased demand, the local variety industry required a continual 
stream of new material and new acts. In terms of the burlesque and minstrel farce, for example, 
writers and producers would almost have certainly borrowed ideas and stories from elsewhere as 
required. The evidence supplied through the appendices accompanying this thesis (chiefly C and 
E) argues, however, that much of the material appropriated was adapted and localised in order to 
provide everyday relevance for the audience that consumed it.  
 
As a means of providing greater insight into how the late nineteenth century Australian 
variety industry operated, this chapter highlights a core group of ten leading practitioners whose 
careers were carried out between the late 1870s and World War One, and who are known to 
have played leading roles in the development of the variety network. This core strand was itself 
selected from a wider selection of 60 individuals
101
 chosen at random (though not exclusively) 
from the list of 2,200+ industry practitioner files included in my research into Australian-born 
variety entrepreneur Harry Clay.
102
 These individual files, ranging in detail from a few lines to 
several thousand words, were transferred to a database following the completion of my Masters 
degree and have continued to be built on during this current study. As each of these 60 
practitioners (see Figures 5-30) are known to have carved out careers in Australia of not less 
than fifteen years, their involvement in the industry can be considered to have been as 
fulltime/professional variety practitioners. My previous research study indicates, however, that 
they represent merely a fraction of practitioners known to have spent the greater part of their 
lives in pursuit of professional variety engagements between the 1870s and the late 1920s. Using 
the methodological process described in Chapter One, the research phase has attempted to map 
                                                          
101    Each of the 60 practitioners is identified either as an individual act (e.g. George A. Jones), a partnership (e.g. Carlton and 
Sutton), as siblings (e.g. the Bovis Brothers), through marriage (e.g. Jack Kearns and Ida Tauchert), or through a parent to child 
relationship (e.g. Sam Keenan and Sam Keenan Jnr). 
102    See Clay Djubal, "Harry Clay and Clay's Vaudeville Company, 1865-1930" (1998), Appendix A.  Those practitioners who 
do not appear in Appendix A, but have been chosen for this study were not employed by Harry Clay between 1901 and 1930. 
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out the careers of these practitioners, both in terms of individual activity and their 
interconnectedness with other practitioners in the survey. The accompanying chronology 
demonstrates clearly that the industry was capable of providing long-term opportunities for 
work at the fulltime professional level even throughout the 1890s, a period generally assumed 
by theatre historians to have endured a sharp reduction of theatrical activity due to the effects of 
the depression. It also provides a visual snapshot of this network by showing the extent to which 
performers and entrepreneurs crossed paths with each other - whether as competitors or through 
collegial enterprise. This latter aspect of networking, as in the chronology shows, occurred even 
at the managerial level.  
 
Organised into five year blocks, the chronology provides evidence supporting the 
argument that most variety professionals would have been at least aware of, if not in contact 
with others of their standing over such periods, while at the same time forging new associations 
with developing practitioners. Reputations, gossip, performance material and creative ideas etc 
would have undoubtedly criss-crossed the close-knit industry during those periods, thereby 
creating an interactive infrastructure of personal communication and self-serving knowledge.
103
 
While the majority of individuals entered are identified as having participated in the creation 
and production of minstrel farces and burlesques, some individuals without such an association 
have been added to the list to provide additional insights into the industry infrastructure. Notable 
are several key female performers (Maud Fanning, Amy Rowe and Amy Blackie), specialty acts 
such as Carlton and Sutton, established actors from the legitimate stage (who also appeared in 
popular culture entertainment) such as Harry Leston and Thomas H. Rainford; musician/music 
directors, Nicholas La Feuillade and T. W. Rhodes; and arguably one of Australia's most 
popular comics of the late nineteenth century, Charlie Fanning (brother of Maud Fanning).
104
 
 
The core assertion of this chapter, then, is that late nineteenth and early twentieth century 
Australian-based variety practitioners were reliant on networking for both maintaining and 
increasing work opportunities as well as for their day to day existence.  As a means of 
exchanging creative ideas, information and career options, this dynamic, loosely- organised 
communication infrastructure was essential to the development of the industry, and hence 
continued  operating  well  into  the 1920s.  Performers either  knew  each  other  through  direct 
contact (i.e. as friends, troupe members, family for example) or through secondary associations,  
typified  as those which occurred through membership of the same troupe but at  temporally dis- 
junctive periods  (without direct contact) or through casual acquaintance only.  Further removed 
                                                          
103    For the purposes of evidence, Appendix A provides a more precise breakdown of each entry on a year by year basis - 
including company/management, venue and first known date of engagement with each organisation.  
104     Each artist in the chronology is accorded a biographical entry in Appendix D. 
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Charlie Fanning 
 
 
 
 
 
Charlotte Fanning 
 
 
 
Georgie Devoe 
 
Theatre: An Illustrated Monthly Devoted to the Stage Feb. (1909), 1, 9. 
(Courtesy of the Fryer Library, University of Queensland) 
 
The Fanning family, which included Maud (below) and siblings, Bertha, Rose and Edward, exemplify 
variety industry networking through family connections. The Fannings' Australian show business career 
began possibly with their father, Edward Fanning, a well-known violinist in the Newcastle (NSW) area. 
Charlie and Maud's long careers, forty years plus, was typical of the professional Australian variety 
industry. Associated with virtually every leading Australian-based variety company, the two performers 
were regarded by their peers and audiences as stars of the Australian variety stage. 
 
 
 
 
 
 
Maud Fanning and her children, The Elliott Sisters 
Maud Fanning was married to Arthur Elliott, one of Australia's premiere minstrel comics and  
endmen. The daughters are Violet, Lulla and Huia. 
Australian Variety and Sports Gazette 1 July (1914), 1. 
(Courtesy of the Mitchell Library, State Library of NSW) 
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were those network strands in which lower-level industry performers (such as new or emerging 
artists) would have known of their more experienced peers, but the awareness was not 
reciprocated.  Figure 4 (below) shows for example the direct contact networking infrastructure 
as it relates to the ten core practitioners focused on in this chapter (the network operates over 
thirty years). Interestingly, networking  - as it occurred within the lower (B and C) levels of 
industrial activity - is clearly at odds with the argument that minstrelsy and vaudeville 
represented a departure from communal aspects of popular culture through its embrace of 
individualism and the celebration of "modern" urban life as proposed by Waterhouse ("Popular 
Culture" 270). This is because the industry itself was geared heavily towards maintaining a sub-
cultural community of practitioners. My previous research into Harry Clay's operations
105
  also 
supports an alternative argument for audiences who attended lower level minstrel and vaudeville 
shows.  Indeed, it is apparent that audience participation at these venues invariably offered a 
unified community appeal that was not always directed at stage entertainment. One of the 
findings of this study, concentrating as it does on everyday realities of variety production within 
the blue collar/lower white collar market (as opposed to general and sweeping overviews of the 
niche A-level market), is that the social ramifications of variety in this market were absolutely 
vital to the industry's long-term success. 
 
Minstrel entertainment throughout the 1880s and 1890s invariably included either a 
burlesque or a farce (and sometimes both on the same bill). As vaudeville made its presence felt, 
and minstrelsy began to lose favour with the top end of the market (perhaps first though the 
programs of Frank Smith, but more obviously as a result of Harry Rickards' influence), these 
two genres also gradually disappeared from that same market. Evidence gathered from 
advertising and occasional reviews published during the 1890s and 1900s indicates, on the other 
hand, that burlesque and farce (as well as minstrelsy) remained popular with the popular culture 
market well into the new century. Indeed, minstrelsy as an entertainment continued to find 
audience support right through until the war years, with the farce in particular being staged 
frequently in the suburbs, interstate capitals and on the regional circuits. Burlesque, generally 
the more spectacular of the two, was essentially a humorous travesty (involving parody and 
grotesque exaggeration) of serious, and in most instances, well-known plays, operas, classical 
legends and children's stories. Related to pantomime it was popularised in both the United States 
and Britain during the nineteenth century, and was initially staged as seasonal entertainment 
(often appearing in place of the traditional Christmas or Easter pantomime). Burlesque later 
                                                          
105      See Clay Djubal.  "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), 93, 127 and Appendix C, 104-5. Sid 
Russell's recollections of turn of the century vaudeville audiences, referred to in the previous chapter also highlight a collective 
sense of audience participation.  
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began to appear on minstrel programs in the US as a form of one-act musical comedy, and by 
default became the style favoured by Australian audiences.  
 
 
Direct Contact Industrial/Social Network Web Example: 1873-1914 
 
F. M. Clark 
(1885-1905) 
106
 
● 
 
 
   W. Horace Bent ●                            ● Cogill Brothers 
          (1873-1899)                                   (1885-1904) 
                         [Died 1907] 
 
 
 
Walter Cottier  ●                                          ●  Slade Murray 
        (1876-1914)                                   (1889-1910) 
           [Died in 1918]   
 
 
 
    Percy St John  ●                   ●  Wal Rockley 
        (1890-1914)                          (1891-1914)  107 
            [Died 1916]         
 
 
          Jack Kearns  ●                                  ●   Arthur Morley 
                      (1891-1914)                                 (1900-1914) 
108
 
           [Died 1929] 
 
 
 ● 
 Ted Holland 
 Incl. Delohery, Craydon & Holland 
                          (1884-1914) 
 [Ted Holland died in 1915] 
109
 
 
Figure 4 
 
The lines between individuals indicate that direct contact between performers has been 
established  (see Appendix A for confirmation).  
NB: The years in brackets indicate the periods in which each artist is known to have been 
engaged in the Australian variety industry during the period of the accompanying 
chronology.110 
 
 
                                                          
106    Frank Clark travelled to the US around 1914 and became involved in the Hollywood film industry as an actor. 
107    Wal Rockley appeared at the Tivoli Anniversary Show in Sydney on 2 September 1940. 
108    Arthur Morley was still engaged in the variety industry in the early 1930s (see Appendix D for more details on his career). 
109    James Craydon was actively involved in the variety industry as a manager/agent well in to the 1920s. See Appendix D for 
further details on his career. Little is known yet of Thomas Delohery's career after Delohery, Craydon and Holland disbanded, 
apart from reports that he became a Brisbane bookmaker. His last known appearance on stage was in 1902 (NB: Delohery is 
buried beside Holland in Brisbane). 
110     The influence of Morley, Holland, St John and Rockley on the development of the revusical through their involvement in 
farce and burlesque production are dealt with in more detail in Chapter 3. Jack Kearns' influence is also examined in Chapter 3.  
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1  
2 
 
 
3 
 
 
4 
 
 
5 
 
6 
 
7 
 
 
8 
 
9 
 
10 
 
11 
 
 
1.  Steve Adson 2. Jack and Vera Kearns  3. Johnny Gilmore 4. Harry Barrington, 
5. Fred Leslie  6. Harry Leston 7. Harry Rickards 8. Harry Sadler  9. J. C. Bain 10. 
Will Whitburn 11. Arthur Morley 
 
1. Theatre: An Illustrated Monthly Nov. (1909), 16;  2. Australian Variety and Show World 17 Jan. (1917), 63;  
3. Theatre Magazine June (1912), 20;  4. Theatre Magazine Aug. (1913), 32;  5. Green Room Oct. (1919), 4;  6.  Nellie 
Stewart. My Life's Story (1923), 18;  7. Theatre: An Illustrated Monthly Oct. (1909), 24;  8. Australian Variety and 
Show World 3 Jan. (1919), 1;  9. Theatre: An Illustrated Monthly Dec. (1909), 34;  10. Theatre: An Illustrated Monthly 
Dec. (1909), 21;  11. Australian Variety and Show World 23 May (1917), 1.  
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● Companies/troupes and theatres in period columns are entered alphabetically.  
● Performers with surnames capitalized (e.g. FANNING, Charles) are the primary entry. All companies entered in year columns are for this individual. Secondary performers    
   included with the primary entry (e.g. Georgie Devoe) are indicated by their initials (e.g. [+GD]).  If no + sign is entered, this indicates that the secondary performer appeared   
   without the primary performer 
● While listings are entered in this chronology in five years periods for ease of reference, Appendix A provides a more comprehensive listing of engagements on a yearly basis,    
   including venues and season premieres (for companies) or first known dates of engagement (for individual acts). 
● Multiple artists (e.g. Leopold Family) are entered in period columns as such unless otherwise noted - e.g. [GL]. In this case only George Leopold is known to have appeared  
   with that company.  
● Company's/troupe are identified largely by advertised name - e.g. Fanning & Hagan's XLCR Co; or by the Producer/Lessee and venue - e.g. Smith, Frank (Alhambra, Syd).  
   Where such details have not been clearly established the name of the venue is referred to - e.g. Gaiety Theatre Co (Bris).  
● One-off productions (notably pantomimes and dramatic works) are identified by a year. All other engagements are located in the year parameters only. 
● N/A indicates Not Applicable. The artist(s) is believed to have not been engaged in theatrical activity during this period. 
● N/E indicates Not Established. The artist(s) may have been active in Australia during this period but details are not known. 
 
 Abbreviations:  MH = Music Hall;  Th = Theatre;  SJB Pav = Sir Joseph Banks Pavilion, Botany;   Vic Hall = Victoria Hall 
 
ADSON, Steve N/A N/E ● Hagan, Martyn (Darlinghust Hall  
       Co, Syd)  
● Hugo's Buffalo Minstrels 
● Gordon's Harbour Excursions (Syd) 
● Hugos' Buffalo Minstrels 
● Rickards, Harry  
● Rignold, George Panto Co 
● Tracey, Dan 
● Tracy & Adson Minstrels  
ARMSTRONG, Tom:   
   see Priscilla Verne 
 
BAIN, James C. N/A N/A N/A N/E 
BARRINGTON, Harry N/A 
 
● Smith, Frank (Syd) ● Smith, Frank (Syd) ● Barrington's Burlesque Co (Syd)  
● Smith, Frank (Syd) 
BATES, Elsie: see Arthur  
     Morley  
 
BENT, W. Horace ● Bachelder's Colossean Co 
● Hiscocks & Hayman's 
       Mammoth Minstrels  
● US Minstrels (Melb) 
● Cheevers, Kennedy & Bent's 
        Minstrels 
       
   NB: Bent appeared with the Christy's  
   Minstrels in 1866 (Melb) 
● Bent & Bachelder's Minstrels 
● Hiscocks' Federal Minstrels 
● Kelly & Leon Minstrels 
 
● Clark, F. M.  
● Hiscocks' Federal Minstrels / 
      London Pavilion Co 
● Smith, Frank (Syd) 
● Kron & Co -St George's Minstrels  
       Co (Newtown, Syd)  [Mngr/Pfm] 
● Tracey, Dan  
● Barrington, H. (Syd) 
● Picturesque Concerts (Syd) 
● Polytechnic Hall (Syd)  
● Tracey, Dan  
● US Minstrels (Melb) Mngr. J. Billin 
● World Star Gaiety Co (Bris) Mngr - 
       Alf. M. Hazlewood 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
 
 
 
 
 
Figure 5 
 
 110 
 
 
 
BLACKIE, Amy:  see Cottier 
Family  
 
BOVIS BROS  
    Charles [CB] & Will 
    [WB] 
 
N/A 
 
N/E 
 
● Cottiers People's Concerts (Syd) 
● Dampier & Grant Panto Co [CB] 
● Hagan, Martyn (Darlinghurst Hall  
       Co (Syd)  [WB]   
● Ryan, Fanning & Hagan Co (Syd) 
● Smith, Frank (Syd) 
● Willard & Sheridan [Mr Bovis ?] 
● Barrington, H. (Syd ) 
● Rickards, Harry  
● Sheridan, John F    
● Smith, Frank (Syd) 
● US Minstrels (Melb) Mngr. J. Billin 
CARLTON &    
    SUTTON 
N/A N/A N/E ● Tracey, Dan  
● Bondi Aquarium (Syd) 
● Gibbons, George (Syd) 
CASS, BILLY  N/A N/A N/A N/A 
CLARK, Frank M. N/A N/E ● Clark & Ryman's Red Stockings  
       Co  
● Clark, F.M. - Silk Stockings Co /  
      American Star Combo /  All  
      Star Combo / Australian  
      Waxworks (Syd) 
● Hiscocks, F.E. (Lse. Victoria Hall,  
        Melb) 
● Bondi Aquarium (Syd) 
● Clark, F.M. - Last Sensation Co /  
    New Folly Co / Silk Stockings Co  
    / Boston Ideal Co / (Lse. Gaiety,  
    Melb) 
● Clark & Hiscocks - Crystal  
       Palace Rink (Lses) 
● Hiscocks, F.E - American &  
      English Co 
● US Minstrels (Melb) Mngr. J. Billin 
CLAY, Harry  
     
N/A N/E ● Bondi Aquarium (Syd) 
● Cottiers' Peoples Concerts (Syd) 
● Faust-Perman Combination 
● Florack, H. - Federal Minstrels  
● Hiscocks, F.E. - Federal Minstrels /  
      London Pavilion Co 
● Manly Aquarium (Syd) 
● Peoples' Popular Concerts (Syd) 
● Smith, Frank (Syd) 
● Walsh & King Minstrels 
● Wilson, W.J. (Anglo-American  
      Frolics) 
● Barr, George Co 
● Bondi Aquarium (Syd) 
● Rickards, Harry  
● St George's Hall Co (Newtown,  
       Syd) [Mngr/Perf] 
● Tracey, Dan  
● Walsh, Ralphe - Novelty Co 
 
 
CLEMENTS, Eva:   
    see D'Arcy Stanfield  
 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
 
 
 
 
 
Figure 6 
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COGILL BROS  
    Charles P. & Harry W. 
N/A N/A ● Cogills Minstrel & Burlesque Co  
       / New Comedy & Specialty Co 
● Cogills & Harry Rickards Co 
● Emerson's Minstrels  
● Williamson/Garner & Musgrove      
● Cogill Bros Minstrel &  
    Burlesque Co 
● Cogills & Harry Rickards Co  
 
COTTIER FAMILY  
    Wal Cottier [WC];  
    Amy Blackie/Cottier  
    [AB]; Harry [HC],  
    Edward [EC]; Lucy  
    Cottier [LC] 
● Hennings/Harwood/Stewart &  
      Coppin Co (Th Royal, Syd)   
      [Master Cottier ?] 
● Reynolds, Mrs (Princess's,  
      Melb)  [Mr Cottier ?] 
 
● Bayless's Panto Co (Gaiety, Syd) 
● Burton, A.L. Co (Vic Hall, Syd)  
       [Mr Cottier] 
● Cottiers' Concerts (Syd) 
● Howard, Sam (Opera House, Syd)  
● Howard & Simmons (A of M, Syd) 
● Hudson's  Surprise Party [WC] 
● Harlequin Bluebeard Co (Syd) HC] 
● Smith, Frank (Syd) 
● Victoria Hall Co (Syd)  [WC] 
● Bondi Aquarium (Syd) [HC/LC] 
● Cottiers' Concerts (Syd) 
● Dampier & Grant Panto Co (Syd)  
● Florack Federal Minstrels [HC/ LC] 
● Rickards, Harry [AB] 
● Royal Aquarium (Bondi, Syd)   
      [LC/HC] 
● Scottish National Concert (Syd)  
      [AB] 
● Smith, Frank (Syd) [WC/AB/HC] 
● Williamson/Garner & Musgrove      
● Bondi Aquarium (Syd)  [AB] 
● Coogee Aquarium (Syd)  [AB] 
● Smith, Frank (Syd)  [AB] 
COWAN, Johnny ● California Minstrels 
● Great Hibernicon (Syd/Melb)   
       [Garnet Walch drama company] 
● Royal Colosseum Co (Melb) 
● Town Hall, Prahan (Melb) 
● Weston & La Feuillade's Co 
 
NB: Cowan appeared with at Ellis's Music 
Hall (Melb) and at the Varieties and 
Princess's theatres,( Melb) in 1868 
● Anglo-Australian Combination 
● Great Hibernicon Variety Co 
● Hiscocks, F.E. - Federal Minstrels 
● Smith, Frank (Syd) 
● New Masonic Hall Co (Syd) 
● Olympic Revels Co  
● Buckley's Great Hibernicon &  
      Court Minstrels 
● Clifford, Rose - Bohemian Co 
● Florack, H. - Federal Minstrels Co  
● Great Hibernicon Variety Co 
● Ryan, Perry - XLCR Minstrels 
● Walsh & King 
● Elite Minstrel Co (Royal Standard,  
      Syd)  Mngr. J.E. Craswell 
● Empire Theatre Co  
● Smith, Frank (Syd) 
● Tracey, Dan  
CRAYDON, James 
See also Delohery Craydon 
&Holland 
N/A ● Scandinavian Hall (Syd) - amateur  
        trials only 
● Hiscocks, F.E. - Federal Minstrels 
● Barr, George (Syd) 
● Cottiers' People's Concerts 
● Hiscocks, F.E. - Federal Minstrels 
   See also Delohery Craydon &Holland 
● Walshe, Ralph (Novelty Co) 
   See also Delohery Craydon &Holland 
 
DELOHERY, Thomas 
See also Delohery Craydon 
&Holland 
N/A ● Scandinavian Hall (Syd) - amateur  
        trials only 
See Delohery Craydon &Holland See also Delohery Craydon &Holland 
DELOHERY, 
CRAYDON & 
HOLLAND 
See also James Craydon /  Ted 
Holland 
N/A ● Cottiers' Peoples Concerts (Syd) 
 
● Barr, George (Haymarket, Syd) 
● Chicago Minstrels 
● Cogill Bros  
● Hugo's Buffalo Minstrels 
● Leon & Cushman's Burlesque Co 
● Smith, Frank (Syd) 
● Barrington, H. (Syd) 
● Delohery, Craydon & Holland  
      Co (Alhambra, Syd)  
● Rickards, Harry  
● Smith, Frank (Syd) 
● Walshe, Ralph - Novelty Co 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
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DEVOE, Georgie:    
    see Charles Fanning  
 
EASTON, Hosea ● Hicks, Charles B. - New  
       Georgia Minstrel Co 
 
● Easton & Turner Minstrels 
● Lewis, R.B. - Mastodon Minstrels 
● New Georgia Minstrels 
 
● Walsh & King's Standard Minstrels 
● Peoples' Concerts (Melb) 
● Bondi Aquarium (Syd) 
● Hickie, James B.  (Her Majesty's,  
      Bris) 
● Hicks, C.B. - Minstrels/Drama Co 
● Murray, Slade/C. B. Hicks (Bris) 
● Oriental Minstrel Co 
● Sheridan, John F  - Musical  
       Comedy Co  
EDWARDS, Tom N/E ● Hudson, Tommy  - Surprise Party Co ● Rignold, George - Dramatic Co 
 
● Emerson & Woods' Minstrels 
● Rignold, George - Panto Co (Her  
      Majesty's, Syd) 
● Tracey, Dan  
● US Minstrels (Melb) Prod. J. Billin 
EDWARDS, Wally N/A N/A N/A ● Alexandra Th Benefit (Melb) -  
      benefit for theatre's employees 
● Charters Towers Hospital Benefit 
● Charters Towers Show Grounds  
      Concert Co 
● Rainbow Cricket Club (S of A,    
      (Charters Towers) 
FANNING, Charles  
    & Georgie Devoe 
    [GD]  
 
    Incl. Bertha Fanning  
        [BF] 
 
N/A N/E ● Barr, George (Syd)  
● Clark, F.M.  
● Cogill Bros  
● Fanning/Hagan & Ryan Co (Syd) 
● Hiscocks, F.E. - Federal Minstrels 
● Protestant Hall Co (Syd)   
● Rickards, Harry [GD] 
● Smith, Frank (Syd) [+BF] 
● US Minstrels (Melb) [GD]  Mngr. J.  
        Billin 
● Barrington, H. - Burlesque Co, Syd 
● Bondi Aquarium (Syd)  [+BF] 
● Fanning, Charles - Concert Co 
● Hiscocks, F.E. - Federal Minstrels  
      [+BF] 
● Rickards, Harry    
● Smith, Frank (Syd) 
● Tracey, Dan  [+ BF] 
● US Minstrels (Melb) [GD] Mngr. J.  
        Billin 
 
FANNING, MAUD  
     
N/A N/A N/E ● Bondi Aquarium (Syd) 
● Fanning, Charles - Concert Co 
● Gibbons, George - (Alhambra,  
       Syd) 
  FRASER, Lucy:     
    see Martyn Hagen  
 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
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GARDNER, Dave ● H. Collier benefit (Princess Th,  
      Melb) 
● Temperance Hall (Melb) 
● Mr & Mrs G. B. W. Lewis Co  
      (Melb) 
● Hudson, Tommy - Surprise Party Co 
● Thynne & Simpson' Olympic Revels  
       Co 
● Chicago Minstrels (Gaiety, Syd)  
      Lse - John Solomon 
● Hugo's Buffalo Minstrels 
● Barrington, H. (Syd) 
● Smith, J.S. (Gaiety Theatre, Melb -  
       Mngr. Harry Friedman)  
● Tracey, Dan  
● US Minstrels (Melb) [GD] Mngr. J.  
       Billin 
GARDNER, Johnny  
    [JG] with Jantz  
    Kohlman [K&G] 
N/A N/E ● Peoples Concerts (Melb)  ● People's Concerts (Melb)  [K&G] 
GILMORE, Johnny 
 
N/A ● Alhambra Th, Syd 
● Hicks, C.B. - Georgia Minstrels 
● Lewis, R.B. - Masterdon Minstrels 
● Smith, Frank (Syd) 
 
● Barr, George (Syd) 
● Clark, F.M.  
● Hiscocks, F.E. - Federal Minstrels 
● Hiscocks & Friedman's New  
      English Co 
● Leon & Cushman's Burlesque Co 
● Peoples' Concerts (Melb) 
● Smith, Frank (Syd) 
● Barr, George (Haymarket, Syd) 
● Cogill Bros  
● Rickards, Harry  
● Rickards & Tracey Minstrels (Syd) 
● Smith, Frank (Syd) 
 
NB: Gilmore is established in Britain and the  
       Continent between 1893 and 1910 
HAGAN, Martyn   
  [MH] & Lucy Fraser 
  [LF] 
● Lazar, Sam - Panto Co (Th  
      Royal, Syd) [LF] 
● Burton, Alfred - B Mngr. - Victoria  
      Hall Co (Syd) [MH] 
● Kelly & Leon Minstrels [LF] 
● Maddick, C.A. - benefit (Victoria  
      Hall, Syd) 
● School of Arts Co (Bris)  benefit  
      [MH] 
 
 
● Barr, George (Syd) 
● Clark, F. M. - [MH] 
● Clifford, Rose - Bohemian Co [MH] 
● Cottiers' Peoples Concerts [LF] 
● Faust Family  
● Florack, H. - Federal Minstrels [LF] 
● Hagan, Martyn  (Darlinghurst  
      Hall, (Syd)  [Mngr] 
● Hagan/Buckley/Leston Minstrels 
● Hiscocks Federal Minstrels [MH] 
● Palmer's Seven Stars Co  [MH] 
● Rignold, George (Syd) [LF] 
● Ryan/Hagan/Fanning Co (Syd) 
● Sheridan, John F. Co [MH] 
● Smith, Frank (Syd) [LF] 
● Smith & Duval  (A of M, Syd) 
● Barrington, H. (Syd) 
● Bondi Aquarium (Syd) 
● Coppin, George - Panto Co  
● Gaiety Theatre Co (Melb) Mngr.  
          Harry Friedman 
● Herbert St John Co (Gaiety, Bris)  
        [LF] 
● Murray, Slade - Crusaders Co  [LF] 
● Rignold, George - Panto Co [MH] 
● Oriental Minstrel Co (Syd) 
● Smith, Frank (Syd)  
● Tracey, Dan  
● Williamson & Musgrove - Panto  
      Co  
HOPE, Minnie: see Edwin and 
Minnie Shipp  
 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
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HISCOCKS. F.E. 
 
● Hiscocks & Hayman's 
       Mammoth Minstrels  
● Kelly & Leon Minstrels [as  
        Mngr] 
 
● Hiscocks Federal Minstrels ● Hiscocks Federal Minstrels  
      / London Pavilion Co 
● Hiscocks F.E. (Lse. New Opera  
       House/A of M, Syd)  
● Hiscocks, F.E. & F.M Clark  
       (Lses. Victoria Hall, Melb.) 
● Hiscocks & Friedman's English  
     Specialty Co 
● Hiscocks, F.E. & Hicks-Sawyer  
      Minstrels 
● Hiscocks, F.E & Kings Congress  
      of Nations Co [Lse/Mngr] 
● Hiscocks/ Leon & Cushman's Co 
● Hiscocks, F.E & C. MacMahon  
       (Lse/ Mngr. Exhibition Building and  
        Gaiety Th, Syd) 
● Hiscocks & Harry Rickards  
      Specialty Co [Lse/Mngr.] 
● Hiscocks, F.E., G. Rignold &  
      J. Allison (Lses. A of M, Syd) 
● Hiscocks, F.E. (Moore Park  
       Xmas Carnival, Syd) 
● Hiscocks Federal Minstrels/  
      London Pavilion Co / American  
      & English Co 
● Hiscocks, F.E. and W.J. Wilson 
       [Lse/Mngr. Garrick Th, Syd]  
 
HOLLAND, Alf N/A N/A ● Cogill Bros  
● Emerson's Minstrels 
● Solomon, John (Criterion Th, Syd) 
● People's Concerts (Melb) 
● US Minstrels & Variety Combo  
      (Melb) Mngr. J. Billin 
HOLLAND, Ted N/A ● Scandinavian Hall (Syd) - amateur  
        trials only 
 
● Clark, F.M.  
 
 - See also Delohery, Craydon & Holland 
 
 
 - See also Delohery, Craydon & Holland 
HOPE, Minnie: see Edwin and 
Minnie Shipp  
 
 
 
 
 
 
1870-1894 
 
 1870-1879 1880-1884 1885-1889 1890-1894 
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JONES, George A. N/A N/E 
 
● Clark, F.M.  
● Cogill Bros  
● Clark, F.M.  
● Murray, Slade - Gaiety Co 
● Rickards, Harry  
● St John, Percy - Gaiety Theatre  
      Panto Co (Qld tour) - as S Mngr. 
● Tracey, Dan  
● Up-To-Date Minstrel Co (Bris) 
      (Herbert St John, Gaiety) 
● World Star Gaiety Co (Bris) Mngr - 
       Alf. M. Hazlewood 
● York & Jones Gaiety Co (Bris) 
KEARNS, Jack  
   + Albert McKisson 
       [McK] from c1892  
   & Ida Tauchert    
      (aka Ida Rosslyn)  
      [IT] 
     
N/A N/A ● Cottiers' Peoples Concerts [IT] 
 
● American Frolics Co 
● Clark, F.M.  [McK] 
● Coppin, George - Panto Co  
● Dampier, Alfred [JK/McK] 
● Delohery/Craydon & Holland  
      (Syd) 
● Fanning, Charles - Minstrel Co 
● Hicks, C.B. - Coloured Minstrels 
● Murray, Slade - Benefit (Melb) 
● Rickards, Harry  
● Tracey, Dan  
● Tracy & Adson Minstrels [IT] 
● Tracey & Fanning Combo [IT] 
● US Minstrels (Melb) Mngr. J. Billin 
● Williamson, J.C. - Panto Co,      
KEENAN, Sam 
 
● Hicks, C.B. - Georgia Minstrels 
 
● Bent & Bachelder's Co 
● Hiscocks. F.E. - Federal Minstrels 
● Lewis, R.B. - Mastodon Minstrels 
● Original Georgia Minstrels 
● 4th Annual IMPS Matinee (Syd) 
● Hiscocks. F.E. - Federal Minstrels 
● Hiscocks & Friedman  
● Hugos' Buffalo Minstrels 
● Tracey, Dan  
● Clark, F.M.  
● Smith, Frank (Syd) 
● York & Jones Co  (Syd) 
KOHLMAN, Jantz:     
    see Johnny Gardner  
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LA FEUILLADE,  
    Nicholas 
● Rickards, Harry  
● Weston & La Feuillade's  
       Minstrels 
 
   NB: La Feuillade came to Australia in  
     1865 with Christy's Minstrels. He also    
     appeared with Woodroffe's American  
     Glassblowers (St Geo's Hall, Melb) in  
    1868 as violinist; and co-managed La 
    Feuillade, Peel and Weston's Christy  
   Minstrels (St Geo's Hall, Melb) c 1869. 
● Hiscocks. F.E. - Federal Minstrels ● Cogill Bros  
● Grand Concert & Oration (Th  
       Royal, Syd) 
● Hiscocks. F.E. - Federal Minstrels 
● Peoples Concerts (Melb) 
LAWTON, ALF   
 
N/A ● Hiscocks, F.E. - Federal Minstrels 
● Cottiers' People's Concerts (Syd) 
● Clark, F. M.  
● Fourth Annual IMPS Matinee  
       (Syd) 
● Garretta's US Excelsior Co 
● Hagan, Martyn - (Darlinghurst Hall  
      Co, Syd 
● Hagan/Buckley/Leston Minstrel Co 
● Hiscocks. F.E. - Federal Minstrels 
● MacMahon & Leitch Panto Co  
● Pollock & Cunnard (Syd) 
● Smith, Frank (Syd) 
● US Minstrels (Melb) Mngr. J. Billin 
● Williamson, Garner & Musgrove 
● Barrington, Harry (Syd) 
● Cogill Bros 
● People's Concerts (Melb) 
● Rickards, Harry - Tivoli Co 
● Smith, Frank (Syd) 
● Tracey, Dan  
● Walshe, Ralph - Novelty Co 
LEAR, Ward N/A N/A N/A N/A 
LENTON, Lance ● Star Mammoth Troupe (?) Th  
       Royal (Syd) 
● Royal Colosseum Co (Melb) 
● Mrs G.W.L. Lewis Co (Melb) 
● Bayless, L.M. (Melb) 
● Coppin/Hennings & Greville  
● Williamson/Garner & Musgrove   
● Dampier & Grant (Syd) 
● Hiscocks. F.E. - Federal Minstrels 
● Majeroni & Wilson 
● Rignold, George 
● Williamson/Garner & Musgrove 
● Clark, F.M. 
● Smith, J. S. (Gaiety Th, Melb) 
● York & Jones (Bris) - as B. Mngr. 
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LEOPOLD FAMILY 
     George [GL], Henry  
     [HL],  Albert [AL],  
     Tom [TL] Blanche  
     [BL], Frau Fanny  
     (Mrs Tom Leopold)  
     [FF]  Will Leopold  
     [WL] 
● Alfred The Great Co (A of M,  
        Syd)  
● Cinderella Co (A of M, Melb) 
● Coppin, George - Burlesque &  
       Panto Co (Th Royal, Melb) 
● Hennings, Harwood, Stewart &  
       Coppin Co (Melb) 
● Hoskins, Mr (Royal Victoria,  
       Syd) 
● Lyster, W.S. - Opera Co 
● Australia Felix Co (Opera  
      House, Melb)  [Garnet Walch] 
 
NB:  The Leopold's first engagement in  
    Australia was in 1857 
● Cinderella Co (A of M, Melb) 
● Keogh, J.F. (Queen's, Syd) [GL] 
● Lewis, G.B.W. - Panto Co (Melb)  
       [HL] 
● Majeroni & Wilson Opera Co  
     [GL/BL]  - Bobadil 
● Walch, Garnet - benefit 
● Williamson/Garner & Musgrove [HL] 
● Dampier, Alfred - Dramatic Co 
● Goodrich & Crawford Dramatic Co  
        [GL] 
● Leon & Cushman Burlesque Co    
      Prod. Frank Weston [HL] 
● Majeroni & Wilson Opera Co  
      [GL/BL]  
● Wills, Marion - Dramatic Co 
● Williamson, Garner & Musgrove  
● Barrington, H (Syd) 
● Bondi Aquarium (Syd) 
● Clark, F.M.    
● Gibbons, George (Alhambra, Syd)   
      [AL] 
● MacMahon Bros (Bris) 
● Rickards, Harry  
● Rignold, George - Dramatic/Panto  
      Co  [GL/WL] 
● Smith, Frank (Syd) 
● Tracey, Dan  
● US Minstrels (Melb) Mngr. J. Billin 
 
LESLIE BROS 
    Fred & Will 
N/A N/E 
 
● Cogill Bros  
● Rickards, Harry  
● Bondi Aquaroum (Syd) 
● Hicks, C.B. - Coloured Minstrels  
      [FL] 
● Hugos' Buffalo Minstrels 
● Rignold, George - Panto Co  
● Tracey, Dan  
LESTON, Harry ● Alfred The Great Co (Academy  
      of Music, Syd)  [Marcus Clark] 
● Baker & Farrow (Queen's Th,  
      Syd) 
● Coppin, George Co (Th Royal,  
      Syd) 
● Dampier, Alfred Dramatic Co 
● Hennings/Harwood/Stewart/ 
     Coppin Co 
● Lazar, Sam Co (Th Royal, Syd) 
● Martinetti's French Panto Co 
● Queen'sTheatre Dramatic Co 
      (Syd) 
● Royal Star Dramatic Co 
 
● Bijou Theatre Co (Melb) 
● Dampier, Alfred - Dramatic Co 
● Darrell, George Co (Melb) 
● Gaiety Theatre Co (Syd) 
● Garner & Lazar Panto Co  
● Hennings/Greville & Coppin Co 
● Lazar, Sam Theatre Royal Co (Syd) 
● Royal Star Dramatic Co 
● Theatre Royal Co (Syd) 
● Virginia Jubilee Singers 
● Williamson/Garner/Musgrove Co 
● Dampier, Alfred - Dramatic Co 
● Dampier & Grant Panto Co 
● Fourth Annual IMPS Concert (Syd) 
● Gaiety Theatre Co  [B. Mngr] 
● Hagan,Buckley & Leston  
      Minstrels 
● Mechanics' Hall Recitals (Syd) 
● Smith, Frank (Syd) 
● Von Der Mehdren, Herr - benefit  
      (Syd) 
● Williamson/Garner/Musgrove  
 
● Bland, Edith - benefit (Tivoli, Syd) 
● Bondi Aquarium (Syd) 
● Brough & Boucicault Drama Co 
● Dampier, Alfred-  Dramatic Co 
● Howe & Little Dramatic Co 
● Howe & Baker Dramatic Co 
● Leston & Howe Academy (Syd) 
● Picturesque Concerts (Syd) 
● Saturday Pops (Glee Club, Syd) 
● Sheridan, John F. Comedy Co 
● Smith, Frank (Syd) 
● Spong, W.B. - Dramatic Co 
● Tracey, Dan  
● Williamson & Musgrove Co 
● Wilson, W.J. - Bijou Dramatic Co 
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MATLOCK, J.R. 
 
● Hicks, C.B. - Georgia Minstrels ● Lewis, R.B. - Mastodon Coloured  
      Minstrels 
● Clark, F.M.    
● Peoples Concerts (Melb) 
● Smith, Frank (Syd) 
● Barrington, H.  (Syd) 
● Clark, F.M.  
● Cogill Bros  
● Smith, Frank (Syd) 
● Tracey, Dan   
● US Minstrels (Melb) Prod. J. Billin 
MORENI, Con   Incl. 
Con Moreni Snr [Snr] 
N/E N/E N/E N/E 
MORLEY, Arthur 
    & Elsie Bates  [EB] 
N/A N/A N/A N/A 
MURRAY, Slade 
  
N/A N/E ● Clark, F.M.  
● Cogill Bros  
● Hagan, Martyn (Syd) 
● Williamson/Garner & Musgrove  
        
 
● Bondi Aquarium (Syd) 
● Clark, F.M.  
● Cogill Bros  
● Hagan, Martyn (Syd) 
● Hazlewood, Alf M. - benefit 
● Murray, Slade - Gaiety Co / New  
      Lyric Co /Oxford Co /      
      Crusaders Co 
● Oriental Minstrels  
● Rickards, Harry   
● Up-To-Date Minstrel Co (Bris)  
● Williamson & Musgrove Panto Co         
PORTER, J.S. N/A ● Hiscocks, F.E. - Federal Minstrels 
 
● Florack, H  - Federal Minstrels Co 
● Fourth Annual IMPS matinee (Syd) 
● Hiscocks, F.E. - Federal Minstrels /  
      London Pavilion Co 
● Hiscocks & Friedman 
● Smith, Frank (Syd) 
● Solomon, John Co (Syd)  
● Barr, George Co 
● Bondi Aquarium (Syd) 
● Hiscocks, F.E. - London Pavilion  
       Co 
● Oriental Minstrel Co 
● Tracey, Dan  
● Smith, Frank (Syd) 
RAINFORD, T.H. 
    (Thomas) 
● Royal English Opera Co (Royal  
       Victoria Th, Syd) 
● Temperance Hall (Melb) 
 
NB: Rainford was with the Christy 
Minstrels. He toured Australia and New 
Zealand in 1862, and appeared with  
James Ellis (Ellis's Music Hall, Melb) and 
at the  Varieties (Melb) in 1868 
● Austin & Rainford's American Co 
● Hiscocks, F.E. - Federal Minstrels 
● New Masonic Hall Co (Syd) 
● J. C. Williamson 
● Anglo-Australian Combination 
● Chowder Bay Concerts (Syd) 
● 4th Annual IMPS Matinee (Syd) 
● MacMahon & Leitch Panto Co  
● Majeroni & Wilson Opera Co 
● HMS Pinafore Co (S of A, Syd) 
● Protestant Hall Co (Syd) 
● Williamson/Garner & Musgrove            
● Druids' Distressed Women and  
    Children benefit (Syd) 
● Popular Concerts (Mechanics Hall,   
     Syd) 
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RHODES, T. W.    
   (Walter) 
 
N/A N/A ● Cogill Bros  
● Rickards, Harry 
 
NB: Rhodes arrives in Australia in 1885 
● Bondi Aquarium (Syd) 
● Coogee Aquarium (Syd) 
● Rickards, Harry  
● Tracey, Dan  
● Up-To-Date Specialty Co (Bris) 
RICKARDS, Harry 
 
● Jackson, Enderby (London Star  
      Comique Co) 
● Rickards, Harry - Rickards'  
      London Star Comique Co 
 
NB: Rickards tours  the USA  c1874/75,  
       returning to the UK in 1875. 
N/A 
 
  NB: Rickards does not return to  Australia until  
          1885 
● Coogee Palace Aquarium (Syd) 
● Hiscocks, F.E. (Lse. New Opera  
      House, Syd) 
● Rickards, Harry - Rickards- 
     Leete Combo / Rickards' New  
     Comedy Co / New English &  
      Irish Comedy Co  
● Rickards & Cogill Bros Co  
● Solomon, John (Criterion Th, Syd) 
● Cogill Bros  
● Gordon's Elite Concerts & harbour  
      Excursions (Syd) 
● Rickards & Cogill Bros Co  
● Rickards, Harry - Tivoli Co /  
      New English & Irish Comedy  
      Co / New Musical Comedy Co 
● Tracey, Dan  
ROCKLEY, Wal 
    Incl. Alf Rockley  
    [AR]  
    (aka Rockley Bros) 
N/A N/A N/E ● Bondi Aquarium, Syd   
● Beverley, Frank (Her Majesty's  
      Opera House (Bris) [AR] 
● Holt, Bland - Dramatic Co   
● Grand Minstrel & Specialty Co 
● Smith, Frank (Syd)  
● Tracey, Dan Co  
ROWE, Amy 
 
 
 
● Bent & Bachelder's Co 
● Cottiers' Peoples Concerts  [MH 
 
● Clark & Ryman's Red Stockings  
       Co  
● Clark, F. M.  
● Grand Concert (Th Royal, Syd) 
● Lawton, Alf (A of M, Syd) 
● Smith, Frank (Syd) 
● Bondi Aquarium (Syd) 
● Murray, Slade - Crusaders Co 
● Smith, Frank (Syd) 
● St John, Percy (Bris/Qld)  
● Tracey, Dan 
● US Minstrels (Melb) Mngr. J. Billin 
ROX, Joe N/A N/A N/A N/A 
SADLER, Harry N/A N/A N/A N/A 
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ST JOHN, Percy 
 
N/A N/A ● Harry St Maur Co  ● Bondi Aquarium (Syd) 
● Murray, Slade - Gaiety Burlesque  
       Co  [as writer/perf] 
● Smith, J. S. (Gaiety Th, (Melb)  
       [Mngr. Harry Friedman] 
● St John, Percy - Gaiety Theatre  
       Co (Bris) 
● St John & Wilkinson Burlesque  
      Co (Bris)  
● Tracey, Dan  
SAUNDERS, Billy ● Hicks, C.B. (Georgia Minstrels) ● Cottiers Peoples Concerts (Syd) N/E ● Hicks, C.B. (Coloured Minstrels) 
● Smith, Frank (Syd) 
SHIPPS, THE  
    Edwin Shipp [ES] 
    Minnie Shipp (nee  
    Hope) [MS];  
 
    + Les Shipp [LS]  
    after c1905   
 
 
 
● Cottiers' Peoples Concerts  [MH 
● Smith, Frank (Syd)  [ES] 
● Williamson/Garner & Musgrove  
       Panto Co [MH] 
● Crystal Palace Hall Co, Syd. 
● 4th Annual IMPS Matinee (Syd) 
● Lawton, Alf Co (A of M, Syd) 
● Smith, Frank (Alhambra MH /  
       Royal Standard, Syd)  
● Stanfield & South (Drury Lane  
       Panto Co)  [MH] 
● Verdi's English Opera Co (Boccaccio  
       - opera) 
● Barr, George Co 
● Gibbons, George (Alhambra MH,  
       Syd) 
● Hickie, James B. (Her Majesty's,  
       Bris) 
● Tracey, Dan 
● Up-To-Date Specialty Co  
      (Herbert St John, Gaiety, Bris) 
SLAVIN, Art   & Lily  
    Thompson  
N/A N/A N/A N/A 
SPEED, W.H. (Billy) 
 
N/A N/A ● American Coloured Minstrels  
      Haymarket, Syd) Mngr. Tom Sawkins 
● Hicks-Sawyer Minstrels 
● American Coloured Minstrels  
      Haymarket, Syd) Mngr. Tom Sawkins 
● Clark, F.M.  
● Hicks, C.B. - Dramatic & Minstrel  
       Co 
● Rickards, Harry  
● Tracey, Dan   
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STANFIELD, D'Arcy     
    [DS] & Eva  
    Clements [EC] 
 
 
 
 
 
 
 
N/A ● Lewis, G.B. - Panto Co (Melb) 
● Marshall, Fred - Comedy Co [DS] -  
         Lse. W. J. Wilson 
● Majeroni, E. - Operatic Co  [DS] 
● Olympic Comedy & Burlesque Co  
       (Syd) - Mngr. Davis & Raphael 
● Raphael, M.L. (Olympic Theatre  
      (Syd) [DS] 
● Royal Comedy Co 
● Smith, Frank (Syd) 
● Stanfield's Burlesque Co 
● Stanfield & Dark's Burlesque Co 
● Stanfield & McCallum's  
       Burlesque Co 
● Stanfield & South's Drury Lane  
       Panto Co 
● Williamson/Garner & Musgrove  
        Dramatic Co  
● Stanfield & Wallace Panto Co  
      (Gaiety, Bris) 
● Williamson & Musgrove Panto Co  
      
  TAUCHERT, Ida:     
    see Jack Kearns  
 
TRACEY, Dan 
 
N/A ● Emerson, Billy (USA and UK) ● Cogill Bros 
● Emerson, Billy - Minstrel Co 
● Hugos' Buffalo Minstrels 
● Hugos' Buffalo Minstrels 
● Rickards, Harry 
● Tracey, Dan - Minstrels &  
       Specialty Co 
● Tracey & Adson Minstrels 
● Tracey & Fanning  
THOMPSON, Lilly: see Art  
    Slavin  
 
VERNE, Priscilla  
    + Tom Armstrong  
       [TA] 
N/A N/A ● Hugo's Buffalo Minstrels 
 
● Barrington, Harry (Syd) 
● Hugo's Buffalo Minstrels 
● People's Concerts  (Melb) 
● Rickards, Harry 
● Smith, Frank 
● St John, Percy- Gaiety Theatre Co 
● Tracey, Dan  
● World Star GaietyCo 
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WALSH, & KING 
    James R. Walsh [JW]; 
    William (Billy) King  
    [WK] 
 
NB: Billy King dies 1888 
 ● Smith, Frank (SJB Pav, Syd) [WK] ● Clark, F.M.  
● Darlinghurst Hall Co (Syd)  [JW]  
      Mngr.  Martyn Hagan 
● Emerson, Billy - Minstrel Co  
● Sheridan, John F. Comedy Co  
● Smith, Frank (Syd)  
● Walsh & King's Standard Co 
● Representative Metropolitan Co 
WARNER, W.B. 
 
N/A ● Hudson, Tommy - Surprise Party Co ● Clark, F.M.  
● Dunbar's Musical Bouquet Co 
● Hiscocks, F.E. - Federal Minstrels   
● Royal Aquarium, Bondi (Syd) 
● Smith, Frank (Syd) 
● Walsh & King's Minstrel Co   
● Warner, W.B. - Burlesque &  
       Minstrel Co 
● Williamson/Garner/Musgrove Co 
● Bondi Aquarium, Syd 
● Coogee Palace Aquarium (Syd) 
● Grand Minstrel & Specialty Co  
       (Syd) 
● Hazlewood, Alf M. - benefit 
● Hicks, C.B. - Coloured Minstrels 
● Hiscocks' American & English Co 
● Hiscocks & MacMahon  
      (Exhibition Building, Syd) 
● Tracey, Dan  
● Walshe, Ralph - Novelty Co 
● Warner, W.B. - Brilliants Co 
● World Star Gaiety Co (Bris) Mngr - 
       Alf. M. Hazlewood 
WARTON, Les N/A N/A N/A N/A 
WHITBURN, Will N/A N/E ● Clark, F.M. 
● Peoples' Concerts (Melb)  
● Clark, F.M. 
● Cogill Bros 
● US Minstrels (Melb) Mngr. J. Billin 
YORK, Frank 
 
N/A ● Hiscocks, F.E. - Federal Minstrels 
● New Masonic Hall Co (Syd) 
 
● Barr, George (Haymarket, Syd) 
● Cottiers' Peoples Concerts (Syd) 
● Dampier & Grant Panto Co  
● Florack, H. - Federal Minstrels Co 
● Hiscocks. F.E. - Federal Minstrels 
● Lawton, Alf (Syd) 
● People's Concerts (Protestant Hall,  
       Syd) 
● Royal Aquarium, Bondi (Syd) 
● P. Walsh (Haymarket MH (Syd) 
● York & Carroll's Minstrel Co 
● Alhambra MH Co (Syd) 
● Bondi Aquarium (Syd) 
● Elite Minstrel Co (Royal Standard,  
      Syd)  Lse. J.E. Craswell 
● Empire Minstrels (Syd) 
● Fanning, Charles - Concert Co 
● Tracey, Dan  
● Walshe, Ralph - Novelty Co 
● York & Jones Empire Minstrels 
        (Bris) 
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 Although American burlesque had effectively separated from the British version by the 
late 1860s, it still shared several key stylistic elements. Perhaps most obvious was the high 
proportion of music which invariably consisted of "arrangements of songs and incidental music 
to underscore the action or for comic effect" (Sadie 4: 633).  Operatic burlesques, which found 
much appeal in Australia during the 1870s and 1880s, and particularly those which later 
parodied the works of Gilbert and Sullivan, would invariably appropriate the original music, 
accompanied by new lyrics, newly-named characters, and with spoofs on the original characters 
or sometimes on well-known or local identities. James Spurrier's research into the origins of the 
American musical suggests that as with the pastiche genre, the techniques of incorporating 
songs into the text of the American burlesque "were techniques of convenience… they did 
nothing to advance the plot." In similar fashion to later writers of Australian revusical, the 
creators of nineteenth century American burlesque
111
  made "little attempt to justify the dialogue 
sections within the dramatic section, not to mention song justification… the script itself was in a 
state of constant flux" (48-9).  
 
Along with burlesque the farce was possibly the most anticipated part of a minstrel 
evening for audiences of the 1880s and 1890s. A form of comedy perhaps best described as 
slapstick parody, whereby "laughter is brought about though the horseplay and bodily assaults 
contrived out of highly improbably situations" (Hartnoll 272), the farce had become by the late 
1850s the standard closing act of the now formalized minstrel show (Toll 57). These short 
comedies, rarely lasting more than 20 minutes, ranged in topics from "serio-comico-tragico-
melodramatical negro" versions of Macbeth to those that lampooned current events or 
entertainment hits (Toll 56). Though based around ridiculous scenarios, the farce was required 
to retain fundamental human sensibilities even if depicting the grosser aspects of human nature. 
While American farces tended to feature African-American, low comedy types, with their 
malaprop-laden dialect and American settings (Toll 57), Australian farces looked to any number 
of sources for inspiration. It was not uncommon to see spoofs on Shakespeare (Shakespeare in 
Fifteen Minutes) or children's stories (Sinbad in Fifteen Minutes) being staged by Australian 
minstrel companies as their afterpiece. It is also not surprising to see the farce, or the premises 
behind farcical material, being converted into other forms of popular culture entertainment like 
the revusical. One can see, too, the influence of the farce in later musical sketches like 
Shakespeare Mad (1916) and A Potted Version of Shakespeare's Plays in Song (1917).
112
  One 
clear distinction between the farce, however, was that they tended to end in hysterical mayhem - 
complete with cream pies, a flurry of inflated bladders and simulated fireworks explosions that 
                                                          
111    As distinct from the American burlesque genre popularised from around 1910 onwards. 
112    See Appendix C for further details. 
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"literally closed the show with a bang" (Toll 57). George Willoughby, writing to the Theatre in 
1915, provides some additional insights into the farce based on his experiences as both an actor 
and producer. In an article titled "Farce and Farce-Acting" he writes: 
What differentiates farce from serious drama and high-comedy of the best type is just this – 
that in farce the plot, the situations, and the incidents are the controlling factors. The 
characters, however well they may be drawn, are subordinated more or less rigorously to 
the necessities of the plot… [and that] scenery is reduced to a minimum… There is 
necessarily a rapidity of action in Farces which makes incumbent the strictest stage 
oversight… In farce there is [also] a tendency to tear a passion to tatters and to heighten 
comic effect unduly. This is away from the purpose of playing, and invariably disturbs the 
symmetry of a well-constructed scene. "Team" acting in farce is imperative, if the best 
results are to be achieved. Contrasts of character play an important part in it; and obviously 
so that each type receives its proper value (47-8). 
 
 
Somewhat similar to the farce was the first part finale, a portion of the show which usually 
contained a central theme, and sometimes a narrative foundation, and invariably featured 
humour (although rarely in the farcical comedy vein). The finale served as a pre-intermission 
climax, being a song and dance performance staged by several or all of the performers taking 
part in the minstrel circle. The titles of some finales presented during the late 1890s by the 
People's Concerts (Melbourne) were, for example:  "Dancing Statues" (1897-1899), "Is 
Marriage a Failure?" (1897-1898); "Shine On" (1897-1898) and "The Telephones" (1899). The 
similarities between each of these genres can be seen by the fact that some finales are known to 
have been adapted into, or conversely from, farces, while there are believed to have been links 
between a number of popular nineteenth century finales and twentieth century revusicals (see 
Chapter Four). The finale often involved a tableau, as for example, occurred in the patriotic 
piece "The English Speaking Race against the World."  In this instance, advertising in the Age 
indicates a "brilliant limelight tableaux."
113
   
 
Charles Norman has proposed that the farce (or afterpiece) served both a structural and a 
format function. In the first instance "to have been a makeshift for resetting the stage for [the] 
finale" and in the second instance as means of gathering together all the performers who [had] 
been seen over the night's entertainment" (12). A survey of reviews over the period under 
investigation invites consideration of a simpler explanation. They were opportunities for 
excessive and climactic humour. The Theatre records as late as 1913 that the farce section of 
shows put on at the Alhambra, Princess and Bridge Theatres in Sydney was the biggest 
drawcard. "The audiences revel in them," writes the critic. In reviewing one such production, "A 
Judge for a Day," he or she describes it as "a prolonged 30 minutes shriek of laughter" 
("Vaudeville Farces" 33). The appeal of farce might be said to lie in its interplay between 
absurdity and incongruity. Paul McGhee, in his study of the origins and development in humour, 
                                                          
113    People's Concerts (Temperance Hall, Melb). See the Age 6 May (1899), 12. 
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argues in this respect that humour can be distinguished by two forms. One is characterised by 
intellectual incongruity (which expands existing knowledge). According to McGhee this type 
falls within the category of "serious" humour. The other type involves consideration of events or 
relationships that are known to be impossible or improbable - and therefore involves elements of 
fantasy (42-3). As a form of "ludicrous" or "ridiculous" humour, the farce is "a higher order 
concept," because it produces laughter responses from incongruity, absurdity and exaggeration 
(McGhee 7). The degree to which it appeals therefore relies on a mix of social, motivational and 
other psychodynamic factors which add to or modify the humour experience in relation to the 
level of social relevance. Thus it is not surprising to find in the Australian-produced farce much 
subject matter involving local identities (often of a higher social position) and contemporary 
events. Humour of a farcical nature could focus on any recent issue - George Sorlie and 
company presented a farce at the Princess Theatre in 1913, for example, that satirised a recent 
smallpox scare ("Topical Farce" 33). Often, however, they simply opened up opportunities for 
fantasy, as with A Lord for a Night or A Millionaire for a Night (see Appendix C). 
 
 Arguably the most successful writer/producer of Australian farces and burlesques 
between the 1870s and mid-1890s was the minstrel comic William Horace Bent (more often 
billed as W. Horace Bent, but known to his friends as Billy). Bent's original productions, which 
were frequently revived, included topical and political subjects (New Guinea Annexed, 1884; 
and Refused for the Sudan, 1885), farcical absurdities (Pneumatic Eradicator, 1891) and spoofs 
on classic stories (i.e. Robbery over Arms, 1895). His appeal as both comic and writer has been 
attributed to a combination of his educated background and somewhat quirky nature. Harry Clay 
believed "Australians [would] never again see his equal," further noting that "he was the greatest 
nigger comedian the world has had, and absolutely the funniest 'blank' ever born" ("Performers 
of Today" 25). While much of Bent's early career remains unclear, the earliest record of his 
appearance found to date is at Christmas 1866 when he opened with the Christy's Minstrels in 
Melbourne's. Even then advertising records that it was his first appearance in the Victorian 
capital in three years (Argus 24 Dec. 1866, 8). Bent's name has next been identified headlining 
Bachelder's Colossean Pantoscope Combination at the Sydney School of Arts in 1873. Having 
established a successful career on the local stage, he then spent upwards of a year touring the 
United States in the lead up to the 1876 Philadelphia Exhibition.
114
 Back in Australia by early 
1977 Bent immediately commanded headline status with any company which engaged him. One 
of the earliest engagements was a season in Melbourne with the US Minstrels (St George's Hall, 
7 Apr.). Around 1882 he rejoined forces with R. G. Bachelder to tour their own Anglo-
American Christy's Minstrels, a move that served to heighten his already considerable 
                                                          
114     All aspects of W. H. Bent's career referred to in this chapter are referenced in his biography tabled in Appendix D. 
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reputation. By then no show was complete without one of his stirring lectures - "The 
Reminiscences of a Raw Correspondent," "The Comic Discourse: An Analysis of a Nursery 
Rhyme," "History of England" and "What is Art?" for example. Similarly, Bent's presence in 
sketches and the afterpiece was constantly demanded. He presided over dozens of original and 
"screamingly funny" burlesque adaptations of operas such as Maritana (Wallace), The 
Bohemian Girl (Balfe) and an Indian drama burlesque called Yellow Novel Heroes; Or, Life on 
the Plains, leading one critic to pronounce that although Bent's talent as a comedian had been 
proved in Sydney before "it never appeared with such pronounced affect as in an absurd sketch 
called He is Dead" (Sydney Morning Herald  2 Mar. 1882, 6). 
 
 
______________________ 
 
Above 
Bachelder's Colossean Pantoscope Co 
Sydney Morning Herald 29 Sept. (1873), 4. 
 
Right 
Bent and Bachelder's Anglo-American Co 
Sydney Morning Herald 11 Mar. (1882), 2. 
 
 
 
 
 Alongside Bent in that troupe were several performers who would also make up the core 
unit of Hiscocks' Federal Minstrels, arguably the most popular Australian minstrel troupe of all 
time. These performers were Beaumont Read, Sam Keenan, and William Ball. Another star of 
the period to appear with Bent and Bachelder was premiere female double-voiced vocalist and 
variety actress, Amy Rowe (whose specialty was a soprano voice equally adept at singing in the 
tenor range). While it's not yet clear how long the Bent and Bachelder troupe had been together, 
by 1883 Bent had moved on to form an association with F. E. Hiscock's, an engagement that 
only served to heighten his reputation and star status around Australia. His emergence in the 
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early 1880s as the country's leading talent was timely in that the industry had only recently 
begun to feel the impact of several new and noteworthy US touring minstrel companies - 
perhaps the most successful being that led by Afro-American manager, Charles B. Hicks and his 
New Georgia Minstrels in 1877.
115
  It is not surprising then that a clustering of Australian-based 
several entrepreneurs also began to emerge around this time - most likely in response to 
opportunities then available through the expanding market and the increasing interest in variety 
entertainment brought about by top level touring companies.  
 
While neither the farce or burlesque nor any of their closely related variety genres were 
new to the Australian stage of the 1880s, it was the return to Australia in 1885 of Irish-born but 
American-raised minstrel star Billy Emerson
116
 that was to have perhaps the most profound 
impact on variety theatre at the time. This was due not just to the quality of his entertainment 
package, but as will be demonstrated shortly, was also because his professionalism and expertise 
played such an influential role on the future careers of the new generation of Australian-based 
minstrel artists and writers. Emerson (born William Emerson Redmond in Belfast in 1846) is 
believed to have started his professional stage career in 1857 with Joe Sweeney's Washington-
based minstrel troupe. Between 1860 and 1870 he worked for numerous companies (including 
Warden's Minstrels, Kunkell's Nightingale Minstrels and Newcombe's Minstrels) before moving 
to San Francisco where he set up his own company ("King of Minstreldom" 303). Over the next 
decade Emerson established himself as arguably the leading minstrel manager/performer in that 
city, a position he also cemented through his close association with impresario Thomas Maguire 
(Bordman 230). During the 1880s he made a number of tours through America and overseas, 
including England, Europe and Australia.
117
  
 
From their opening night at Sydney's Gaiety Theatre on Monday 13 April 1885, 
Emerson's Minstrels raised the expectations of local audiences and put pressure on local writers 
and producers of burlesque and farce to match their standard of excellence. Included in the 
troupe were Charles W. and Harry P. Cogill (who wrote much of the company's burlesque and 
farce material), Alf Holland, Dan Tracey, James R. Walsh and William J. King. All but Alf 
Holland later formed their own Australian-based minstrel companies, employing many hundreds 
of local artists over the next decade or more. Holland, who remained primarily a minstrel artist, 
                                                          
115      Richard Waterhouse provides an in-depth survey of Charles B. Hicks in "Antipodean Odyssey: Charles B. Hicks and the 
New Georgia Minstrels in Australia, 1877-1880" (1986).   
116      Emerson first toured Australia around 1873-74 with his California Minstrels. See for example the School of Arts (Syd;  20 
Dec. 1873 - c1874); and St George's Hall (Melb; 2 Aug. - 8 Nov.); and School of Arts (Syd; 15 Nov. onwards).  
117     One of Billy Emerson's stories (the truth of which cannot be established) tells of his time in Germany at a time when 
minstrelsy was new that country. According to Emerson  the Germans were under the impression that his company comprised 
"real American Negroes." When a curious audience member made his way backstage and saw the troupe blacking up a furor 
erupted. Believing they had been duped by imposters, the audience became angry enough that the troupe was forced to cancel 
their tour and leave the country ("King of Minstreldom" 303).  
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was associated with many of the more significant late nineteenth century minstrel companies, 
and indeed he continued to work in the variety industry as a leading practitioner right up into the 
second decade of the twentieth century. In his later career he also became an integral part of 
Harry Clay's Sydney operations.  
 
Billy Emerson's arrival in Sydney saw him go head to head with Hiscocks' Federal 
Minstrels (Academy of Music) and Frank Smith (Alhambra Music Hall), the result being that 
audiences for any of these city shows were treated to high value entertainment packages. This 
was effectively a new era of commercial rivalry for Australian minstrelsy, with Sydney and 
Melbourne becoming more or less permanent bases for several top-end managements. As a 
consequence these organisations began to devise new competitive strategies to keep themselves 
in the market.  While Emerson still followed the typical minstrel format, with himself in the 
cornerman role of tambo (opposite Charles Cogill on bones) and with Alf Holland attempting to 
control proceedings as interlocutor, the difference between his 1870s' offerings and this new 
troupe lay in the quality and vitality of the afterpiece entertainments. Each show typically ended 
with a farce, a comical musical sketch or a burlesque. Despite being an imported troupe, the 
economic practicality of touring a minstrels show meant that many of the supporting/chorus 
performers were locally engaged. The Bulletin refers to this in its April 25 edition, when it 
notes: "some local talent has been secured, for we remember Gordon's well-remembered face 
among the 'crush.' Burnt cork is no disguise to him" (9).  
 
 
Billy Emerson 
Bulletin 15 Aug. (1885), 22. 
(Courtesy of the Fryer Library, U of Qld) 
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F. E. (Fred) Hiscocks' response to Emerson's second tour of Australia, at a time when the 
growth of the local industry was increasing at a rate not experienced since the late 1850s and 
early 1860s, was not surprisingly to try and out do his imported celebrity opposition. In part this 
was achieved by having engaged during the previous year several highly-motivated and original 
Australian-based performers, and as a consequence he now had during this critical period the 
most popular Federal Minstrel line-up in the troupe's history. Hiscocks' managerial expertise had 
been honed while running several previous companies - notably Hiscocks' and [Dave] Hayman's 
Mammoth Minstrels (c1879) and Hiscocks' and [J.] Allison's Minstrels (c1882). It was only 
when he struck out on his own, however, that he established his credentials as the industry's 
leading figure. While it is true that Hiscocks established his early reputation with the Federal 
Minstrels on the strength of experienced overseas performers, including Alf Lawton, George 
Turner, J. S. Whitworth, Louis Braham, E. Amery, and briefly writer and actor Harry W. Emmet 
(c1883 only), his later line-up could be regarded as essentially Australian-based. By 1885, 
following the departure of Lawton, Emmet and Whitworth, the troupe's original stalwarts (Bent, 
Braham, Amery and Turner) were joined by three of Bent's former minstrel compatriots in the 
Bent and Bachelder Company - J. S. Porter, Beaumont Read and Sam Keenan. Around the same 
time several other performers also joined the company - these being Harry Carroll, William 
Ball, Alf Moynham, W. B. Warner and Nicholas La Feuillade (an ex-Christy's Minstrels and 
Harry Rickards music director). Each of these men was to become a major celebrity in their day 
and effectively raised the standard for local performers to new levels. While Nick La Feuillade 
later switched camps, joining the Cogill Brothers Minstrels around 1887, most of the initial 
company remained together for a number of years. On the basis of comments in reviews it 
would appear that Read and Keenan stood out from the rest. Certainly they were able to 
maintain long-term and high profile careers in Australia from this point on. Read's abilities as a 
singer in particular led Harry Clay to propose in 1914: "If [he] were alive today he would send 
[people] crazy. There are many alto voices, certainly, but his was the only one of a kind ever 
heard in Australia… Except for a few comedians the performers of the present time - in minstrel 
work and vaudeville I mean - are not to be compared with [such] men" ("Performers" 25). 
 
The combination of astute entrepreneurial ability and the strongest minstrel line-up in the 
country put Fred Hiscocks' in the position of being able to engage Harry Rickards' company 
fresh out of England in 1885. During the same period he set about establishing a stronghold in 
Melbourne through his lease of the Victoria Hall, and by early 1886 had also taken up the lease 
of Brisbane's Academy of Music - where he presented the Federal Minstrels during the course of 
each year. Although Emerson's Minstrels had by July 1885 moved to Melbourne Hiscocks was 
not allowed to rest on his laurels in Sydney, and thus in an effort to keep the momentum from 
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slowing he arranged for Leon and Cushman's Combination to join forces with his Federal 
Minstrels. The result was a series of burlesque (beginning with Ill-Fed Dora; 17 Aug.) that 
secured sold out shows throughout the brief season these two companies put on together. Even 
after that experiment paid off, the Federals continued to keep the standard high both in Sydney 
and Melbourne, staging such hits as The Brigands Mixed up by a Private Secretary, Lone Grin 
and their Christmas burlesque extravaganza, Harlequin Black 'Hide' Susan and Her Plain Bill 
(Syd). The Federal Minstrels' widespread popularity meant that Hiscocks could not keep them 
tied up in one location, although the troupe's Sydney engagements were invariably the longest. 
He therefore supplemented his long term leases on venues in that city with free-floating seasons 
in other capital cities - notably Brisbane and Melbourne. Hiscocks also presented brief seasons 
of quality popular culture entertainment as a substitute when to the Federal Minstrels while they 
were away from Sydney. One particularly successful season of alternative entertainment 
occurred in 1888 when Hiscocks secured the services of Rose Clifford's Bohemian Musical 
Comedy Company (at that time Clifford's troupe comprised two local artists whose names 
would soon become well-known to variety audiences around the country - Martyn Hagan and 
Johnny Cowan).  
 
 
 
Hiscocks Federal Minstrels 
Sydney Morning Herald 14 Mar. (1885), 2.   
 
 
Hiscocks Federal Minstrels 
  Brisbane Courier 14 May (1886), 1. 
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 Hiscocks' principal competitor in Sydney during the mid-1880s was Frank Smith, a 
Sydney-based businessman and entrepreneur who had quickly built his reputation as a supporter 
of local talent through his operations at the Alhambra Music Hall and Sir Joseph Banks Pavilion 
and Pleasure Grounds at Botany (weekend entertainment only). Smith's line-ups, although less 
stable than the Federal Minstrels', nevertheless maintained a level of consistency that allowed 
him to establish his credentials as one of the city's leading, if not more colourful, variety 
industry identities. Smith was also well-known as a sporting promoter, with his Botany Gift 
sprint a particular highlight in Sydney's athletic community's calendar. As with Hiscocks, 
Smith's entertainment policy changed over the course of the 1880s, so that he began to aspire to 
a higher quality programme, and hence attract a more refined class of customers. It appears that 
by around 1887, some two years before Hiscocks, he too began to offer more vaudeville-style 
turns (singing and specialty acts) and less minstrelsy stables - burlesque and farce. Smith's daily 
advertisements placed in the Sydney Morning Herald from that year onwards indicate that such 
performances were being staged at the Alhambra on a more infrequent basis. Evidence of this 
shift in production values can be seen in occasional references made by theatre critics. In an 
1889 review of the current offering at Sydney's two leading music halls, a Herald theatre scribe 
compares Smith's Alhambra operations with that of Herman Florack's Federal Minstrels, then 
playing at the Haymarket Music Hall:
118
 
Four years of unabated success is a record which few entertainments can lay claim to, but 
with truth it may be applied to the entertainment provided at the Alhambra… the programme 
is invariably well arranged and bristles with good points… In a less ostentatious, though 
equally successful, way, the Federal Minstrels hold the Haymarket Music Hall ("Music 
Halls" 8). 
 
The changes in Smith's programming may not have been just about trying to build a better class 
of clientele. Indeed they may in part have been due to the very nature of his operations, which 
were never dependent on a fixed troupe of performers as was the case with Hiscocks' Federal 
Minstrels. Because burlesque and farce depended on performers who could feed instinctively off 
each other during the frequent bouts of improvisation, they were best staged by troupes with a 
highly developed (intimate) knowledge of, and trust, in each other's stage craft. Smith's 
company could not compete at the same level as those of Hiscocks and Emerson, so in keeping 
with the principles of competitive practice he kept such productions at the Alhambra to a 
minimum. Nevertheless, he was first and foremost a businessman and so the profit potential of 
burlesque could not to be entirely overlooked. Smith continued to maintain some connection 
with that market by putting on limited seasons of minstrelsy, farce and burlesque at the Royal 
                                                          
118   There was no connection between Florack's Federal Minstrels and F. E. Federal Minstrels, apart from the appearance in both 
troupes of several leading performers - Beaumont Read, George Turner, Charles Holly and Frank York. See Clay Djubal. "Harry 
Clay and Clay's Vaudeville Company 1865-1930" (1998) regarding the public spat between Hiscocks and Florack after the 
former manager accused Florack of illegally using the name Federal Minstrels (48-51).  
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Standard Theatre (situated just down the road from the Alhambra). One of the feature 
entertainments engaged by Smith at the Royal Standard in 1888, for example, was D'Arcy 
Stanfield's Burlesque Company. The troupe included around that time, Fred Dark (ex-Harry 
Rickards), the Castles Family (including a young Amy Castles), Amy Horton (later of Amy 
Horton Dramatic Co) and Bert Royle (who would become one of J. C. Williamson's chief 
pantomime writers during the 1890s). The company's burlesques included Black-Eyed Susan (a 
standard on the Australian burlesque stage). Camaralzaman, written by Stanfield and H. R. Duff 
(12 May), is reported to have identified numerous local issues, particularly anti-Chinese 
sentiment, as well as spoofing George Rignold's characterisation of Mephistopheles from the 
Faust production then being staged at His Majesty's Theatre.  
 
Frank Smith's Alhambra Company (1884) 
Company includes: Harry Barrington, Johnny Gilmore and Ted Shipp.119 
[Courtesy of the Mitchell Library, State Library of NSW] 
   
 
 Although Frank Smith's Alhambra company did not have as much influence on the 
development of burlesque and farce during that period, his historical position is nevertheless 
significant. In large part this is due to the employment opportunities he provided for many 
hundreds of local performers each year. His impact on the industry was to help establish a key 
network facility that perhaps even surpassed that Hiscocks. Indeed, Smith's regular and 
                                                          
119     For further details concerning Frank Smith's operations between 1884 and 1887 see Clay Djubal "Harry Clay and Clay's 
Vaudeville Company 1865-1930" (1998), Chapter 1.  
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extensive advertisements in the Sydney Morning Herald indicate that he engaged just about 
every high profile Australian-based performer of the 1880s and early 1890s - including close to 
half of those entered into this dissertation's chronology, including William Horace Bent, Harry 
Barrington, Harry Clay,  Charlie Fanning and Maud Fanning, Wal Cottier and Amy Blackie, 
Delohery Craydon and Holland, Johnny Gilmore, Martyn Hagan and Lucy Fraser, Sam Keenan, 
the Leopolds, Harry Leston, Johnny Matlock, J. S. Porter, the Rockley Brothers, Amy Rowe, 
Billy Saunders, Edwin and Minnie Shipp, D'Arcy Stanfield, Walsh and King, and W. B. 
Warner. 
 
 Smith and Hiscocks were by no means the only operators to support the local industry and 
hence act as facilitators for the variety network and the production of minstrels farce during the 
1880s. In Sydney, beginning around 1884 Wal Cottier and his family began supplying regular 
Saturday and Monday evening concerts at the city's Protestant Hall. Cottier's People's Concerts, 
run along similar lines to the People's Concerts in Melbourne, which had by then been operating 
almost continuously since the mid-1850s (Age 27 Mar. 1897, 12), rarely failed to incorporate a 
farce into their bills. Both the Melbourne and Sydney concerts, although only Saturday and 
Monday entertainments, nevertheless provided additional high profile opportunities for 
practitioners (both established and emerging) to access income and/or further their reputations. 
As the accompanying chronology indicates, the Cottiers played a key role in the industry, not at 
the upper level market place, but as a professional entry point for emerging talent. Cottiers' 
People's Concerts and their Melbourne counterparts were themselves just two of many low-
industry level variety organisations operating at this level, although in their respective cities they 
were certainly the most high profile. Of the family, Walter C. Cottier and his wife Amy Blackie 
carved out the longest careers. Surprisingly, although having worked for such organisations as 
Alfred Dampier, Tommy Hudson's Surprise Party, Frank Smith and Williamson Garner and 
Musgrove, it was not until 1900 that Wal Cottier first appeared on the bill of a Harry Rickards 
show (this being at Sydney's Palace Theatre on 6 Jan.).  
 
Despite not being regarded as a brilliant entertainer, Cottier was nevertheless held in 
high esteem as an arranger and producer and for his all-round knowledge of the stage. His 
significance as an industry practitioner can be seen too in the fact that he became a prominent 
link between the pre-1900 industry and the period in which the revusical began to develop. This 
link was also kept in the family, since he was the father-in-law of Victor Prince, a variety star of 
the post-WWI era who came to prominence both as a foil for Rickards' star, Charles Zoli, and as 
revusical writer/producer in his own right (working largely for the Fullers). 
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Wal C. Cottier 
"The oldest Australian Vaudeville Comedian still  
chasing dull care away."  
Australian Variety and Show World 13 Sept. (1916), 2. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
 
Cottier's People's Concerts 
Sydney Morning Herald 26 Dec. (1885), 2. 
 
 Frank Smith and F. E. Hiscocks had at least four other main competitors rivals during the 
latter part of the 1880s - Harry Rickards, Dan Tracey (from c1890 onwards), Frank Clark and 
the Cogill Brothers. For the most part, however, these rival entrepreneurs worked their business 
in such a way that any direct competition with Smith (Sydney) and Hiscocks (Sydney, 
Melbourne and Brisbane etc) or with each other was not sustained for too long a time. 
Interestingly, although Harry Rickards' name becomes associated with Australia in a major way 
during this era, he was perhaps a lesser threat to all concerned until 1892. Not only was Rickards 
working without a stable and established base (his company was still essentially itinerant), but 
he was only a minor player in terms of farce and burlesque - at that time still the most appealing 
variety genres for the popular culture audience. The first of these other entrepreneurs to match 
Fred Hiscocks were in fact Charles William and Harry Payon Cogill.  
 
 Along with Horace Bent, the Cogill brothers appear to have produced week in and week 
out some of the most popular burlesques and farces of the late 1880s and early to mid-1890s. 
Their output of original farces, known to have included the often revived Outwitted (1885) and 
Melbourne's Salvage Corps (1890), was likely to have been considerable, although an exact 
number is hard to establish due to the lack of writing credits attributed them. Advertisements 
and reviews throughout their time with Emerson's Minstrels and during the first decade of 
operations as Cogills Minstrels, however, consistently heralded them as among the major 
contributors of mirth in any company, and they certainly established themselves in the top 
echelon of performer/managers of that period. Their reputations were such that on several 
occasions they worked in partnership with both Harry Rickards and F. M. Clark, while also 
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finding engagements with J. C. Williamson. Subsequent to their twenty years of activity in 
Australia the Cogills also built up an impressive list of performers to have played under their 
management, with most of the top level Australian-based variety artists having been with them 
at some stage, including many of those included in this chapter's chronology. Of these Ted 
Holland, the Bovis Brothers, Alf Lawton, Charles Fanning, George A. Jones, Slade Murray, Dan 
Tracey and Frank York all went on to operate their own minstrel and burlesque companies at 
some stage.  It is apparent that despite their popularity the Cogills were not yet in the same 
managerial league as Harry Rickards and F. E. Hiscocks, a situation indicated by the fact that 
they were declared bankrupt by Melbourne's Court of Insolvency in 1890 (Argus 31 May 1890, 
6). While an unfortunate situation, the bankruptcy was only a temporary setback, as the brothers 
continued to find engagements with other companies. By 1892 both men had returned to 
entrepreneurial activity.  
 
 
 
Charles Bovis 
Theatre: An Illustrated Monthly 1 Aug. (1906), 22. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
Billy Bovis 
Theatre: An Illustrated Monthly 1 Aug. (1906), 5. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 The Cogills were typical of literally dozens of stars who came to tour Australia from the 
1870s onwards and remained in the country long after their original companies had either 
returned or disbanded. Many of these expatriates never returned to their home country. The 
names J. S. Porter, Louis Brahm, Beaumont Read and Harry Carroll, for example, may have 
long since disappeared from public recognition, but in their time all were celebrities who made 
the antipodes their home, and as a consequence their presence helped form the backbone of the 
future industry.  
 
 Two other stars of Australian variety from this era, Johnny Matlock and Sam Keenan, 
arrived here in 1877 with Charles B. Hicks' Georgia Minstrels and stayed after Hicks left two 
years later.
120
 As the accompanying chronology also demonstrates, both performers maintained 
                                                          
120     For additional details on the life and career of J. R. Matlock see Appendix D. 
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careers on the Australian stage right through into the 1890s, with Matlock still performing after 
1900. Regarded as a fine baritone Matlock also specialised as a black-faced cornerman and 
minstrel comic - equally adept at burlesque and farce. Keenan, endowed with a mouth that one 
of the Bulletin's critics ("Sundry Shows") described as "the most striking feature of the show" 
(29 Aug. 1885, 9) was also skilled in the same departments - although better known for his 
comedic acting than singing voice. Sam Keenan is also one of a quartet singled out by Harry 
Clay in his 1914 Theatre magazine interview as the greatest-ever combination of minstrel 
comics to appear together on the Australian stage ("Performers" 25).   
 
Another specialist writer and producer of farce and burlesque during this era, in addition 
to being a popular comic songwriter, was Frank M. Clark. Emerging as a top level contender 
even before Frank Smith and possibly Fred Hiscocks, Clark's output of farce and burlesque 
productions as a writer, let alone as producer, was considerable during the 1880s and 1890s. 
Famous for his Red Stockings and Silk Stockings companies, he was Hiscocks' principal rival in 
Melbourne and Sydney, with each entrepreneur establishing quite strong connections in those 
two cities. As with his rivals during this era Clark's various companies read like a Who's Who of 
Australian variety. Advertising in the Age during 1891 indicates, for example, that his New 
Folly Company consisted of some 100 artists, including "fifty handsome ladies" (28 Feb. 1891, 
12). Among his most famous engagements were Australian comic Will Whitburn and African-
American celebrities Charles Pope and Irving Sayles (all three of whom shortly afterwards 
became stalwarts of the Rickards company, and who remained in the country for many years). 
He also engaged American acrobatic comedians and farce writers Franks and Marion, 
singer/sketch artists Priscilla Verne, and numerous performers entered in the thesis chronology, 
notably Horace Bent, Slade Murray, Johnny Matlock, Charles Fanning, Alf Lawton, and 
Delohery, Craydon and Holland. Indeed, so confident was Clark in his position by 1892 that 
several managerial notices published in the daily newspapers saw him declare himself "the 
premiere vaudeville manager in Australia" (Age 15 Feb. 1892, 8).  
 
Although an all-round entertainer, an aspect required of most Australian minstrel 
performers, Clark nevertheless specialised in rendering comic songs and writing outlandish 
farces. Among his most popular songs were some written by Lance Lenton ("The Push," a 
parody on "The Soldier," and "Maggie Murphy's House"), his great Melbourne success "At the 
Football Match," and "I Say Mike." His original works also include the farces: Fracas (1885), 
Hot Night in Balmain (1889), Wearing the Trousers (1898) along with several works staged in 
1905, Marconi Outdone, Our State School and On the Tiles, with the last one sub-titled, "Or, A 
Hot Night in Waterloo." One of the most popular of Clark's original farces, first known to have 
been staged in Australia in 1886, was Muldoon's Picnic. It was revived many times over the 
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years by Clark as well as by other companies, notably the Cogills (1887) and Delohery, Craydon 
and Holland (1895). One particularly popular burlesque produced by Clark, was Horace Bent's 
A Trip to Manly; Or, The Soapboilers' Picnic (1884, aka Fun on the Brighton). A spoof on the 
John F. Sheridan classic Fun on the Bristol, it was revived by others in later years. It would 
appear that although the depression hit Frank Clark as hard as his other variety competitors 
during the mid-1890s, his resilience was such that he was able to come back into management 
by the end of the decade, albeit not to the same extent as his earlier operations. After having 
spent much of his later career as a performer on the national circuit, specialising in comic songs, 
farce and burlesque, he returned to the east coast and set about running dual operations in 
Sydney (Queen's Hall) and Melbourne (Gaiety Theatre) around 1904/1905.  
 
 
Frank M. Clark 
Australasian Stage Annual 6 (1905), 16. 
(Courtesy of the Fryer Library, U of Qld) 
 
One of the more interesting aspects of Australian theatre to go unnoticed by historians up 
until now is how resilient variety theatre was during post-depression era. The 1890s was a 
decade which saw most Australian businesses continue to fight for survival following the initial 
impact of the depression, and subsequently these years have been viewed by historians as a low 
point in theatrical activity. There were certainly many well-known managers and actors from the 
legitimate theatre who found themselves forced into bankruptcy or had to scale back their 
operations. Some were also forced into other (non-theatrical) areas of employment. Typical of 
this view, a perspective that also positions variety as virtually non-existent in the Australian 
theatre context, is John West's observation:  
If the 1880s were a period of "boom," the 1890s were a period of bust. There was 
continuing drought, and a hangover fever of land speculation from the 1880s which ended in 
widespread Victorian bank failures. The resulting chaos ruined thousands. In the theatre, 
audience attendance figures plummeted. Even a star of Nellie Stewart's magnitude had to 
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unpick and turn old dresses to hide their shabbiness… Everywhere the extravagant plans of 
impresarios were ruined by the lack of paying customers (74). 
 
This perception that Australian theatre suffered a decade of decline in audience numbers is 
seemingly corroborated by the variety industry's experience - whereby a number of once-high 
profile minstrel and vaudeville managers went out of business in the early 1890s. As will be 
seen shortly, however, variety was best placed of all theatrical forms to ride out the era because 
of its low cost operations, readily mobile capabilities, and its strong nation-wide supportive 
network of practitioners.  
  
When Billy Emerson returned to Australia in 1892 with the Alabama Minstrels, co-
produced with G. H. Wood, he garnered favourable reviews from the critics and was met with 
good audiences - many of whom still remembered him from six or seven years previous. It was 
a poorly-timed visit, however, coming as it did at a time of great, and increasing, economic 
insecurity. Indeed, by 1892/1993 the full effects of the depression had almost totally re-shaped 
the Australian variety industry. That Emerson's tour managed to last over a year was very likely 
due to the quality of the performers engaged, among them being John Fuller, Tom Edwards, Gus 
Franks
121
 and the dance trio of Queen, Stowe and Ryder. An Age reviewer records, for example: 
Not since the days when "Ta-ra-boom-de-ay" was exercising its first intoxication spell over 
the habitudes of the Opera House was that theatre so crowded as on Saturday night when 
Emerson and Woods' Minstrels commenced their season… No doubt the full attendance was 
to be accounted for by the fame of Billy Emerson as a minstrel entertainer, and the equally 
attractive reputation of Geo. H. Wood as his collaborateur… The main features of the 
entertainment, and the features which differ most markedly from entertainments by minstrel 
troupes that we have seen before, are the completeness as well as the originality with which 
the different effects are produced… the consequence is that the programme never flags (17 
Oct. 1892, 6). 
 
 By the early 1890s F. E. Hiscocks was also finding himself in financial difficulties - due 
to a combination of poor decision-making and his inability to ride out the post-depression 
downturn. One key tactical error on his part occurred in 1889 when he decided to disband the 
Federal Minstrels, perhaps sensing that after six years his flagship minstrel company had run its 
course of popularity. Certainly few other troupes, if any, had remained together in Australia with 
so few personnel changes for so long a period of time (it had maintained a fairly consistent line-
up, in so far as its principals were concerned, since 1885). It would appear, however, that 
Hiscocks had also considered his position in the variety industry and decided to move into what 
appeared at that stage to be the more lucrative and prestigious high end market. He subsequently 
concentrated his efforts on a new combination, the London Pavilion Company.  Unfortunately 
for the entrepreneur, while that troupe was an immediate success, neither it nor any of his later 
companies were able to match the widespread appeal and longevity of the Federals. The London 
                                                          
121     For a later photograph of Gus Franks see page 193.  
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Pavilion Company, made up of several key UK artists (John Fuller Snr, Morton and Sadler, and 
Jolly John Nash), along with leading Australian performers (Horace Bent and Harry Clay), can 
be seen as Hiscocks' attempt to compete in the same market as Harry Rickards. Of course the 
problem with this decision was that it put the two entrepreneurs in direct competition with each 
other for a market share too small to accommodate both of them.  
 
 Hiscocks' career in the industry by this stage had seen him rise to the top. His operations 
had expanded well beyond Sydney and Melbourne and on numerous occasions involved 
partnerships with other high profile entertainment operations - James MacMahon, W. J. Wilson, 
Frank Clark, Sawyer's Minstrels and Friedman's Specialty Co, for example. His position at the 
top of the industry was not to last much longer, however. Evidence of Hiscocks' demise comes 
from Johnny Gilmore, a leading Australian minstrel comic of the period. Gilmore records that 
although success had allowed the manager to build a terrace of houses (called the Federal 
Terrace), things began to "fall apart after he broke up the Federal Minstrels to take on the 
London Pavilion Company." This was "a variety show [without] a minstrel first part," he writes. 
It was from that point on that Hiscocks apparently began losing what he had made with the real 
minstrel show ("Johnny Gilmore Blows Out" 5). Without the security of a solid entertainment 
base Hiscocks couldn't match Harry Rickards in the same market. The fact that Rickards also 
built a luxurious new theatre to cater to his more privileged audience left Hiscocks' reputation 
somewhat tarnished. Although he attempted to reignite his fortunes in 1894 by reviving the 
Federal Minstrels, the plan didn't work. This was very likely due to the fact that by then he 
couldn't call on the expertise of all the troupe's original members, and thus his new line-up was 
less favourably compared to the earlier one. 
 
 Frank Smith's eight-year reign at the Alhambra Theatre ended also ended about the same 
time as Hiscock's demise. His last show is believed to have been in January 1893 following an 
unusual (for Smith) season of pantomime - Little Cinderella and Her Great Big Sister. Johnny 
Gilmore in a letter to the Theatre in 1912 remembers that Smith's financial troubles were not so 
much a result of his Alhambra operations as they were through his other ventures. "The late 
Frank Smith," he writes, "(the biggest-hearted man I ever knew) ran the Alhambra more as a 
hobby than anything else. His money was lost at the Sir Joseph Banks Pleasure Grounds at 
Botany… and on the running-track… I don't know how his banking account was at the finish; 
but I know he did not ruin himself trying to run a minstrel show… slow horses - and other things 
that are not so slow - [also] settled a few of the others" (5-6). Gilmore also points to another 
minstrel entrepreneur of that period, the "late" Melbourne-based Joe Billin, who established his 
entrepreneurial reputation with the US Minstrels at the Victoria Hall (Melb) in the early 1890s. 
According to Gilmore, Billin also "lost his money, not in the minstrel business [however]- but 
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through the land and bank failures of the early nineties" (5). Forced to abandon his interests in 
the Alhambra, Smith handed over the operations to his long-time stage-manager, Harry 
Barrington, prior to 4 February 1893.
122
 Barrington's first reign at the Alhambra was not to last 
long, however. By March his Imperial Minstrel Company was playing out of the Opera 
House.
123
 
 
Within two years of having been declared bankrupt the Cogill brothers made a 
remarkable return to the industry, although their careers (both together and individually) appear 
not to have regained the level of status they had enjoyed in the 1880s. By April of 1892 the pair 
were ensconced at Melbourne's St George's Hall, opening their season with a Bluebeard 
burlesque that the Age records had been produced in "astonishing detail" (18 Apr. 1892, 6). 
While further research is required in order to establish the extent of the Cogills' involvement in 
Australian variety over the next few years, it is known that by 1897 Charles turned to 
performing with several leading variety companies, notably with Harry Rickards. Around this 
time, too, Harry Cogill put together his own touring company. His managerial pursuits, which 
now included novelties like the biograph and performances by a baby elephant (Age 13 June 
1898, 7), appear not to have included farce and burlesque productions.  By 1900, however, he 
had moved into the field of musical comedy, staging tours around the country of such works as 
A Stranger in New York and A Trip to Chinatown.  
 
While the depression seems not to have curtailed F. M. Clark's career quite as drastically 
as Smith's and Hiscocks', the mid-1890s did see him downsize his operations significantly. From 
around 1897 he put together a stream of troupes, notably Clark's All Star Company, and on 
occasions toured with other leading troupes. He also spent some time in Western Australia        
(c1898), producing melodramas such as The Octoroon (Theatre Royal, Perth; 18 Apr.) and 
musical comedies like A Trip to Chinatown (Bijou Theatre, Perth; 17 Sept.). During this same 
period he joined forces with other actor/managers like Billy Speed and Charles Cogill to stage 
variety - and again specialised in burlesques, farces and assorted musical extravaganzas. Among 
the more notable performers to appear in his companies around the end of the 1890s were Hagen 
and Fraser, ex-patriot English comic, Denis Carney, W. B. Warner, touring English sketch 
artists, Williams and Amy Gourley, the Bovis brothers, George Leopold, and George A. Jones 
(later of Jones and Lawrence, Perth's premier local variety company). 
 
 
                                                          
122   Frank Smith's entrepreneurial activity over the next decade is somewhat sketchy, with only his 1905 Queen's Theatre 
operations having been located to date.  Smith is known to have died by 1912 ("Johnny Gilmore" 5). 
123   Barrington returned to the Alhambra for a short period in 1913. 
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● Performers with surnames capitalized are the primary entry. All companies entered in year columns are for this individual. Secondary performers included with the primary  
    entry (e.g. Georgie Devoe) are indicated by their initials (e.g. [+GD]).  If no + sign is entered, then the secondary performer appeared  without the primary performer 
● While listings are entered in this chronology in five years periods for ease of reference, Appendix A provides a more comprehensive listing of engagements on a yearly basis,    
   including venues and season premieres (for companies) or first known dates of engagement (for individual acts). 
● Multiple artists (e.g. Leopold Family) are entered as such unless otherwise noted - e.g. [GL]. In this case only George Leopold is known to have appeared with that company.  
● Company's/troupe are identified largely by advertised name - e.g. Fanning & Hagan's XLCR Co; or by the Producer/Lessee and venue - e.g. Smith, Frank (Alhambra, Syd).  
   Where such details have not been clearly established the name of the venue is referred to - e.g. Gaiety Theatre Co (Bris).  
● N/A indicates Not Applicable. (no theatrical activity during this period. N/E indicates Not Established. The artist(s) may have been active in Australia during this period. 
 
 Abbreviations:  MH = Music Hall;  Th = Theatre;  SJB Pav = Sir Joseph Banks Pavilion, Botany;   Vic Hall = Victoria Hall 
 
ADSON, Steve ● Clark, F.M.  
● Delohery & Craydon Co (Bris) 
● Delohery & St John Co (Bris) 
● MacMahon Bros - Lyceum  
       Panto/Dramatic Co (Qld) / 
       Cinema/Vaudeville Co (Qld)  
● Richards & Co (Melb) 
● Speed/Delohery Empire Co (Syd) 
● St John & Wilson (Syd) 
● York & Jones Co 
● Clark, F.M.  
  
● Mason, Post - Variety Co (Bris) 
● Ramos Brothers (Asia/China) 
● Rickards, Harry - Tivoli Co 
N/E 
 ARMSTRONG, Tom:   
    see Priscilla Verne  
 
BAIN, James C. ● Bain, J.C. - Entertainers (Qld) 
● Clark, F.M. - (benefit) 
● Cogill Bros 
● Continental Vaudeville Co 
● Elite Burlesque Co (Bris) 
      [Delohery/ Bovis & Deane] 
● Gordon, Helen - benefit (Bris) 
● Howarde, Kate Co (Bris) 
● MacMahon, J.F. Co (Qld tour) 
● Pollard's Liliputian Opera Co 
● Rickards, Harry  
● Saturday Shilling Concerts (Bris) 
● St John, Percy - Empire Co, Bris) 
● York & Jones Co 
● Bain, J.C. Co (Tasmania) 
● Rickards, Harry 
● St John, Percy - Empire Co / Royal  
       Burlesque Co 
 
● Bain, J.C. Co (Tasmania) 
● Brennan, James (Syd) Mngr/Perf] 
 
● Bain, J.C. Co (Syd) 
● Brennan, James - National Co  
       Mngr/Perf to c1911) 
 
BARRINGTON,  
    Harry 
● Barrington, H.  (Syd)  
● Rickards, Harry  
● Rickards, Harry [Mngr] 
  
● Rickards, Harry  [Mngr] 
 
● Barrington, H.  (Syd)   
● Rickards, Harry [Mngr] 
1870-1894 
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BATES, Elsie: see Arthur  
     Morley  
 
BENT, W.H. ● Bent, W.H. - benefit (Syd) 
● Bovis Bros Elite Burlesque Co 
● Lawler, J. (Sydney MH) 
● People's Concerts (Melb) 
N/E NB: W. Horace Bent died in 1907 N/A 
BLACKIE, Amy:  see Cottier 
Family  
 
BOVIS BROS  
    Charles [CB] & Will 
    [WB] 
● Bovis Bros Elite Burlesque Co 
● Clark, F.M.   
● Cogill, Harry Burlesque Co 
● Delohery/Craydon/Holland Co 
● Elite Burlesque Comedy Co 
      [Delohery/Bovis & Deane] 
● Rickards, Harry  
● York & Jones Co 
● Stephenson, George - English  
       Musical Comedy Co 
● Williamson & Musgrove - Panto Co  
       
● Bovis Bros - Australian Vaudeville  
      Entertainers. 
● Brennan, James (Syd) 
● Fullers 
● Stephenson, George - English  
       Musical Comedy Co 
● Clay, Harry [CB] 
● Rickards, Harry [CB] 
CARLTON &  
    SUTTON 
    Harry Carlton [HC] 
    Ted Sutton [TS] 
● Bain, J.C.  
● Ball, W.A. Gaiety Surprise Party 
● Bovis Bros (Bris) 
● Delohery, Craydon & Holland Co 
● Elite Burlesque Co  [Delohery/  
      Bovis & Deane] 
● Jones & Lawrence Co (Perth) 
● Lyric, Operatic & Variety Co 
● Moore, Maggie - Panto Co  
● Warren's Surprise Party 
● Bullock's Variety Co (Bris)  [HC] 
● Hazlewood & Neal's Empire Co [HC] 
● Jones & Lawrence Co (Perth) 
● Clay, Harry   
● Holland, Ted (Bris)  [TS] 
● Rickards, Harry  
● Bain, J.C. (Syd) 
● Barrington, H. (Syd) 
● Brennan, James   
● Clay, Harry   
● Pugliese, Humbert (Alhambra,  
      Syd)  
CASS, BILLY    [BC] 
     & Ivy Cass (aka  
     Ivy Beaumont) [IC] 
N/A N/A N/A ● Bain, J.C. (Syd) 
● Clay, Harry   
● Mason, Post - Carnival Co 
● Pugliese, Humbert (Alhambra,  
      Syd)  
CLARK, F.M ● Clark, F.M. - New All Star Co /  
      Continental Co 
● Clark & Cogill Bros Silk  
      Stockings Co (Melb/Perth) 
● Clark & Speed's Shilling Pops  
       Concerts / Clark &  
       Speed Co (WA) 
● Coleman, John Vaude Co (Perth) 
● Clark, F.M. - New Folly Co 
● Clark & Speed Royal Biograph Co 
● Clark, F.M. - New Folly Co /  
       (Lse. Queen's Hall, Syd /Gaiety,  Melb) 
N/E 
 
- Clark returned to America c1913 
1870-1894 
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CLAY, Harry  ● Ball, W.A. Gaiety Surprise Party  
● Elite Burlesque Co 
● St George's Hall (Syd) [Mngr/Perf] 
● Travers, J.L. - Continental Co 
● Warren's Surprise Party 
● Bell, Walter - Waxworks Co 
● Clay, Harry (Qld tour / Sydney  
       circuit)  
● Clay, Harry (Qld tour / Sydney  
        circuit)  
● Clay, Harry (Qld tour / Sydney  
      circuit)  
 CLEMENTS, Eva:   
    see D'Arcy Stanfield  
 
COGILL BROS  
    Charles P. [CC] &  
    Harry W Cogill  
    [HC] 
● Clark & Cogill Bros Silk  
      Stockings Co (Perth) 
● Cogill Bros  Co 
● Cogill, Harry Co  
● Cogill Bros & Harry Rickards  
● Delohery, Craydon & Holland Co  
      [CC] 
● Rickards, Harry  
● Clark, F.M. [HC] 
● Cogill, Harry Co  [HC] 
● Rickards, Harry [CC] 
 
N/E N/E 
COTTIER FAMILY  
    Wal Cottier [WC];  
    Amy Blackie/Cottier  
    [AB]; Harry [HC],  
    Edward [EC]; Lucy  
    Cottier [LC] 
● Fanning, Charlie - Minstrel Co  
      [WC] 
● Chapman, Harry - Mammoth  
       Minstrels [WC/AB] 
 
● Clay, Harry  [AB] 
● Rickards, Harry [WC] 
● Fullers [AB] 
● Bovis Bros [WC]  Lse. James Brennan 
● Clay, Harry [HC] 
● Fullers [AB/LC] 
● Holland, Ted (Bris) [AB] 
● Rickards, Harry [AB] 
● Smith, Frank (Syd) 
● Barrington, H. (Syd)  [WC] 
● Clay, Harry [WC] 
● Kearns, Jack - Surprise Party  
       [WC] 
● Landow, Jacky - (Syd) [WC] 
● Pugliese, Humbert (Alhambra,  
      Syd)  
CRAYDON, James 
     
- See Delohery,Craydon & Holland ● Rickards, Harry  ● Brennan, James  (Melb) 
● Clark, F.M.  
● Fullers'  
● Holland, Ted (Bris) 
● Bain, J.C. (Syd) 
● Brennan, James    
 
COWAN, Johnny ● Johnny Cowan Testimonial  
      (Royal Standard, Syd) 
N/E N/E ● Cowan, Johnny - testimonial 
DELOHERY,    
    Thomas 
● Elite Vaudeville Co - [Bovis Bros/  
         Delohery & Deane]  
● Delohery & Speed - Empire  
      Theatre Co (Syd) 
● Delohery & St John (Lse.  
       Opera House, Bris) 
● Elite Vaudeville Co (Bris)    
         [Mngr. St John/Delohery & Holland] 
        
- See also Delohery,Craydon & Holland 
● St John, Percy  (Bris) N/E N/A 
1870-1894 
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DELOHERY, 
CRAYDON & 
HOLLAND 
● Clark, F.M.  
● Elite Vaudeville Co (Perth)  
      [Delohery, Craydon & Holland] 
● Elite Vaudeville Co (Bris) [Mngr.  
         Delohery, St John & Holland] 
● Elite Burlesque Comedy Co 
      (Bris) [Delohery, Bovis & Deane] 
● Empire Theatre Co (Syd) 
       [Mngr. Delohery & Speed] 
● Richards & Co (Melb) 
● Rickards, Harry  
● Speed, Delohery, Craydon & 
      Holland Elite Co (Bris) 
● St John & Wilson Co (Syd) 
● York & Jones (Empire Co, Syd) 
- See James Craydon 
        Ted Holland 
- See James Craydon 
        Ted Holland 
- See James Craydon 
        Ted Holland 
 DEVOE, Georgie:    
    see Charles Fanning  
 
EASTON, Hosea ● Moore, Maggie Dramatic Co [as  
        banjo player,] 
● Rickards, Harry  
● York & Jones (Empire Co, Syd) 
N/A N/A N/A 
EDWARDS, Tom ● Speed/Delohery Empire Co (Syd) 
● Hagan, Martyn  (Comedy Co,  
       Qld) 
● Lawler, J. (Sydney MH, Co 
● MacMahon Bros Panto Co (Qld) 
● Protestant Hall Minstrels (Syd) 
● Travers, J.L. - Continental Co 
● Clay, Harry  
● Davis, Leonard (Perth) 
● Rickards, Harry  
● St John, Percy  (Bris) 
● Davis, Leonard (Perth) 
● Holland, Ted (Bris) 
N/A 
EDWARDS, Wally ● Black Diamond Minstrels 
● Dampier, Alfred  Co (Syd) 
● Travers, J.L. - Continental Co 
● Protestant Hall Minstrel Co (Syd) 
● Clay, Harry  ● Brennan, James (National, Syd) 
● Clay, Harry  
● Brennan, James    
● Clay, Harry  
FANNING, Charles  
    & Georgie Devoe  
    [GD] + Bertha  
    Fanning 
● Cogill, Harry Co  (c1899) 
● Fanning, Charles - Minstrels 
● Rickards, Harry  
● Shilling Pops Concerts (Syd TH)    
      [BF]  Dir. Phillip  Newbury/Mde Spada 
● Jones & Lawrence Vaudeville Co  
      (Perth) 
● St John, Percy  (Bris/Qld tour)  [BF] 
 
NB:  Fanning & Devoe are established in Britain  
          between c1900 and c1907. 
- Brennan, James - National Co  
- Fanning, Bertha [ Singing teacher] 
- Rickards, Harry   
 
NB:  Fanning & Devoe spent several years   
         overseas between c1900 and c1907. 
● Holland, Ted (Bris) 
● Holland & St John (Bris) 
● Pugliese, Humbert (Alhambra,  
      Syd)  
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FANNING, MAUD  
    
● Ball, W.A. Gaiety Surprise Party  
● Bovis Bros (Bris)  
● Coogee Aquarium (Syd) 
● Cosgrove & Stuart's Musical  
      Comedy Co 
● Hazlewood, Alf M. - benefit  
       (Syd) 
● Henry's Dramatic Co  
● St John & Wilson Co (Syd) 
● Warren's Surprise Party 
● Bell's Waxworks Co 
● Rickards, Harry  
● Sheridan, John F. - Comedy Co 
● St John, Percy - Royal Burlesque &  
       Specialty Co (Bris) 
 
● Clay, Harry    
● Holland, Ted (Bris) 
● Rickards, Harry 
 
● Bain, J.C. (Syd) 
● Barrington, H. (Syd) 
● Birch & Carroll (Qld circuit)  
● Brennan, James  
● Brennan-Fullers  
● Clay, Harry  
● Fisher, Pat - Vaudeville Co (Syd) 
● Fullers 
● Holland & St John  (Bris) 
● Rickards, Harry  
  FRASER, Lucy:     
    see Martyn Hagen  
 
GARDNER, Dave ● Peoples Concerts (Melb) 
● St Geo's Hall  Minstrels (Melb)      
     Lse//Prop. Richards & Co 
● Peoples Concerts (Melb) 
 
● Peoples Concerts (Melb) 
 
N/E 
GARDNER, Johnny  
    [JG] with Jantz  
    Kohlman [K&G] 
 
● Peoples Concerts (Melb) [K&G] ● Peoples Concerts (Melb) [K&G] 
 
● Peoples Concerts (Melb) [K&G - also  
        performs as a solo act] 
 
● Peoples Concerts (Melb) 
GILMORE, Johnny NB: Gilmore is established in Britain and  
        the Continent between 1893 and 1910 
NB: Gilmore is established in Britain and the  
       Continent between 1893 and 1910 
NB: Gilmore is established in Britain and the  
       Continent between 1893 and 1910 
● Bain, J.C. (Syd) 
● Brennan, James   
● Rickards, Harry         
HAGAN, Martyn   
   [MH] & Lucy  
   Fraser [LF] + Jack  
   Hagan [JH] + Victor     
   Hagen [VH] 
● Bondi Aquarium (Syd) 
● Coogee Palace Aquarium (Syd) 
● Elite Variety Co (Bris) [LF] 
● Empire Theatre Co (Syd)   
      [Delohery & Speed] 
● Hagan & Fraser Co (Perth) 
● Hagan & McLean Gaiety Co 
● Hagan & Speed Co 
● Mussette Musical Comedy Co  
       (Melb) Dir. John Forde 
● Rickards, Harry   
● Williamson & Musgrove  
● XLCR Burlesque Co (Perth)        
● York & Jones Empire Co  (Syd) 
● Dix, Percy - (NZ circuit) 
● Hagan, Martin - Musical Comedy  
      Co 
● Anderson, William [JH] 
● Clark, F.M.  [+JH/VH] 
● Holland, Ted (Bris) [JH] 
● Rickards, Harry  [JH] 
● Amalgamated Pictures - The  
      Double Event [MH] 
● Anderson, William [JH] 
● Brennan, James [+JH] 
● Peoples Concerts (Melb) 
● Fullers [JH] 
● Williamson, J.C. - The Whip Co  
      [JH] 
 
NB: Hagen and Fraser working overseas  
     between 1912 and 1929 
HISCOCKS, F.E. - F.E. Hiscocks dies 18 July, 1901 N/A N/A N/A 
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HOLLAND, Alf 
 
● Cogill, Harry    
● Juneen, Ada (Burlesque Co) 
● Stephenson, George - English  
       Musical Comedy Co 
● World Picturescope Co (Oxford Th,  
        Syd)   
● Anderson, William (Drama Co) 
HOLLAND, Ted - See Delohery Craydon & Holland ● Holland, Ted - Vaudeville  
      Entertainers 
● Holland, Ted  - Vaudeville  
         Entertainers (Bris/Qld) 
● Holland, Ted (Lse. Th Royal, Bris) 
● Holland & St John (Bris) 
HOPE, Minnie: see Edwin 
and Minnie Shipp  
 
JONES, George A. 
 
● Clark, F.M.  
● Delohery, Craydon & Holland Co 
● Jones & Lawrence Co (Perth) 
● Powell, Albert Minstrel Co 
● York & Jones Co (Syd/Bris) 
● XLCR Burlesque Co (Perth)   
      Mngr. Martyn Hagan 
● Jones & Lawrence Co (Perth) 
● Open Air Concerts (Syd) 
● Grand Sacred & Classical Concerts -  
        Her Majesty's, Perth (as Mngr.) 
● Holland, Ted (Bris) 
● Lewis, Mid - Variety Co (Perth) 
● People's Pop Concerts (Syd) 
● Peoples Concerts (Melb) 
● St Kilda Town Hall Co (Melb)  
 
KEARNS, Jack  
   + Albert McKisson  
      [McK] to c1902 
& Ida Tauchert  
   (aka Ida Rosslyn)  
   [IT] 
   + Vera Kearns  
      [VK]  
    
● Bijou Theatre Co (Melb) Dir.  
      John Forde 
● Continental Vaudeville Co 
● Rickards, Harry 
● Hudson, T. - Surprise Party  
 
● F.M. Clark - New Folly Co [McK] 
● Hudson, T. - Surprise Party Co 
● Fullers (incl. Robinson Crusoe) 
● Rickards, Harry 
● Brennan's National Co (Syd) 
● Clay, Harry  [McK] 
● Fullers  
● Holland, Ted (Bris)  [McK - Qld] 
● Rickards, Harry  
● Bain, J.C. Co  [JK/VK] 
● Brennan, James [JK / VK / McK] 
● Clay, Harry [JK/VK] 
● Dix-Baker Co (Hunter circuit) 
● Fullers  
● Holland & St John (Bris)    
        [JK/IR/VK] [McK - with  Arthur  
           Tauchert 
● Kearns, Jack - Surprise Party   
      + [VK]   
● Pugliese, Humbert (Alhambra,  
      Syd)  [McK] 
KEENAN, Sam 
    & Sam Keenan  
    Jnr [Jnr] 
● York & Jones (Syd) 
 
NB: Sam Keenan Snr died sometime around   
       1895/96 
N/E ● Bovis Bros [Jnr] 
● Holland, Ted (Bris)  [Jnr] 
● Clay, Harry [Jnr] 
● Goodman, John L. - Star  
        Vaudeville & Minstrel Co [Jnr] 
 KOHLMAN, Jantz:     
    see Johnny Gardner  
 
LA FEUILLADE,  
   Nicholas 
● Peoples Concerts (Melb) 
● St George's Hall Popular  
      Concerts / Minstrel Co (Melb)   
      Mngr/Lse.  Richards & Co 
N/E N/A N/A 
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LAWTON, ALF  ● Bijou Variety Co (Perth) 
● Cogill Bros  
● Elite Vaudeville Co (Perth) 
● Lawton, Alf  - All Nation Co 
● Rickards, Harry  
● St Geo's Hall Minstrels (Melb) 
       - Lse/Prod. A.T. Richards & Co 
● Dampier, Alf - Dramatic Co 
● Rickards, Harry  
● Human Hearts Co (NZ) 
● Rickards, Harry  
 
   NB: Alf Lawton died in Wellington (NZ) in  
           Sept. 1907 
N/A 
LEAR, Ward ● Peoples Concerts (Melb) 
● St Geo's Hall Minstrels (Melb) 
       - Lse/Prod. A.T. Richards & Co 
● People's Concerts (Melb) 
● Rickards, Harry  
● Rowley's Waxworks & London Co 
● Brennan, James - National Co (Syd) 
● Holland, Ted (Bris) 
● Rickards, Harry  
● Sutherland, Bella - Vaudeville Ents. 
● Bain, J.C. Co 
● Brennan, James   
● Clay, Harry  
● Delavale, Ern Co (Syd) 
● Dix-Baker (Newcastle/Hunter  
       Valley)  
● Holland, Ted (Bris) 
LENTON, Lance 
 
● York & Jones Gaiety Co (Bris) [as  
       B  Mngr] 
● Rickards, Harry  
N/E N/A N/A 
LEOPOLD FAMILY 
     George [GL], Henry  
     [HL],  Albert [AL],  
     Tom [TL] Blanche  
     [BL], Frau Fanny  
     (Mrs Tom Leopold)  
     [FF] Syd Leopold  
     [SL] 
● Australian Opera Club (Melb) 
● Clark & Cogill Bros Co (Perth)  
         [SL] 
● Clark & Speed's Shilling  
       Pops Concerts (Perth) 
● Coppin, George - Panto Co  
● Lawler & Morrison (Syd) 
● Lyric, Operatic & Variety Co 
● Moore, Maggie - Dramatic Co 
● Raphael, M.L. - Drury Lane  
      Panto Co, Melb) [GL] 
● Rickards, Harry  
● Speed, W.H. - Silk & Satin Co  
        (Perth) [GL] 
● Victorian Operatic Society [GL] 
● Williamson & Musgrove Panto  
      Co  [GL] 
● Victorian Operatic Society [GL] 
 
● William Anderson  GL] 
 
● American Burlesque Co - Prod.  
          William Anderson [GL] 
● Stewart, Nellie (Theatre Royal,  
        Syd) - Charity Matinee, (as M Dir.) 
LESLIE BROS 
    Fred [FL] & Will  
    [WL] 
● Cogills Bros  
● Rickards, Harry  
● Protestant Hall Minstrel Co (Syd) 
      [FL] 
N/E ● Williamson, J.C. - Royal Opera Co  
      [FL] 
● Williamson, J.C. - Royal Comic  
      Opera Co   
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LESTON, Harry ● City Mission benefit (Syd) 
● Cope, David Jnr  
● Dampier, Alfred - Drama Co 
● Katherine Opera Co (Town Hall,  
        Syd) [Lardelli/Browne] 
● Leston's Academy (Syd) 
● Leston & Buller's Suburban  
      Concert & Dramatic Co (Syd) 
● Loan Exhibition Concert (Syd) 
● Moore & Roberts Drama Co 
● Woods & Marshall Co, Syd. 
● Sheridan, John F. - Comedy Co 
● Sydney Orchestral College (Syd)  
       
● Glebe Musical Society (Syd) 
● Histrionic Society (Syd) 
● Leston, Harry - benefit 
● Sydney Orchestral College (Syd)  
       
 
● Garcia Concert Co (Syd) 
● Grand Lestonian Night (Syd) 
● Leston's Academy (Syd) 
● Popular String Concert (Syd) 
● Sydney Mission to Seamen  
MATLOCK, J.R. 
 
● Barry, Dan - Dramatic Co 
● Fordham, Fred (Empire Palace,  
       Melb) 
● Peoples Concerts (Melb) 
● St George's Hall Minstrels (Melb)    
      - Lse/Prod. A.T. Richards & Co  
● Clark, F.M.  
● Peoples' Concerts (Melb) 
N/E ● Matlock's Suburban Circuit 
MORENI, Con   
   Incl. Con Moreni Snr  
   [Snr] 
 
● Lawler & Morrison (Syd) [Snr] N/E ● Brennan, James   
● Clay, Harry   
● Holland & St John (Bris) 
● Smith, Frank (Syd) 
● Bain, J.C.  
● Brennan, James   
● Dix-Baker Co (Hunter Valley) 
● Howard & Graham (Syd circuit) 
● Rickards, Harry  
 
     NB: Con Moreni Snr dies in 1914 
MORLEY, Arthur  
   [AM] & Elsie Bates  
   [EB] 
 
N/E ● St John, Percy  (Bris) ● Clark, F.M.   [EB] 
● Davis, Leonard (Perth)  [EB] 
● Fullers   [EB] 
● Holland, Ted (Bris) 
 
● Bain, J.C. (Syd) [EB] 
● Birch & Carroll (Qld) 
● Brennan & Fullers Co  
● Grand Scotch Concert (Bris) [EB] 
MURRAY, Slade ● Rickards, Harry N/E ● Brennan, James 
● Holland, Ted (Bris) 
● Rickards, Harry  
● Birch & Carroll  (Qld) 
● Brennan, James  
● Holland & St John (Bris) 
● Paddington Picture Palace (Bris) 
PORTER, J.S. N/E N/A N/A N/A 
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RAINFORD, T.H. 
    (Thomas) 
● Eldorado Operetta Co (Guild  
      Hall, Syd)  [Chiplin/Alpen opera] 
● Great Popular Concert (Syd) 
● Newbury/Spada Pops Concerts  
      (Syd) 
● Rainford T.H. Testimonial  
● Rainford's School of  Singing/  
      Voice production 
● Romance of Corsica Operetta Co 
      (Oddfellows Hall, Syd) Pridham/  
        Juncker opera] 
● Civic Concerts (Syd) NB: Thomas H. Rainford died in 1906 N/A 
RHODES, T.W. 
    (Walter) 
● Coogee Aquarium (Syd) 
● Court Variety & Ballad Co 
● Lawler, J. - Sydney MH Co 
● Raphael, M.L. - Royal Panto Co       
● Clay, Harry  ● Clay, Harry  ● Clay, Harry  
RICKARDS, Harry 
 
● Browne, Patti - benefit (Syd) 
● Palace Vaudeville Co (Syd) 
● Tivoli Minstrels Co / Comedy  
     & Dramatic Co / Biograph &  
      London Vaudeville Co / New 
      London Comedy & Dramatic  
      Co / Tivoli Musical Comedy  
      Co 
● W&M/Rickards Co 
● No 1 Company of Vaudeville Stars 
● St John, Percy - benefit (Bris)   
● Tivoli Co / Minstrels & Specialty  
       Co 
● War Biograph Co 
 
● Rickards' Urbanora Biograph Co 
● Tivoli Theatre Co 
   
● Tivoli Theatre Co 
ROCKLEY, Wal 
    Incl. Alf Rockley  
    [AR] (aka Rockley  
    Bros) 
    also incl Lily  
    Rockley [LR] 
● Ball, W.A. Gaiety Surprise Party  
● Cogill Bros 
● Continental Vaudeville Co  
● Grand Rational Concert (Bris) 
● Lawler, J. (Sydney MH) 
● Peoples Concerts (Melb) 
● Rickards, Harry  
● Warren's Gaiety Surprise Party        
N/E ● Clay, Harry [AR]  
● Holland, Ted (Bris)  [WR] 
● Bain, J.C. (Syd) 
● Barrington, H. (Syd) 
● Brennan, James [+LR] 
● Clay, Harry [AR/WR/LR]  
● Dix-Baker Co (Hunter circuit) 
● Mason, Post - Jolly Rovers Co 
● People's Concerts (Melb) 
● Salmon, Happy Harry Co 
● St Kilda TH Co (Melb) [+LR] 
ROWE, Amy 
 
● Speed & Delohery Empire (Syd) 
● Delohery, Craydon & Holland   
      (Bris/Qld) 
● Speed, Delohery, Craydon & 
      Holland Elite (Bris) 
N/E N/E N/E 
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ROX, Joe 
  
   
 
 
N/A N/E ● Bovis Bros  
● Brennan, James  
● Clay, Harry  
● Holland, Ted (Bris) 
● Oxford Theatre, Syd  
● Bain, J.C.  
● Barrington, Harry (Syd) 
● Brennan, James  
● Clay, Harry    
● Dix-Baker (Hunter Valley) 
● Holland, Ted 
SADLER, Harry ● Kemp, Olivia - Dramatic Co ● Clay, Harry   
● Fullers  
● Jones & Lawrence (Perth) 
● Brenna, James 
● Clark, F.M.  
● Clay, Harry   
● Rickards, Harry  
 
● Clay, Harry  
● Fullers 
● Rickards, Harry 
● Sadler, Harry 
● Sadler & Beveridge 
ST JOHN, Percy 
 
● Delohery & St John Co (Bris)  
● Delohery, Craydon & Holland  
       Elite Vaudeville Co 
● Elite Variety & Burlesque Co 
      [St John, Delohery & Holland (Bris  
        and Qld)] 
● St John, Percy (Bris) - [Lse/Prod.    
        Th Royal and Opera House] 
● St John & Gourlay - Musical  
      Comedy Co 
● St John & Wilson - Alhambra  
      Th (Syd) 
● Cinderella Comedy & Burlesque  
        Co 
● St John, Percy (Bris) - [Lse/Prod.    
        Th Royal, Opera House and Wooloongabba  
        Sports Ground] 
● St John, Percy Royal Burlesque &  
        Specialty Co (Bris) 
● St John, Percy (Bris) [Lse Th Royal] 
 
● Holland & St John (Bris) 
● St John, Percy (Bris) - [Lse Th  
        Royal] 
 
SAUNDERS, Billy N/A N/A N/A N/A 
SHIPPS, THE  
    Edwin Shipp [ES];  
    Minnie Shipp (nee  
    Hope) [MS];  
 
    + Les Shipp [LS]  
    after c1905 
● Delohery, Craydon & Holland   
      (Bris) 
● Howarde, Kate - Dramatic   
● Protestant Hall Minstrel  (Syd) 
● Rickards, Harry  
● Protestant Hall Minstrel (Syd) 
      [ES] 
N/E ● Rickards, Harry [LS] ● Bain, J.C. [LS] 
● Brennan, James (Syd) [LS] 
● Brennan-Fullers (Syd) [LS] 
● Crown Star Co (Syd)  [MH] 
● Clay, Harry  [LS] 
● Dix-Baker (Hunter Valley) [LS] 
● Graham & Howard (Syd) [LS] 
● Holland, Ted (Bris) 
● Mason, Post - Jolly Rovers [LS] 
● Rickards, Harry [LS] 
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SLAVIN, Art [AS] 
    & Lily Thompson     
    [LT] 
 
● Pollards Lilliputian Co  [LT] ● Pollards' Lilliputian Co  [LT] ● Holland, Ted (Bris) 
● Rickards, Harry  [AS] 
 
● Bain, J.C.  
● Benevolent Fund Benefit (Syd) 
● Brennan, James   
● Clay, Harry   
● Cook & Fowles Musical Comedy  
        Stars (Bris) 
● Dix-Baker (Hunter Valley) Co 
● Fullers Co   
● Landow, Jacky - Vaudeville Co 
● Mason, Post - Carnival Co 
● Rickards, Harry  
SPEED, W. H.  
    "Billy" 
● Clark & Speed Concerts /  
       Clark & Speed Co (WA) 
● Court & Butcher Panto Co (Perth,  
      1897)  Dir/Mngr. Harry Fitzmaurice 
● Kemp, Olivia - Dramatic Co 
● Speed, W.H. (Perth)  
● Speed & Delohery Empire Co  
       (Syd) 
● Speed, Delohery, Craydon & 
      Holland Elite Co (Bris) 
● York & Jones Co (Empire, Syd) 
● Speed & Hagan's XLCR Co  
       (Perth)       
● Clark & Speed Royal Biograph Co 
        (WA) 
N/E N/A 
STANFIELD, D'Arcy  
    [DS] & Eva  
    Clements [EC] 
● Elite Burlesque Co      
      [Delohery/Bovis  & Deane] 
● Rickards, Harry  
● Williamson & Musgrove (Syd) 
N/E 
 
NB: D"Arcy Stanfield died in 1902 
N/A N/A 
  TAUCHERT, Ida:     
     see Jack Kearns  
 
TRACEY, Dan ● Lawton, Alf - All Nations Co N/E N/A N/A 
THOMPSON, Lilly: see Art  
    Slavin  
 
VERNE, Priscilla  
    + Tom Armstrong  
       [TA] 
● Fanning, Charles - Minstrel  Co 
● Jones & Lawrence 
● Rickards, Harry 
● Sutherland, Bella 
● St John, Percy (Bris) 
 
- Tours USA c 1904/05 
● Fullers 
 
- Tours USA c 1904/05 
● Anderson, William 
● Brennan, James 
● Brennan-Fullers 
● Rickards, Harry 
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WALSH, & KING    N/E N/A N/A N/A 
WARNER, W.B. 
 
● Clark, F.M.  
● Clark & Speed Co (Perth) / Royal  
      Biograph Co (WA) 
● Cremorne Gardens Co 
● Hagan & Fraser Co (Perth) 
● Hagan/Speed Comedy Co (Perth) 
● Victoria Hall Co (Fremantle) 
N/E N/A N/A 
WARTON, Les N/E ● Howarde, Kate Co 
● Rickards, Harry  
● St John, Percy  (Bris) 
● Fullers  
● Rickards, Harry  
● Holland & St John (Bris) 
● Rickards, Harry  
WHITBURN, Will ● Distressed Actors' Fund (Melb) 
● Rickards, Harry 
● Rickards, Harry ● Rickards, Harry ● Tivoli Theatre Ltd 
YORK, Frank 
   (c1870-1915) 
● Cogill Bros Co 
● Elite Variety Burlesque Co (Bris)  
● Fordham, Fred - Empire Co (Syd)  
     / Empire Palace Co (Melb) 
● Hagan & Speed Co 
● Rickards, Harry - Tivoli Co 
● Protestant Hall Minstrel Co (Syd) 
● Travers, J.L. - Continental Co 
● York & Jones Empire Co  
● Brennan, James ● Rickards, Harry  ● Brennan, James  
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Because previous historical surveys of Australian popular culture theatre have tended to 
examine only the top level of industrial activity, it is not surprising that assumptions regarding 
the near extinction of burlesque in the 1890s have been made (Kelly "Burlesque" 115). This was 
certainly the case in so far as Harry Rickards' operations in Sydney and Melbourne (and to a 
lesser extent in the other state capitals) were concerned. As previously mentioned, Rickards' 
entertainment policy saw low popular culture genres like burlesque, minstrelsy and farce 
gradually disappear from his programmes from the late 1880s onwards. Evidence gathered 
together in Appendix C indicates, however, that widespread resistance to Rickards' policy 
continued to keep the genre on the bills of variety programs right through into the new 
century.
124
  It identifies, for example, more than thirty new productions staged between 1892 
and 1905 which were advertised as burlesques.
125
 These ranged from one act "afterpieces" to 
high production-laden extravaganzas, and several of these are known to have been revived over 
the years.  The continued presence of burlesque at B-level city and suburban variety venues and 
on regional circuits, even as the minstrel show was itself losing momentum to vaudeville, was 
more than likely a response to both popular culture demand and the practical experience of its 
writers. Many of the entrepreneurs emerging as independent producer/writer/managers around 
the mid-1890s, those like Percy St John, Slade Murray, Delohery, Craydon and Holland, and 
D'Arcy Stanfield, for example, could no longer be considered young at that stage. Each of these 
men, apart from St John, had been involved in farce and burlesque production since at least the 
early to mid-1880s, and all had been engaged as performers, stage managers and occasional 
writers in companies led by industry leaders of the early period - those like the Cogill Brothers, 
Francis Leon, F.E. Hiscocks and Dan Tracey, Frank Smith, Frank M. Clark, Harry Rickards 
(and in the case of Murray and Stanfield even with J. C. Williamson).  
 
Taking Slade Murray as an example, it is clear that his entrepreneurial activity was in 
full swing by 1890. That year, for example, his Gaiety Burlesque Ensemble staged a co-
production of Percy St John's Cinderella with G. Liddy's New Star Company at the Brisbane 
Gaiety Theatre (26 Dec.). Details of Murray's Australian career located to date begin in 1889, 
through season with Frank M. Clark (Academy of Music, Syd) and Martyn Hagan (Darlinghurst 
Hall, Syd). Over the next few years he appeared as a solo artist with the Cogills and as a 
pantomime comic with J. C. Williamson, while also touring his own company, Murray's 
Crusaders. Recognised in his own right as a comic Murray was also highly regarded for his 
singing voice, which he put to much effect in "descriptive" songs. This led to him gaining 
                                                          
124    See Appendix C. For example, the Trilby Burlesque (1896) and its revivals throughout the 1890s, the numerous burlesques 
staged in Brisbane by Percy St John and others (c1894 onwards) and he Jones and Lawrence burlesque season in Perth during 
1900. A new form of American burlesque also made its appearance for the first time in Australia in 1913. See Chapter 3 for 
further details 
125    These 30+ burlesques were largely identified during the nationwide survey of the years 1892, 1897-99, 1900 and 1905. 
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further credibility through high profile engagements with Harry Rickards around 1893/4. 
Although seemingly not in the same league as Hiscocks, Smith, Rickards or the Cogills, Slade 
Murray nevertheless established himself as a popular variety entrepreneur in the 1890s by 
specialising in farce, burlesque and pantomime. His association with Percy St John saw him 
return to Brisbane regularly throughout the decade, often in collaboration with other 
actor/managers - those like D'Arcy Stanfield (another longtime regular visitor to Brisbane) and 
George A. Jones (ex-Frank M. Clark and Cogill Brothers). Murray continued to visit the city 
past 1910, working closely with St John and Ted Holland while at the same time providing 
additional support to up-and-coming theatre practitioners like Arthur Morley. Still able to draw 
engagements in 1910 from the likes of James Brennan (National Amphitheatre, Syd; 1 Jan.), 
Murray's name even then is linked to 1890s' compatriots from his Rickards and Cogills days - 
those such as Jack "Porky" Kearns - while being engaged with a new generation of variety 
performers like Con Moreni.  
 
Claims that variety genres like burlesque and farce (as well as minstrelsy) were in 
decline or had disappeared from the Australian stage over the course of the 1890s ignore not 
only the lower levels of the city-based variety markets but also the importance of rural circuits. 
It does well to remember that the extended period of economic downturn for the entertainment 
industry that began around 1892 required it to turn more and more to the national circuit grid as 
a means of survival. As Harry Clay notes in a 1911 interview, towns that did not previously 
invite interest from companies had by the early 1900s begun to provide payable results for his 
organisation.
126
  There is no doubt that Clay's success in touring Queensland from 1901 onwards 
was founded on the experience he had gained around Australia during the 1890s, not just as a 
performer but often also as tour manager. He well understood, for example, that it was better to 
leave audiences or towns wanting more than to outstay the welcome. It was also vital that he 
keep a close ear to the ground, so to speak, and he went to great lengths to develop an 
understanding of what his audiences liked and hence wanted from his shows. These practical 
everyday decisions of management were not confined to Clay's operations, however. All 
professional, career-minded managers knew full-well that their future business was dependant 
on regularly achieving the right mix of artists and product. The staging of burlesque 
extravaganzas like Ill-Treated Ill Trovatore (Dan Tracey, 1892), Sinbad the Sailor (Percy St 
John, 1894),  Trill-B!; Or, Svengalee the Great Hypnotiser (Delohery, Bovis and Deane, 1897), 
Little Red Riding Hood (Jones and Lawrence, 1900) and Ted Holland's burlesque on Trilby 
(1905) were deliberate strategies for drawing in audiences undertaken by managers whose 
survival was wholly dependent on ticket office returns being in excess of expenditure.  
 
                                                          
126   Theatre: An Illustrated Monthly Devoted to the Stage Oct. (1911), 29. 
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Cinderella (1890) Gaiety Theatre 
Produced by Slade Murray; Written by Percy St John. 
(Courtesy of the John Oxley Library, State Library of Queensland) 
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 The foremost precursor of change in the variety market during the 1890s and through into 
the early 1900s was Harry Rickards, despite the fact that his audience demographic hardly 
involved the wider blue/lower white collar market. The gradual re-shaping of his entertainment 
package saw the ex-patriot Englishman become the first Australian manager to delete burlesque 
and farce from his programs. One historically important consequence of Rickards' decision to 
change his programmes was that he began the process of leading variety away from its minstrel 
beginnings and towards the full vaudeville show. A letter to the Theatre magazine in 1912, 
published under the title "Anything but Burnt Cork," indicates that Rickards' initial move was to 
restrict the role of his endmen so as to raise the class of his entertainment from minstrelsy's low-
comedy traditions and in to the arena of high class entertainment. After he abolished the farce 
the gallery admission price jumped from the "customary popular price" of 6d to one shilling, 
thereby effectively re-shaping the demographics of his audience by making the entertainment 
less financially attractive to the "low" culture market element (who could then see two or three 
suburban shows for the same price).
127
  This move away from popular culture values towards a 
higher class of entertainment also saw him distance his operations from direct competition with 
his closest competitors, even when sending his Tivoli companies on interstate tours. It is likely 
that these other B-level entrepreneurs, along with the small-time operators who began to 
establish themselves on the national circuits from around 1895 onwards, were hesitant to 
divorce themselves from the minstrel format because it was still highly popular with their 
audience base. Indeed, as later evidence shows, the minstrel farce continued to be staged in 
regional centres, as well as in the suburban shows of Melbourne and Sydney, well into the 
second decade of the twentieth century. Harry Clay certainly kept the farce as a highlight of his 
Queensland tours through until the war year, while managers like Ted Holland in Brisbane and 
Leonard Davis in Perth continued to revive it on a semi-regular basis. 
 
 What has been overlooked in previous historical research into the variety industry then is 
that while many of the once high profile operators were forced to pull out of the industry after 
1892, their audiences remained committed to the same social activities they had been enjoying 
                                                          
127   This commonly used phrase refers to the cheapest available seating price - which during the 1880s and 1890s was for in 
almost all instances, 6d. Entry to weekend variety shows, such as those on offer at the Bondi Aquarium cost 4s in 1890 and 6s 
by 1892. A comparison between the Rickards/Tivoli admission prices with those of Harry Clay over the next few decades 
demonstrates the difference between the two markets. Clay's "popular" or "family" prices (6d or 1s for reserved/front seats, 
circle) remained  steady throughout his entrepreneurial career -whether in Sydney or on his regional tours. See, for example 
advertisements in the Theatre: An Illustrated Monthly May (1909), 18; Toowoomba Chronicle 10 Mar. (1910): 1; Australian 
Variety and Show World 8 Jan. (1920), 5.  Rickards Tivoli Theatre in Sydney c 1909, on the other hand, charged 3s and 1s, with 
1s extra for reserved seating (Sydney Morning Herald 4 Dec. 1909, 2); while the Melbourne Tivoli in 1915, under Hugh D. 
McIntosh, charged 4s, 3s, 2s and 1s - reserved seats 4s (Age 25 Dec. 1915, 12). A Brisbane Tivoli seat in 1915 cost between 1s 
and 3s (Truth 29 Aug. 1917, 7). McIntosh was, however, compelled to lower his prices in regional Queensland due to 
competition from established local operators like Edward Carroll (including Birch, Carroll and Coyle in Charters Towers). 
Admission to a Tivoli show at the Theatre Royal (Charters Towers) in 1915, for instance, ranged from 2s down to 6d, with no 
reserved seating charge (Northern Miner 10 July 1915, 1). See also Clay Djubal "Harry Clay and Clay's Vaudeville Company 
1865-1930" (1998) Appendix C for competitive pricing structures in Queensland between 1888 and 1917, including Harry 
Clay's admission process.   
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for several decades. In this respect they provided a solid base from which the industry could 
rebuild its operations. There was no respite from quality, however, as audiences still demanded a 
minimum standard, and thus would not have been prepared to support long term the careers of 
any performers not up to expectations. The 1890s and early 1900s therefore saw many well-
known Australian performer/managers like Martyn Hagen, Charlie Fanning, Frank York and 
Billy Speed servicing inner city, suburban and interstate audiences as performer/managers. 
Venues such as the Bondi, Coogee and Manly aquariums were also offering engagements on a 
more frequent basis. It is possible that historians have until now accepted that farce and 
burlesque disappeared from the Australian stage because many of these B-level operators were 
not well represented in the print media of that era. Although most touring companies were 
dependant on local newspaper advertising, these sources rarely contain the sort of information 
historians rely on. For well-known companies like Clay's it was often simply enough to mention 
the name of his company, the opening date and perhaps the principal (returning) stars. And as 
mentioned in an earlier chapter, many of the reviews of such shows also contain limited 
information about what was being presented. In the newspapers of interstate capitals like 
Brisbane and Perth many of the advertisements for B-level touring companies, as well as 
community-initiated entertainments, were small and inconsistent in terms of information. While 
occasional insights do appear in the "General News" section of newspapers and in feature 
columns like "Music and Drama," these tend to be career based overviews rather than 
information pertaining to production types. It is still clear from the evidence gathered, however, 
that the lower level of the industry maintained farce and burlesque as staple entertainment. 
These entertainments, often staged in low-cost venues (including sports grounds), were easily 
accessed by locals, and hence full-scale advertising was considered by most companies as an 
unnecessary strategy. The same companies also usually comprised at least one or two 
experienced and well-travelled performers who utilised their own reputations to the advantage 
of the company. Advertising in Melbourne's Age newspaper indicates, for example that there 
were entertainments put on in that city on a weekly basis throughout the late 1890s/early 1900s. 
These were held at a variety of venues frequented by blue and lower white collar audiences, 
including the city's Temperance Hall (Peoples' Concerts), St Kilda Town Hall, Fitzroy Town 
Hall and Collingwood Town Hall. As the previous chapter also notes variety shows were put on 
in suburban locales like Yarraville, as well as in regional cities like Ballarat and Bendigo. 
Looking further a field, Western Australia (including Perth, Fremantle and the Murchison 
goldfields) and Queensland (including Brisbane) show similar patterns of activity having 
emerged to that seen in Victorian and New South Wales.  
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 The popularity of outdoor variety entertainments at Fremantle's Ye Olde Englysh Fare 
during the late 1890s led, for example, to the reopening of the Perth version in 1900 (28 Feb.). 
That same period also saw numerous stars of the eastern states establish short to medium term 
seasons on the west coast. Jones' and Lawrence' Vaudeville Company steadily built their 
reputation in Perth from around 1897 so that by 1900 they turned the Cremorne Gardens into the 
city's most established variety house, and thus employed hundreds of artists a year. Martyn 
Hagan and his wife Lucy Fraser staged vaudeville, burlesques, pantomimes and comedies in 
both Fremantle (New Pavilion Theatre, Ye Olde Englysh Fayre, and Bijou Theatre) and Perth 
(Town Hall and Theatre Royal) after ending their engagement with Harry Rickards in July 1898. 
They remained in Perth for some considerable time afterwards, and at various times joined 
forces with other high profile colleagues to present burlesques, farces, musical sketches and 
musical comedies. Perth around the turn of the century also saw companies like Frank M. Clark, 
the Cogills, and Billy Speed presenting shows that featured the type of entertainment they were 
most experienced in - minstrelsy, farce and burlesque. The most prominent Perth-based variety 
entrepreneur of the early 1900s, Leonard Davis, (as with Ted Holland in Brisbane) competed 
successfully with tourists like Harry Rickards at the Palace Gardens for many years, presenting a 
mix of variety entertainment tailored to suit the demands of local audiences. Although the 
West's distance from the more economical and populated eastern circuits was obviously an 
issue, the opportunities to cement longer seasons there was the initial impetus for these post-
depression variety pioneers. It bears mentioning, too, that few variety companies visiting the 
West failed to take advantage of the profits to be made in the goldfield districts, with prominent 
venues around the turn of the century being the Cremorne Gardens (Coolgardie), Miners' 
Institute (Kalgoorlie) and Mechanics' Institute (Boulder City).  
 
Queensland's importance as a variety destination during the 1890s was perhaps even 
greater than in the West, not just because of its closer proximity to Sydney but also because the 
state was continually upgrading its transport infrastructure along the coastline (where most of 
the major centres were located). While the summer months made touring the far north an option 
only for the most hardened, and perhaps desperate, Queensland became increasingly vital to the 
variety infrastructure. Harry Clay was by 1900 well known in the state, a factor that played a 
key role in his decision to concentrate his operations there during the first 18 years of his 
entrepreneurial operations.  Percy St John spent more and more time servicing Brisbane after the 
death in 1891 of the city's leading showman G. Liddy (Gaiety Theatre). It was also a destination 
favoured by Ted Holland during the 1890s while still with the "Australian team" Delohery, 
Craydon and Holland. Following the breakup of that partnership around 1900, Holland settled in 
Brisbane and began establishing his entrepreneurial credentials there, at first in competition with 
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St John, but later as his partner. By 1905/1906 Holland was regularly sending companies 
through to north Queensland, as well as into northern NSW. He and St John eventually focused 
their attention on the Theatre Royal and later Empire Theatre operations. This didn't stop 
Holland from later arranging a deal with Edward and Dan Carroll, however, whereby he 
provided performers for their film and vaudeville circuit.  
 
While Holland maintained the most prominent position in Brisbane variety management 
during the first two decades of the twentieth century (neither Harry Clay or Hugh D. McIntosh 
could compete with him in the city), other entrepreneurs did target other opportunities arising 
out of the city's rapid growth. Edward Carroll successfully staged his Summer Continentals at 
the Woolloongabba Sports Grounds from September 1908 ("Queensland Summer" 8) and later 
at the Exhibition Grounds, Ipswich and Dutton Park (Dawson 8) before expanding his film and 
variety operations to a wider city circuit and then later through Queensland. Although Brisbane 
had been well serviced by touring variety companies during the late 1800s, many of which 
invariably traveled further north after the conclusion of their season in the city, these visits were 
mostly undertaken during the autumn, winter and spring seasons. By the early 1900s new 
theatres began springing up all around Brisbane (many being better designed, too, so as to 
accommodate audiences in the hot and humid summer months). In the inner city precinct 
companies could choose between the Gaiety Theatre (previously the Academy of Music and 
Albert Hall), Exhibition Hall, Centennial Hall and Theatre Royal (if confident enough in their 
product). Further west, the North Ipswich Cricket Reserve was also used for variety programs 
("Last Night's" 5), while community halls were also being built to the north of the city in places 
like Nundah and Sandgate. 
 
 In Sydney during the early years of the new century, Harry Clay made ever-increasing 
strides towards becoming that city's leading B-level management. Having no intention of 
competing with Rickards or James Brennan (in this pre-Fuller era), Clay's operations serve as a 
prime example of competitive strategy and industry networking at its optimum. Employing 
hundreds of people at a time, he serviced the audience he knew best - that which rarely ventured 
forth from their suburban communities to attend the high-priced city entertainments. His 
company was, however, merely one of perhaps a dozen or more suburban troupes operating at 
this industry level at any particular time between 1900 and the 1920s. Of these post-1900 
suburban managers, the most recognisable names were J. C. Bain, Bert Howard, Ike Beck, 
Harry Sadler, Jack Kearns, Jacky Landow, Frank Reis, and Stavordale and Crook. During the 
years leading up to the arrival of the new American burlesque genre (1913), staged by the 
American Burlesque Company, and during the pivotal development era for the Australian 
revusical (c1915-1916), these Sydney-based managers, as with their counterparts in Melbourne, 
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Brisbane, Perth and elsewhere continued to provide variety in the form the audiences wanted. 
And while the old burlesque and minstrel farce may have gone out of fashion by the start of the 
second decade, many of those practitioners who had been engaged in farce production during 
the days of Horace Bent, the Cogills, and even Billy Emerson (who he toured here for a third 
time in 1892 with Emerson's and Wood's Alabama Minstrels) were still actively engaged in the 
industry. 
 
 The reasons for farce becoming less popular with inner city Sydney and Melbourne 
audiences by the end of the first decade of the twentieth century are difficult to establish with 
complete assurance. Factors such as changing market demographics (the emergence of a more 
cosmopolitan, increasingly better educated audience, for example) may have played a part, 
particularly as these two centres began to see a rise in affluence following the difficult post-
depression years. Comedian Con Moreni, who in June 1910 was engaged by the Tivoli to 
present a farce as a feature item, spoke to the Theatre saying: "Some years ago no vaudeville 
entertainment was complete without a farce in the way of a wind-up item. Nowadays it is quite a 
novelty to get anything of this kind" (July 1910, 7). The farce was nevertheless still hugely 
popular in regional Australia and in the suburbs of Sydney and Melbourne. This meant that the 
genre still remained part of most performers' repertoire of skills and knowledge base a factor 
that became vital to the development of the revusical. Indeed, most of the leading practitioners 
who wrote and produced revusicals during its development years (c1914-1916) were highly 
experienced in the production and writing of farces. As one Truth (Bris) reviewer once noted: 
"Farces in the old days always went well. The inclusion of the old-time favourite, The Lunatic 
Asylum, in which the principal is Wal Rockley, is a happy thought of Post Mason" ("Shows and 
Showmen" 9). A major figure in the revival of the farce on Harry Clay's Sydney circuit during 
the First World War years, Rockley provided not only his own original scripts (or adaptations), 
but served as a mentor to the newly emerging industry professionals. He worked closely with 
Joe Rox on the Clay circuit around 1916-1917, for example - a period which saw Rox began to 
establish a reputation for writing and producing revusicals.  
 
Another leading producer and writer of farce around 1912-1915 whose experiences with 
the genre stretched back to the early 1880s was James Craydon.
128
 In an interview with the 
Theatre in September 1914, Craydon claims to have had twenty-five years worth of farces in his 
collection: "I performed in many of them, thus got the lines of the different characters; and the 
farce was preserved - for my purpose - by my putting the words into writing straight away" 
                                                          
128    Craydon is also remembered as the father and father-in-law, respectively, of well-known stage, radio and television 
entertainers, Letty Craydon and Ron Shand. Another member of the "Australian team," Ted Holland, later became Brisbane's 
leading variety entrepreneur (1904-1914). 
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("Isn't this a Record" 29). The magazine notes, nevertheless, that Craydon was still required to 
work up many of his productions to make them more suitable to contemporary tastes. In a 1913 
Theatre article titled "The Greatest Pirate in the Game," Wal Cottier also admits to having 
appropriated decades-worth of farce material for his own purposes. Manager Harry Barrington 
(Alhambra Theatre, Syd) engaged Cottier to produce a season of farce knowing that "many of 
the present day theatre-goers have never before seen them and those who  have will enjoy them 
again" (36). Within a few years Cottier was producing revusicals on the Les James NSW South-
Coast circuit with most of these being farces with musical numbers inserted.  
 
Among the pioneers of the revusical were Arthur Morley, Elton Black,
129
 Art Slavin (all 
of whom were engaged for lengthy periods by Harry Clay), along with leading Fullers' artists, 
Victor Prince, Bert Le Blanc, Paul Stanhope, and Les Bates and Nat Phillips.  All of these artists 
are known to have had years of experience as performers and writers of farce. Arguably the 
greatest demand for farce was on Clay's circuit. As the Theatre notes in its January 1917 edition, 
"Harry Clay is certainly doing the right thing by concluding each of his programmes with a 
farce.
130
  Their popularity with audiences is evidenced by the few that leave during the late hour 
they are in progress, and by the large number that are seen gripping their chairs or holding their 
sides laughing at them" ("Harry Clay Turns" 52). The magazine commented again on this 
situation in its June issue, noting that the farce was a feature of Clay's shows, but indicating at 
the same time that the management was prepared to mix the programme order around so as to 
provide additional levels of variety. "Whether as a prelude, interlude or finale these offerings are 
always new and bright," notes the reviewer. "Consequently patrons need never fear not seeing 
something worth their money" (51). It is not surprising then that Clay engaged farce specialists 
like James Craydon to produce many of his company's early revusicals. While only one such 
production has yet been identified as a Craydon original (this being Fun at a Wedding), it is 
likely that he contributed more. Australian Variety records that Craydon deserved much credit 
for his role with the company.  "He goes to no end of trouble in arranging details; he is one who 
knows his business well, and should not be lost sight of by the management, as there are none 
about now with his knowledge of the work" ("Harry Clay's Bridge," 4 Apr. 1917, 9). 
 
 As this chapter has demonstrated, the variety industry's creative and industrial 
developments were interwoven in response to both competition and reliance on others in the 
industry. The generic shift from minstrelsy to vaudeville over time, brought about by changes in 
                                                          
129     Elton Black is believed to have begun his career as a revusical writer/producer on the Fullers circuit sometime around 
1915. 
130     As Chapter 4 will demonstrate, Harry Clay's programs during the early revusical era differed from other operations at that 
time in that he presented his vaudeville bill as a second part entertainment (the revusical opened the proceedings in place of the 
minstrel semi-circle). The non-musical farce, therefore served as a climax to the show in similar fashion to the old minstrel 
show. 
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taste from some quarters of the population, was limited. Indeed at no point up until the post-
World War I era is it possible to say with any accuracy that one form had completely overtaken 
the other (except in A-level operations of Harry Rickards). Even when the minstrel circle was 
cut many high profile comics, including Will Whitburn (Tivoli), continued to work in blackface. 
It is also clear that although minstrelsy's popularity showed signs of weakening early in the new 
century, the same situation applied to vaudeville as it found itself in direct competition with both 
film and another new theatrical genre, the revusical. This latter entertainment form is in itself an 
example of popular culture market forces applying pressure for up-to-date entertainment options 
while at the same time expressing a desire for maintaining conventional (understood) practices. 
What connects these three distinct popular culture variety genres, then, is the process of 
hybridity – whereby elements of burlesque and farce were combined, or woven, into the fabric 
of ideas that became the revusical. And therefore it was the network of performers, writers, 
managers and songwriters of the late nineteenth century who specialised in these two variety 
forms that provided the necessary experience and knowledge for later practitioners to create the 
revusical - an entertainment vehicle that shows all the hallmarks of a distinct and original 
Australian theatrical genre.  
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CHAPTER FOUR 
 
 
"SOMETHING OLD, SOMETHING NEW…AUSTRALIAN 
POPULAR CULTURE AND THE DEVELOPMENT OF THE 
REVUSICAL TO 1915" 
 
 
I found that with the exception of Continental Europe, art on the stage is deteriorating all 
over the world. In London the lighter and more frivolous a production is, the better the 
public likes it. A great deal of this is due to the great change in the mode of life among 
London people…. There is no doubt about it that in this age of electricity and rush and 
bustle, people have neither the time nor inclination to sit out a four act drama… It looks as if 
the public now, have only time for vaudeville shows and musical comedies, the latter being 
thinly disguised music-hall entertainments… But the managers are not to blame for the 
tendency to frivolity. It is the commercial people. Everybody is working so hard during the 
day that when the night comes they don't want to think. Satiety is the only remedy (George 
Musgrove).131 
 
 
 If the structural and generic origins of the Australian revusical can be located in the 
hybridisation of nineteenth century burlesque and minstrel farce, the ideology driving its 
production as an early twentieth century commodity entertainment product owes much to the 
impact of the American Burlesque Company tour of the country in 1913 and 1914. Produced 
along the lines of a large-scale spectacular, complete with the latest craze in music (ragtime 
songs and dances), flapper-style chorus girls, a principal cast of experienced comedians, and 
based around engaging stories that burst into moments of improvised madness throughout, these 
two-act musical comedies found enormous support wherever they were staged. As will be 
explored later in this chapter the American Burlesque Company's energy and professionalism, 
combined with a theatrical vehicle that contained much social relevance even to Australian 
audiences, impacted on the local industry at a time when variety entertainment in the country 
had been undergoing a period of standardisation.  
 
For most of the previous decade vaudeville had been the focus of entertainment 
programmes. While hugely popular, vaudeville promoted creativity through individual acts 
rather than fostering an environment in which ensemble and narrative-driven music theatre 
works might develop new directions. Over the course of time music theatre production on the 
variety stage effectively cycled into a phase that might be best described as both static and 
homogenous. Indeed, as the slice of time research undertaken for this thesis clearly shows (see 
Appendix C), the first decade and a half of the twentieth century saw a marked decrease in the 
production of new locally-written music theatre works. The industry, conversely, was growing 
significantly in terms of practitioners, emerging entrepreneurs and the size of the market. This 
                                                          
131   George Musgrove in an interview published in the Theatre: An Illustrated Monthly Devoted to the Stage 1 Apr. (1907), 3-4. 
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was very likely in response to the increasing population growth - not just within the urban 
sprawl of the major cities but also as more regional centres were opening up. At the same time 
there appears to have been a quite perceivable change in the Australian popular culture 
entertainment market - which mirrored the changes that had been occurring in Britain and 
America from around the turn of the century.  
 
The timing of the American Burlesque Company tour could therefore not have been better 
- both for the company and the local industry. Even though based on older forms these ragtime-
infused musical comedies were fresh and appealing to Australian variety audiences, and they 
broke house records wherever they were staged. It was a response not missed by the local 
industry. What occurred was that these mostly small-medium independent local operators saw 
possibilities in the American template and simply adapted it into a local version - one that 
offered a similar package but in a scaled-down form. Over the next two years, as the reality of 
war began to impact more and more on the nation, the demand for escapist entertainment with 
local themes and characters also increased. It was the "revusical" - as these one act musical 
comedies were referred to during the early developmental stages - that eventually provided 
audiences with precisely that type of product.    
 
 The first attempts by Australian-based variety practitioners to create and stage a one act, 
narrative-driven music theatre genre on the local stage occurred in the wake of the American 
Burlesque Company's tour, and first show their presence in Brisbane in early 1914, only a few 
months after that troupe's season there. Certainly there is no record in the Theatre or Australian 
Variety of similar productions having been produced in Sydney or Melbourne by then, the two 
cities which the troupe had played previously. These mini-musical comedies, put together in 
early January by expatriate American entertainer and producer, Post Mason (by then well known 
to variety audiences around Australia from his time with Harry Rickards), were not surprisingly 
labeled burlesque, there being no other readily available descriptive at that time. While reviews 
of the productions by Mason's Record Breakers company do not give much away in terms of 
format specifics, several factors suggest that these productions took elements from both the late 
nineteenth century and  modern American burlesque genres, and thus lay claim to being a hybrid 
fore-runner of the Australian revusical. The key elements in this respect were that each was 
presented over an entire half of an evening's program; the cast was made up of the regular 
troupe members - approximately a dozen or so (including a female chorus); and they were built 
around production values that meant that the orchestra, scenery, costumes (and cast size) were 
kept within the company's budget guidelines - a far cry from the extravagant staging on the 
American Burlesque Company's tour.  It is worth remembering, too, that old-style burlesques 
had been staged in Australia on infrequent occasions during the past decade, and thus in the 
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hands of a theatre practitioner like Mason these hybrid versions would have drawn on influences 
more in keeping with this up-to-date variety theatre fad (even despite the first known production 
being an old burlesque favourite, Uncle Tom's Cabin).  
 
 
 
Post Mason 
Theatre: An Illustrated Monthly Devoted to the Stage Mar. (1906), 24. 
[Courtesy of the Fryer Library, University of Queensland] 
 
Following the end of the Post Mason Record Breakers season no further burlesque 
activity appears to have occurred in Brisbane until May of that year, when Ted Holland revived 
the style of narrative-driven production he had gained experience in during his time with 
Delohery, Craydon and Holland. His Empire Theatre patrons were thus treated to Il Trovatore 
Trio, a variation on an old burlesque favourite from the early 1890s that featured production 
values not unlike the Post Mason shows. The only other similar production from 1914 located is 
The Pirate King, staged in June by the New Follies Musical Costume Comedy Co at the Palace 
Theatre (under the auspices of Brisbane-based film exhibitors, Sidney Cook and Wynn 
Fowles).
132
  As Appendix C indicates, however, the situation in 1915 became a somewhat 
different matter with many more Australian-based troupes beginning to experiment with this 
narrative-driven burlesque-style music theatre genre. The production teams who independently 
developed these early revusicals were able to combine the skills of the emerging local, or newly 
arrived, industry professionals with the experience of older variety practitioners. The capabilities 
of these latter practitioners invariably ran the gamut of professional industry requirements, 
                                                          
132    Based on a comprehensive survey of Brisbane theatre production undertaken by Delyse Ryan (2000). 
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notably dramatic acting, comedy, singing, songwriting and management. Because they brought 
with them much past experience it is more than likely that the producers utilised the skills of 
these performers in the creative development of these shows. This would have been more 
efficient than requiring them to learn new skills or develop enough new routines for an entire 
production. It is not surprising then to see among the pioneers of the genre were not only a 
number of ex-American Burlesque Company members who had remained in the country after 
the troupe disbanded, but also expatriate English stars like Edward Branscombe (Dandies 
companies). Each of these performers would have had a vast catalogue of sketches and routines 
to fall back on - with many of these already tried and tested on audiences. Senior Australian 
practitioners like dramatic actor/manager, Kate Howarde (with her then husband, Elton Black) 
and actor/manager Frank Reis, were also involved to a limited degree in the production of these 
early revusicals. Having vast experience on the stage did not always invite success, however, as 
Howarde found out when she briefly attempted a career on the variety stage - and subsequently 
secured some of the worst reviews of her career to that point.
133
 Among the local variety 
practitioners, those like Holland/St John and John N. McCallum (Brisbane), Harry Clay 
(Sydney), and well-known local variety performer/managers like Albert Bletsoe (Bletsoe's 
Musical Comedy Revue Co), Arthur Morley (Royal Musical Comedy Co) and Walter George 
(Smart Set), all saw early opportunities to latch on to the Australian popular culture's increasing 
demands for more of the same. 
 
Harry Clay's decision in early 1916 to turn more of his Sydney circuit programs over to 
these revue/revusical/musical tabloid/mini musical comedy burlesques (as they were being 
referred to at that time), reflected a similar response to the Fullers' current policy. Together these 
two companies established a precedent that saw more and more local firms (Brisbane's Holland 
and St John (Empire Theatre)
134
 and John N. McCallum (Cremorne Theatre), for example), and  
sub-managements like Sadler and Kearns (Sydney), follow suit. Because these companies were 
wholly dependent on the quality of the troupe, and the effectiveness of the creative teams 
putting the shows together, they invariably drew heavily on the expertise of senior and 
experienced practitioners. While some measure of success was achieved - a factor which not 
surprisingly led to the genre being further developed - none (apart from Bert Le Blanc's shows) 
were able to come near the level of success that greeted the Nat Phillips Tabloid Musical 
Comedy Company in 1916. In capturing the popular culture audience's attention in Sydney, 
Stiffy and Mo turned the revusical into a full-blown popular culture craze in that city, and 
                                                          
133     See Elton Black biography in Appendix D for further details of Kate Howarde's revusical career. 
134     Following the death of Percy St John in October 1916 (Ted Holland had died in 1914), the Empire Theatre's management 
was briefly taken over by Edward and Dan Carroll in association with the Fullers (see Australian Variety and Sports Gazette  29 
Dec. 1915, 38).  
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provided other troupes and companies with an incentive to do likewise around the nation.
135
  At 
the core of this new development in variety entertainment, however, were the variety audiences 
around the country that found in these one act musical comedies levels of social and cultural 
relevance that made it the most appealing theatre experience on offer. Without their enthusiastic 
support for this new and exciting variety product, there could not have been an Australian 
revusical. For this reason, any attempt to analyse the Australian revusical's developmental 
precedents (industrial and creative) is dependent on first understanding the ideological, cultural 
and social world of the market that consumed it, and it is the dynamic relationship between 
production and reception (at the development stages of the revusical) that this chapter seeks to 
examine. 
 
 
 
Ted Holland 
Theatre Magazine June (1913), 29. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
That popular culture entertainment practice in Australia during the four decades leading 
up to 1914 has been accorded comparatively minor attention to date is due in part to the same 
problem facing urban biographers. As McCarty and Schedvin note, while the ultimate aim is to 
write up a "fully-rounded history of the city over a long period or the entirety of its history… 
                                                          
135     Appendix C provides evidence supporting this claim. The research survey of new locally-written revusicals and musical 
scenas shows a significant number of new works having been created between 1916 and 1919:  1915 (19), 1916 (57), 1917 
(107), 1918 (75), 1919 (56). It should be noted that these figures do not represent all the productions staged in Australia during 
this period, as many dozens of revusicals are identified as having been staged at particular venues on particular dates, but not by 
name.  One reason for this is that reviews and advertising did not always refer to individual productions by their title. This is 
particularly the case for the years 1918 and 1919. Although Australian Variety provides the historian with the most accessible 
data from its first issue in 1913 onwards, the situation changes quite significantly from mid-1918. At one point it appears that the 
editors adopted, in the majority of instances, the practice of referring to troupes rather than the name of their current production - 
e.g. "Ted Stanley and company will appear next Saturday in a new revue" (27 Sept. 1918, 10). Without recourse to other primary 
sources (newspaper advertising) many of these revusicals have inadvertently disappeared from the historical record. It should be 
remembered, too, that the above totals are first known/premiere productions only and hence do not include return engagements, 
reproductions, revivals and suburban or regional tours. This factor alone exponentially increases the total number of productions 
staged around Australia during that time period alone into the thousands. 
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Australian historians simply have not yet undertaken the basic research needed to write even the 
most conventional sort of urban biography" (2-3). With a minimal toolkit of methodological 
techniques, urban historiographers and theatre historians have therefore been confined to the 
study of particular aspects of history, invariably leaving large gaps to be filled in by assumption 
and most-likely scenarios. It is important at this point to acknowledge, too, that although this 
thesis has adopted a more flexible and over-arching methodological approach, the nature of 
historical research means that this project will also necessarily leave gaps at both the upper, 
more stable A-level and more transient C-level ends of the industry. There are also a number of 
issues that are necessarily treated with a more generalised approach because they themselves 
require a more concentrated analysis in order to come to a satisfactory conclusion. This thesis, 
for example, has already pointed to the problem of attempting to establish when and how 
vaudeville took over from the minstrel first part. This issue is far from clear cut because 
although minstrelsy appears to have been in decline from around the late-1890s, and had all but 
disappeared well before Harry Rickards' death in 1911, the genre still continued to find 
widespread and regular support on the suburban and regional circuits around Australia through 
into the WWI years and beyond. The following examples provide evidence of this claim.
136
 In 
1913 ex-J. C. Williamson business manager, George L. Goodman, presented his Star Vaudeville 
and Minstrel Company at the Alhambra Theatre in Sydney.
137
 Five years later Walter Johnston's 
Revue Company revived the minstrel semi-circle while on the Fullers circuit. Among the troupe 
were Les Warton and Jack "Porky" Kearns (Grand Opera House, Sydney).
138
  The following 
year Andy Kerr, then Australian Variety's manager and lessee of the Gaiety Theatre (Syd), 
presented his Minstrel and Revue Company at that venue. The Theatre also records in its March 
1920 issue that Benjamin and John Fuller's 1919-20 pantomime, Robinson Crusoe, included a 
"fortnight or so of burnt cork" (41), while Harry Clay is known to have continued to present the 
minstrel first part on his Queensland tours up until 1916, before finally bringing "down the 
curtain" on minstrel revivals in Sydney in May 1921 (Djubal 113-14). Even then managers like 
Clay later became creative with the genre and occasionally brought back the minstrel semi-
circle, exchanging blackface for naval costumes and the like (Djubal 114). John N. McCallum 
also presented a week of "Christy Minstrels" at his Cremorne Theatre (Bris) in 1920, with the 
cast including Elton Black and Billy Maloney.
139
  Leading Australian performers like Ted Tutty, 
                                                          
136    The Brisbane Courier's "Music and Drama" column of 25 January 1902 records: "Rickards has abolished the Part 1 system 
at his Melbourne theatre and it will probably be relegated to the realm of things that have been in other Australian theatres" (9).  
137     Goodman's long association with J. C. Williamson included Williamson, Garner and Musgrove (between 1880 and  
ca.1905). He was also employed by other local and touring firms such as John Stofel (1879) and Brough and Boucicault (c1892), 
and went into entrepreneurial activity himself towards the end of the first decade of the twentieth century (Theatre: An 
Illustrated Monthly Devoted to the Stage Dec. 1909, 14; and "Music and Drama," Sydney Morning Herald 19 June 1915, 12). 
The director for the Alhambra Theatre in 1913, which featured vaudeville and pictures, Goodman staged a revival of minstrelsy 
in May of that year.  
138    Theatre Dec. (1918), 32. 
139    Brisbane Courier 5 June (1920), 2. 
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Billy Cass and Wal Rockley are also known to have continued the burnt cork tradition into the 
1920s.
140
 Rockley was still presenting blackface in 1929, as an Everyone's article indicates. 
Described as a "real veteran" whose association with the business went "back to the days of the 
old Alhambra and Frank Clark's Silk Stockings Company," Rockley is said to have successfully 
revived the minstrel first part for a brief season the Grand Opera House (Syd).
141
 
 
 
 
Harry Clay 
Australian Variety and Show World 23 May 
(1917), 1. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
 
Frank Reis 
Theatre 15 July (1905), Supplement, n. pag. 
(Courtesy of the Fryer Library, University of Qld) 
 
 
 The problematics involved in dealing with this seemingly straight-forward issue occur 
because although variety fads, imported stars, and the occasional local celebrity performer, are 
relatively easy to identify through the upper level capital city operations of the Tivoli, Brennan 
and Fullers operations, the lower-level industry suburban/interstate entrepreneurs and their 
audiences left much less spectacular evidence of having existed. Nevertheless it is possible to 
come to terms with this area of research by concentrating on three key factors: 1) the influence 
of the social infrastructure on variety - that is, the market forces produced by consumers rather 
than by producers alone; 2) the impact of the media (notably Australian Variety); and 3) the 
development of the locally-written revusical. One particular aspect that underpins this chapter' 
approach is the relationship between variety entertainment and post-Federation national identity. 
In this respect, one frequently overlooked aspect of the Australian culture of this period is the 
role that local popular culture entertainers had in shaping notions of Australian-ness.  
                                                          
140    Theatre May (1916), 49; and Nov. (1919), 28.  
141    Everyone's 13 Nov. (1929), 41. 
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Another factor to impinge heavily on the historian's ability to "discover" popular culture 
is an issue discussed by Peter Burke in People's History and Social Theory. Burke proposes, for 
example, that one also needs to distinguish "between the culture which comes from ordinary 
people… and the culture which is provided for ordinary people by someone else" (218). In this 
sense popular culture is inherently contradictory - industrialised and profit-motivated on one 
hand, but on the other made up of, and dispersed by, the people. Again as John Fiske points out: 
"popular culture is such an elusive concept: it cannot be firmly located in its texts or in its 
readers… popular culture is to be found [therefore] in its practices, not in its texts or their 
readers, though such practices are often most active in the moments of text-reader interaction" 
(45). At the core of popular culture pleasure then is the notion of participation in everyday 
cultural practices, whereby interpersonal structures and allegiances (friendships, family, 
workmates etc) intersect with the dominant ideologies and public utilities in place at any given 
time (laws, transport, social systems, gender, race, education and employment etc). 
Interestingly, no reviews, industry-related observations or editorial comments have been located 
in either Australian Variety or the Theatre that criticise the lack of Australian-ness in any local 
revusicals. Certainly the arrival of Nat Phillips' "Stiffy" around 1914, and Roy Rene's "Mo" in 
1916 saw these characters hailed as being the first archetypical Australian characters to appear 
in the revusical - but prior to this there was no suggestion that audiences or industry critics saw 
the variety industry as being un-Australian. Instead the critics more often observed the everyday 
appeal of the stories and situations. An Australian Variety review of Where's the Wife, staged 
on Harry Clay's circuit in 1917, provides an example of this. Following its Bridge Theatre 
premiere, the magazine notes: "It should surely appeal to some of the poor old married men of 
Newtown, many of whom are very often ignorant as to the whereabouts of their respective 
'better halfs" [sic].
142
 This type of popular culture resonance within the urban market was 
located in the issues and instances affecting their immediate lives. The following lines from 
another 1917 revusical Safety First
143
 "invariably [got] a loud hand from the back of the house." 
They serve to further demonstrate the type of subject matter and approach that appealed to the 
revusical's primary audience - the lower socio-economic demographic:  
Here's to the heavens above - 
May they send down a dove, 
With wings as sharp as razors, 
To cut the throat of every man, 
Who'd lower the labourer's wages. 
 
       (X-Ray, "A Worker's Toast" 43) 
 
 
                                                          
142    Australian Variety and Show World  23 May (1917): 4.  
143    First staged by ex-American Burlesque Company star, Paul Stanhope, for the Fullers (National Amphitheatre, Syd).  
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Any issue of social interest and/or concern - i.e. parents who sent their children to the 
local hotel to pick up alcohol - could become topical subjects for comedians to play around 
with: 
Jack Kearns is of course THE comedian of the programme. Drink is one of the subjects of 
his discourse… [and] he concludes, "But there is one thing I do object to - the sending of 
children to hotels for your booze. It isn't fair. No; we should have it laid on to our homes - 
like water or the gas" (qtd. in X-Ray. "Gaiety Theatre" 28). 
 
The subject of alcohol was particularly popular with audiences, a factor evidenced by the 
number of related jokes and lyrics published in the pages of Australian Variety and the Theatre. 
Comedic singer, Louis London, described as having a style of his own (simple street dress with 
little facial make-up) performed ditties with lyrics such as the following: 
'Tis only an old beer bottle 
Floating upon the foam, 
Only an old beer bottle, 
Many miles from home. 
Inside is this piece of paper, 
With these words writ thereon - 
"Whoever finds this bottle, 
Will find the beer all gone!" 
 
      (qtd. in X-Ray, "Month in Vaudeville" 28) 
   
Alcohol was also a favourite topic with Nat Phillips and Roy Rene. A scene played out during 
their All Aboard revusical in 1916 demonstrates the link between the pair and their primary 
audience: 
 Stiffy:   What was that great crowd down at the Town Hall tonight? 
 Mo:      That was the wholesale and retail liquor-trades procession. 
 Stiffy:   Who were those in the front in motor cars, with tall hats and smoking fat cigars? 
 Mo:      Those were the brewers - the whole-sale men. 
 Stiffy:   And who were those next to them in spruce clothes and driving natty little traps? 
 Mo:      Those were the retailers 
 Stiffy:   And who was that ragged, down-at-the-heels, scroucher crowd following in the rear? 
 Mo:      Oh, those were the consumers. 
        ("All Aboard" 49) 
   
 
Many jokes told on a daily and weekly basis also contained references to contemporary 
celebrities - notably politicians, theatre people and sporting personalities - as well as social and 
sporting events and issues of public interest. Jokes (good or bad) relating to the on-going 
Sydney Harbour Bridge saga were common in the post-war years. Soubrette Jeanette Spellman's 
promise to give her answer to her lover "when the [bridge] is finished," elicits the sobbing reply 
"then we shall never speak again." Topicality was not always enough to save a poor joke, 
however, as a Theatre critic's scathing review of Spellman's performance indicates (X-Ray, 
"Month in Vaudeville" Mar. 1917, 31).  Racing industry subject matter also invariably made its 
way into jokes and sketches. Sydney's Spring Carnival, for example, frequently saw an increase 
in equine-related material on the variety stage. The Theatre's X-Ray presented some patter 
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between two of Harry Clay's leading performers in the weeks leading up to the annual event 
which demonstrates this. "Reg Thornton [at the Gaiety Theatre] blows on to the stage in the 
street attire of one of the boys, and jokes and sings in a way that brings down the house," he 
writes. "With Maurice Chenoweth [Thornton] works off this: - 
 Mr C.  I believe you're very lucky at the races. 
 Mr T.  I am. 
 Mr C.  Who do you get your tips from - Vockler? 
 Mr T.  Vockler? Don't be silly. I get my tips from a man who never backed a loser in  
  seven years. 
 Mr C.  Never backed a loser in seven years! Who in the name of Heaven can that be? 
 Mr T.  Mr Grahame. 
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Another relating to turf: 
 
 Mr T.  During the Randwick meeting a horse actually won a race carrying timbre. 
 Mr C.  Carrying timber! How do you make that out? 
Mr T.  Well, didn't Rebus win carrying Wood?" 
 
      (qtd. in X-Ray. "Month in Vaudeville" 28) 
 
The Theatre's critique of George Edwards and Rosie Parkes' turn around the same time - while 
posing the question - "is there a pair of sketch artists in Australia to-day the equal of [locals] 
George Edwards and Rosie Parkes - home-grown or imported?" - indicates that they too were 
working with topical and socially relevant material. "Admirably worked is the offering in which 
they succeed in backing a 100-1 chance winner through the aid of a magic ring," writes X-Ray 
("Month in Vaudeville" Nov. 1919, 28).  
 
It is the relevance aspect inherent to the generation and circulation of meanings and 
pleasures within the pre-1930s popular "working" culture that has created the most difficulties 
for theatre historians, largely because this seemingly similar or like-minded era is somewhat 
foreign and unappealing to academic inquiry. As introduced earlier this thesis, the paucity of 
academic interest in the "barren" field of post-Federation/pre-1930s' popular culture theatre 
hasn't been by chance. "The profound transformation in the culture of the popular classes which 
occurs between the 1880s and 1920s," writes Stuart Hall, sees everything change - "not just a 
shift in the relations of forces but a reconstitution of the terrain of the political struggle itself" 
(229). Hall concludes that the non-appearance of a militant or mature ideological struggle within 
a culture so closely resembling our own has been disconcerting. Ultimately this has led to the 
period having been put aside.  Nevertheless, the diaspora of popular culture pastimes within the 
fast-changing Australian urban social landscape over the decades leading up to the immediate 
post-Federation era is a consequence of the centralising of industry and commerce that requires 
                                                          
144    It is likely that the "Grahame" referred to in this joke was the President of the Tattersall's Club (Sydney) and also State 
Minster for Agriculture. See Australian Dictionary of Biography 9 (1988), 69. The reference to Vockler is possibly one of three 
well known variety/sporting people from that era - Ern Vockler (known as the "Charlie Chaplin of Australia"), his sister, Lily 
(wife and on-stage partner of comic, Ern Delavale), or their brother, boxing champion, Art (Vockler) Martell. 
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academic consideration. With the six Australian cities sustaining most of the population growth, 
the economic forces were also largely determining its social structure. D. T. Merrett notes, for 
example, that by the start of the twentieth century 36 per cent of the 3.57 million population 
resided in these six capitals alone (171).  
 
The reliance on coastal-urban growth rather than rural expansion also saw Australia's 
developing national identity, or consciousness, during this era become one peculiarly located in 
the suburbs - where most Australians lived, and where a large percentage of public utility 
resources were absorbed (Davidson 82). As the previous chapter has argued the urban and 
industrial developments of the late 1800s "produced new city dwellers, possessed of spare time, 
financial resources, and a desire to be entertained" (Waterhouse, "Popular Culture" 269). With 
most Australian workers being employed under more liberal terms and with greater monetary 
rewards than their British and American counterparts, its citizens, even the "common-sort" 
(269), had greater all-year-round access to leisure time and activities (Meader 145). The 
diffusion of leisure time in the urban areas, and particularly amongst male workers in the lower 
white collar and blue collar workforce, saw the country often described by visitors as a "working 
man's paradise," and indeed the success of recent social reforms was seen by Australians at that 
time as one of the country's great achievements (Birrell 262).
145
     
 
The spread of benefits derived from both state and Commonwealth arbitration during the 
early Federation years not only enhanced the lot of weaker employment sectors (domestic 
servants, shop assistants, manual laborers, factory workers etc) but also helped intensify the 
nationalistic feelings of the popular culture - whereby Australians began to more actively engage 
in thoughts and discussion about what it meant to be an Australian (Birrell 304). Considering 
yourself an Australian was not just about nationalistic sentiment, however. It was as Gordon 
Greenwood proposes, "a complex of ideas and emotions, partly apprehension of present reality, 
[and] partly aspiration towards an ideal future" (146). As suggested earlier, because much of our 
understanding of late nineteenth and early twentieth century nationalism to date has been drawn 
from the work of Australia's leading artists and writers of the era, our understanding of what 
constituted an Australian individual is reflective of these works and the ideologies within them. 
Greenwood articulates this approach when he notes: "The most important avenue of publication, 
the Bulletin, attracted the best creative writers. For the first time the Australian land and people 
were seen through the eyes of writers who were consciously Australians, sensitive to its virtues, 
critical of its shortcomings, but confident in its future" (148). Critiques of leading Australian 
                                                          
145  Another important achievement, which further reflects the improving everyday conditions ordinary people were becoming 
accustomed to, was the infant mortality rate, which fell from 107 deaths per thousand births in 1902 to 71.7 in 1912, a figure 
almost half that of England and Wales combined for the same period. See Commonwealth Year Book 7 (1914): 169-70. 
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writers of the pre-WWI era 
146
 (David Walker, Kay Iseman, and Jack Lindsay, for example) 
indicate, however, that this minority were far removed from the great popular culture mass. 
They were well-educated, widely traveled, and heavily influenced by contemporary European 
socialist thought, and as such were the "products of both the middle-class and parent culture 
they decried" (Iseman 276). In Decay and Renewal Jack Lindsay argues that writers and 
intellectuals of the period tended to view with nostalgia the twenty year period of intellectual 
and creative activity leading up to Federation (ctd. in Iseman 276). As a consequence they saw 
themselves as effectively separated from their contemporary culture, both dominant and popular.  
 
In attempting to come to terms with the intimate production/reception relationship that 
occurred in the variety entertainment cultural sphere of that era, this thesis argues that the 
significance attached to these writers, artists and intellectuals effectively denies the voice of 
popular Australian culture and the impact that this significant portion of the population had on 
determining a dominant Australian identity. It is not being suggested here that the intellectual/ 
sophisticated cultural elite and popular culture mass did not share or exude their own sense of 
identity, but that there existed different means and levels of expression. A 1919 Theatre report 
on tertiary students attending a vaudeville programme as part of Sydney's University Day 
celebrations indicates, for example, that both the Fullers and the wider variety industry did not 
instinctively understand or identify with that particular audience. Indeed, two issues can be seen 
to have evoked different reactions in terms of ideological relevance and productive pleasure - 
these being anti-American sentiment and the type of entertainment on offer. The Friday matinee 
performance of Stiffy and Mo's Bullfighters - the second last session for that week's programme 
- was as X-Ray records fully packed due to the influx of students: 
On the whole they kept themselves well within bounds. The only thing that got them going 
was the parading of American patriotism in the Pathe gazette, shown as the opening item in 
the first half of the programme. "They didn't go over," read the lettering on the screen in one 
instance; "but every man - and every gun - was ready!" This was the culminating point. From 
the whole of the cap-and-gown brigade came full-throatedly, the one-to-ten count out, 
repeated with increasing vigor until the somewhat long scene had run its allotted course. Nat 
Phillips (Stiffy) and Roy Rene (Mo) were applauded - genuinely and vociferously; and most 
generous were the students in their appreciation as regards pretty well every performer on the 
bill. For the all-round happy trend the proceedings took a great deal of credit is due to the 
tact and firmness shown by Manager George Audley in his handling of the situation from the 
moment the doors were opened ("Month in Vaudeville" 28). 
 
The tone and content of this report appears to suggest that neither the management nor the 
Theatre magazine were aware that the Pathe reel would create such an antagonistic response 
from the students - especially seeing that the gazette would have been shown to a typical Fuller's  
audience at least twice a day from the previous Saturday without causing similar 
demonstrations. It's not that anti-American sentiment was a new discourse in Australia. The 
                                                          
146    Such writers include: Vance Palmer, Louis Esson, Frederick Sinclaire and Frank Wilmot. 
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Sydney Morning Herald suggests as much in an 1899 "Music and Dramatic Notes" column 
when it proposes that the American invasion had been intermittently sustained since Nat 
Goodwin and Maxine Elliott's Australian tour.
147
 The column further notes that "the engagement 
[of several other companies]… points to the vigorous renewal of the campaign" (4). Michael 
Birch agrees that this specific problem goes back a very long way. "Australia," writes Birch "has 
always been the most efficiently colonised country in the world. We suffer, not from the tyranny 
of distance but from the tyranny of proximity. Australia has always been an avid consumer of 
other people's cultural product, whether British or American.... [thus] it is not difficult to 
understand [that] Australians... are the best cultural clones in the world" (522). The issue as it 
pertains to the above incident (much as it remains today) is that for the majority of the 
Australian popular culture of that era the issue of anti-Americanism did not register as loudly or 
as vehemently as it did for those whose livelihood or specific interests (including academic) 
were motivated by such concerns. The events of the 1919 University Day provide an insight into 
the separatist ideologies within Australian population extremes, not only in that the Pathe 
gazette story failed to evoke outcry from popular culture audiences attending during that same 
week, but that there was some measure of surprise at the "cap-and-gown brigade's… genuine" 
appreciation of the remainder of the programme.  
 
This issue lies at the heart of the problem with Australian entertainment history in that 
academically-trained historians working in the areas of sociology, literature and theatre have 
tended to overestimate the degree to which the work of their intellectual peers have impacted on 
the lower socio-economic levels of the Australian popular culture. This is most likely the result 
of both past and present intellectuals finding a particular type of appreciation in the pursuit of 
high taste-culture production. At the other end of the taste culture continuum, however, such 
irrelevant pursuits play very little, if any, part in everyday activities. Rob Pascoe's detailed 
analysis of the manufacturing of Australian history similarly posits the problem of our past 
having been fashioned by a combination of selective interpretation and preoccupations with 
myth and stereotype.
148
  R. W. O'Connell's observations in the late 1960s suggest too that our 
national identity around the turn of the century was largely the result of perceptions based on "a 
single tradition of social comment and criticism" (30). An example of such thought can be seen 
in the work of A. L. McLeod, who in 1963 proposed that Australia's recreational forms of the 
late nineteenth century became "a part of the whole social and cultural program" and in tandem 
with the artists, writers and intellectuals of the era worked towards "the establishment of a truly 
national identity." Thus by "the time of Federation," he writes, "an Australian ethos… [could be] 
                                                          
147   The date of this tour is yet to be established. 
148   The Manufacture of Australian History. (1979), v. pags. 
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found in language, literature, art and all the other facets of cultural achievement" (8). 
Presumably, McLeod is not referring here to the achievements of our vaudeville and minstrel 
performers and writers who plied their trade the length and breadth of the country year in and 
year out to countless tens of thousands of people. And herein lies one of the more commonly 
misunderstood, or perhaps more often ignored, issues pertaining to a socio-historical evaluation 
of Australian culture and identity - the fact that the vast majority of literary and critical works 
published during this era appealed to a relatively small and sophisticated audience. Furthermore 
they had little impact on the broader population, who either didn't know of their existence, or if 
they did, possibly didn't care. 
 
Taking the Bulletin as a primary example, its language, content (including advertising) 
and retail price, indicate that while the magazine's ideological standpoint may well have found 
support across the broader Australian-born demographic, its impact was all but restricted to a 
small sector of the consumer market (Waters 78). The general consensus that the Bulletin began 
developing after a year or so features that seem to have attempted to appeal to bush and 
"working-class readers," and that it was the first widely circulated journal (Waters 77-78), 
requires further investigation because the magazine too frequently debased the lower economic, 
under-educated population thereby suggesting that it would not have attracted the support of that 
market. Indeed, it is more likely that this demographic viewed the magazine as advancing 
intellectual and social snobbery. Typical of the attitude of the Bulletin's writers and its editorial 
direction is the following piece: 
Percy St John with W. J. Wilson takes over the lease of the Alhambra Theatre "down in the 
remote works of Brickfield Hill, Sydney (on Saturday previous) after an almost unbroken 
silence of years. The theory is that at the far end of George Street there is a population that 
wants to get to the city theatres but knows it is no use trying because it would drink its 
eighteen-pence [on] the way; and that this population can be profitably reached by bringing 
the bones and the tambourine nigger and the interlocutor to its door (8 Oct. 1898, 8). 
 
 
 The Bulletin's position in so far as low culture entertainment was concerned appears to 
have changed little since the mid-1880s, when one critic wrote a lengthy article about the 
current offerings in "minstrel-mad Sydney" with a condescending form of expression: 
If novelty is pleasing this notice should be popular; it is written for the public not for the 
profession. And it's a pleasant thing, too, mind you, to write nice things about the "pros," and 
to stand at the "corner," with a simper about free lunch and receive their tributes of 
admiration re your scintillating humour and dramatic acumen. We've had lots of this in our 
time, and it was not until a distinguished member of the variety profession gave us a dig in 
the ribs one morning, and called us a "sikarstic dawg," that we awakened to the fact that we 
were a great writer… Look in the advertisement columns of the dailies; gaze upon the 
hoardings of this city; and what appalling lesson do ye learn there! Simply this: Sydney has 
gone mad on minstrelsy. The list on names we read over with ghastly wonder, Hiscocks 
alone at his popular and fashionable lounge does not content himself with mere variety 
veterans. He must have in his bill, sirs, nothing less than Monuments of Minstrelsy (19 Sept. 
1885, 9). 
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The author clearly positions himself above the audience by his use of language and satire 
throughout the review. As the "unfortunate critic… glued conscientiously to his fauteiul,"  he 
describes his experience attending the various variety halls with terms like "agony," "ugh," 
"dreary," "bewilderment" and "burden." Frank M. Clark's Red Stockings show draws particular 
criticism. "Miss Lillie Linden settled herself down to a little bright banjo, and began to sing 
comic songs. We do not remember to have heard anything sadder," he writes. His response to 
Clark's dreary patter as "The Man of Education" ("calculated to break the stoutest heart") 
apparently forced him to leave "in a deeply dejected condition" (9).  
 
 The magazine's format also invites a contestation of its historical value as window into 
the Australian popular culture past. The fact that the Bulletin was a commercial product, 
designed to target a specific market is an issue that has seemingly been overlooked. An analysis 
of advertising placed in the magazine
149
 indicates that a significant proportion of products being 
promoted were luxury items (vehicles, photographic equipment, music equipment, high fashion 
and major household appliances) or business-orientated goods and services (machinery, cash 
registers, property investment etc). The cost of these products were beyond above the 
purchasing capacity of low income earners, which suggests that the manufacturers and business 
saw the Bulletin's market as being an upper-income demographic. As media writer Colin 
Stewart notes: "Specialist magazines are able to reach a minority audience by charging a higher 
cover price that allows profit with a lower circulation and by attracting advertisers who wish to 
reach a certain group in society" (301). This is a factor that Chapter Two argued must 
necessarily be taken into consideration because the make or break reality of cost over profits in 
the commercial marketplace was absolutely imperative.   
 
It is being argued here that the influence of the Bulletin and its coterie of writers on the 
broader Australian demographic has been largely inflated by social and theatre historians who 
have failed to not only apply a rigorous evaluation of content in relation to the consumer market, 
but have also failed to do their sums. A clarification of influence or impact by the Bulletin can 
be drawn from Commonwealth census statistics which show that the population of Australia was 
approximately 2,323,000 people in 1881 and that by 1901 this figure had jumped to 3,771,000, 
an overall increase of 1,448,000 (roughly 72,400 new citizens per year over the two decades).  If 
the Bulletin had a circulation of 82,560, as it claims for its Christmas 1886 issue (Greenwood 
144), and at which time the population would have been around 2,557,400, this equates to only 
3.23 percent of the population actually buying the magazine. By 1901, when the Bulletin 
indicates that its circulation had reached 100,000, this percentage would have in fact dropped to 
                                                          
149     See page 179 for examples. 
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2.65 percent. Even given that each copy sold would have likely been read by more than one 
person, and that the Bulletin was unlikely to appeal to small children (and perhaps recent 
immigrants and British nationals), there is a distinct possibility that a good deal more than 50 
percent of the population, and more likely as high 80 percent, did not buy or read the Bulletin on 
a regular basis (if at all).
150
 Thus to assume that "widely circulated" translates into increased 
sales and widespread influence (Waters 77) has led historians to invite a type of contextual 
slippage that Graeme Turner warns can occur when cultural theorists fail to apply a comparative 
tradition that explicitly and routinely admits the contingency of its local analyses and arguments 
(4).
151
  
 
It may be said then that the Bulletin's primary market consisted of urban-dwelling 
Australian-born and locally-educated professionals, along with local and immigrant artists and 
writers, all of whom had to compete against high status British works and reputations (Birrell 
105). Because this relatively small percentage of the overall population comprised many 
individuals sensitive about their identity and constrained in their ability to compete on their own 
merits, it was a community open to alternatives that dismissed the aspersions of inferior colonial 
status (Birrell 128). On the other hand few non-professional white collar and blue collar 
Australians, despite also being disparaged and demeaned by English middle-class attitudes 
towards them, were in a position to endure public or official scrutiny of their worth as colonials. 
Instead the popular culture effectively discarded the negative cultural associations by identifying 
themselves within their own social world as proudly Australian. The question to be asked is if a 
more clearly definable national identity was emerging in post-Federation years, and it was at 
best only partly a response to the intellectuals and writers of the time, how else might this have 
occurred? While many sought nationalist brotherhood through associations like the Australian 
Natives Association (Birrell 105), most simply engaged with such ideals on an everyday basis 
through community or socially-based activities - including the leisure industry.  
 
 
 
                                                          
150    Gordon Greenwood, Australia: Social and Political History (144) and Bob Birrel, Federation (123). It could be argued, for 
example, that if each issue's actual circulation in 1901 increased five-fold - because an average of five people had access to 
every one copy sold (500,000 people) - and one third of the population (2,514,000) were excluded from the survey (i.e. those 
with no interest in reading the magazine - including for example - children, new immigrants, illiterates and British nationals), 
then the percentage of access to each Bulletin issue would at best be only 19.89 percent. 
151    The same logic applies to the use of language and other signifiers that generate meaning beyond the specific, or which 
misrepresent the actual.  As the introduction to this thesis has already noted, the historian's choice of  particular words can shift 
perceptions for the reader and produce flawed hegemony in the same way that exclusion of information (whether accidental or 
not) also creates a biased reading.  For the historian, and well as the cultural observer, this requires a reflective and systematic 
appraisal of the various layers of meaning within the texts they present (Shuker Understanding 21). It also requires a kind of 
revisionary perspective that operates by referring to, and actively engaging with, the outlooks and experiences of the different 
cultural groups involved (Thwaites et al 214). 
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Bulletin Advertising (1886, 1895, 1900) 
 
 
 
Bulletin 27 Feb. (1886), 19. 
 
 
 
Bulletin 30 Nov. (1895), 26. 
 
 
Bulletin 17 Feb. (1900), 21. 
 
 
Bulletin 17 Feb. (1900), 8. 
 
 
Of all the venue-based (non-sporting) entertainment forms that had been available in 
Australia up until the second decade of the twentieth century, minstrelsy, burlesque and 
vaudeville were ideally suited to both the day to day entertainment needs of the popular culture 
audiences and the economic conditions effecting the national entertainment market at the 
industry level. Not only was variety cheaper to produce than most forms of legitimate theatre, 
but as Richard Waterhouse notes, it was an attractive form of escapism for urban dwellers with 
time on their hands, money in their pockets and with a desire for carefree release from the daily 
grind ("Popular Culture" 269). Although film exhibition continued to expand its market share 
throughout the first 20 years of the new century, moving pictures and variety essentially 
competed for the same popular culture audience up until the mid-1920s without one dominating 
the market at the expense of the other. In many instances they even played to the same audience 
as part of a "vaudeville and pictures" bill. This mirrors general industry clustering practice 
within specific business orientations, in that the proximity of film exhibition houses and theatres 
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worked to establish entertainment precincts, and thus provided alternative leisure opportunities 
to the popular culture on a more or less equal basis.  As Waterhouse further notes, in certain 
ways minstrelsy and vaudeville represented a continuity with the traditional values of popular 
culture - especially those relating to mocking minorities and defying authority (269-70). 
 Again the issue of surveying only the top level entrepreneurs comes back to haunt 
historical practice which assumes that wider industry practice would have merely reflected or 
mirrored the major organisations. As Grossberg et al argue the study of cultural practice requires 
historians to "spell out the relations between the theoretical and the empirical, and to rearticulate 
history in terms of specific material contexts" (15). The consensus up until now, however, has 
been that the variety stage only occasionally attempted to provide acts with Australian themes 
and flavours, a claim that cannot be supported even at the A-level venues, let alone the lower 
level establishments. For example, in citing The Australs and their variety turn circa 1909 as one 
of these rare instances, Richard Waterhouse ("Popular Culture" 269), misunderstands two 
important issues. The first is that local performers and writers had in fact been regularly 
presenting Australian characters, stories and themes within (or as the focus) of burlesques, 
pantomime, minstrels farces, comic sketches and songs as far back as the 1850s (see for 
example, Appendices C and E). Sometimes these are obvious, but mostly they did not require 
overt demonstrations of Australian-ness, just as contemporary products of popular culture 
television like Neighbours and Home and Away similarly establish their unique Australian 
connection through characters and situations that more or less typify contemporary society. 
Reflecting on the success of Stiffy and Mo, for example, Just It magazine proposed in 1927 that 
one reason for the duo's popularity was that they portrayed the 'bloke' perfectly, and were 
therefore a 'dinky-die' Australian turn, speaking the language fluently and 'to the manor born' as 
Hamlet says"  ("Vaudeville" 28).  
 
 Much of the appeal of an Australian comic, too, was his or her ability to tap into local 
issues and poke fun at officialdom - whether politicians, councillors or even high-profile 
theatrical entrepreneurs. Although parochial and spectacularly "Australian" variety performers 
are difficult to identify, it is nevertheless possible that many exuded Australian-ness in their 
performance simply because they were Australian. If we accept that Australian identity was not 
an everyday issue for the popular culture of that era, in the same way that we today do not feel 
compelled to engage with Australian-ness in our everyday activities (it is simply accepted as 
given), then it stands to reason that Australian variety performers did not make it an issue within 
every performance. Thus the most popular songs of the era were not always about being 
Australian but more frequently about love, heroism (particularly firemen and soldiers), family 
etc. While local variety artists may well have encountered resistance to their heritage in 
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comparison to international stars at some point in their careers, many had no qualms about 
identifying themselves as Australian – such as with the "Australian team" of Delohery, Craydon 
and Holland. Others were given the label as a matter of course, as with the various female 
sopranos routinely referred to as "Australian nightingales," or through descriptives like 
"Australia's premiere tenor, Mr Harry Clay." Ultimately, however, audiences would have 
recognised in the leading Australian-born comics of the era a distinctly local attitude, accent or 
manner, even when these artists were disguised with burnt cork. Critics of the day also often 
remarked on connections between a performer and the level of popularity he or she established 
in particular locales. "Mr Charles Fanning is an Australian by birth - a Sydneyite in fact - which 
may account for his immense popularity with the audiences of this city" wrote one critic;
152
  
while J. C. Bain was invariably linked with his hometown of Brisbane (actually Ipswich) 
whenever he returned to southeast Queensland.  "Murrumbidgee" Dave Gardner is just one 
example of an Australian "black face" minstrel comic who from around 1898 established a 
reputation for Australian "aboriginalities." While reviews of Gardner's act are typically rare, the 
routinely Australian terms and descriptives applied to his appearances infer a blackface 
impersonation located in the Aboriginal/outback context. Such references include, for example: 
"back blocks comedian," "Eucalyptus comicalities," "outback comedian," "Murrumbidgee 
comedian."
153
  
 
 The issue of national identity and the role of the popular culture audience also invites 
consideration of what actually constitutes an "Australian theme or flavour." In this respect, 
historians and literary critics have too often looked for spectacular signs (bushrangers, koala 
bears, kangaroos, boomerangs and coo-ees, for example) when, as the previous paragraph 
proposes, Australian-ness can be a much more subtle expression. Kay Iseman suggests, for 
example, that although the desire to define a unique Australian tradition had being going on for 
a long time the country's relative youth had made it all but impossible (276). And yet while 
Australians seemed able to recognise Australian-ness (whether consciously or sub-consciously), 
theatre and cultural critics continued to measure the relative value of past production using the 
"Australiana" yardstick. In 1977, the same year that Iseman published her article, two leading 
foreign producers of popular culture musical entertainment, Harold Prince and Stephen 
Sondheim, similarly identified Australian identity as an inherent state of being. At the 
International Music Theatre Forum, held as part of the 1977 Festival of Sydney, Prince 
responded to a "nagging question [that] recurred through the sessions - the Australian-ness of a 
musical!" 
                                                          
152   Theatre: An Illustrated Monthly Devoted to the Stage Feb. (1909), 9. 
153   See for example the Age: 22 Oct. (1898), 12; and 6 May (1899), 12.  
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You don't have to use Australian history to make an Australian musical. It isn't necessary 
to write about the Outback or Ned Kelly. That's parochial. The fact that it's written in 
Australia by an Australian and showing signs of a distinct Australian mode of attack - that 
makes it Australian (Audible relief. Applause)… but whatever else, the important thing is 
that your shows say something meaningful to an Australian audience (Shoubridge 9). 
 
 Although relatively few poems and song lyrics written by variety artists of the pre-1930s 
are still in existence today, there are examples to be found in publications largely marketed 
towards the popular culture audience. Arthur Morley, one of the very first Australian-born 
writers and producers of revusicals, was also an occasional contributor to magazines like 
Australian Variety.  At least three of his poems can be found in issues of the magazine between 
1914 and 1917.
154
  In none of these poems are there distinctive signs of Australian-ness - no 
overt mention of wombats, bushrangers, larrikinism or even the Australian landscape. Read in 
the contemporary context, and by "ordinary" Australians, however, these poems would have 
shown "signs of a distinct Australian mode of attack" and subsequently produced an understated 
though clearly identifiable sense of Australian-ness. In Morley's poem, "Stranded! Xmas 1897" 
(1915), for example, there is little doubt, even today, as to the narrative's spatial and temporal 
location. In this sense it would have been read in the context of a distinctly Australian 
experience.
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 Interestingly the Theatre magazine referred to this emerging sense of national 
identification in an "Editorial" published in 1907 and which drew attention to the nation being 
then in a state of infancy in respect of its identity. The author notes, however, that even then the 
country was beginning to show signs of a distinctive Australian type: 
At the present day an Australian is looked upon as a Britisher, but far away in the mists of the 
future we can see a time when an Australian will be regarded as an Australian – as a distinct 
species of the Britisher. Already there is a strong national sentiment growing up in Australia, 
and Australians are realizing that it is a proud boast in an assemblage of Britishers to say, "I 
am an Australian." The service which Australia gave to the mother country in the Boer War 
is largely responsible for this growth of national sentiment, alias national pride. Already the 
cry is rising from the sons of Australia, "Give us something Australian," and that cry will 
gradually become stronger (3-4). 
       
 Edgar Waters, in his examination of the popular arts in Australia around the turn of the 
century, sees the larrikin as possibly the most visible attempt by Australian variety practitioners 
to define a recognisable local character in this nation-building era. Although rarely presented in 
a softened or complimentary light, and sometimes drawing on pre-existing British "coster" 
influences, the larrikin in songs by writers like Lance Lenton and Pat Finn would have been 
readily identifiable to the popular culture audience. Unfortunately Waters' research, which also 
reflects the upper-level industry focus of theatre historians, is unable to conclude the reasons for 
                                                          
154    See also "To Variety - 1914" (7 Jan. 1914, 4) and "The City of Make-Believe" (17 Jan. 1917, 4). Both poems are included 
in Appendix I. 
155     See Appendix I. 
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the larrikin's disappearance from the local stage after his brief period of popularity in the early to 
mid-1890s (215) and before re-appearing post-1915 (222). It is reasonable to speculate, 
however, that the answer may well lie in the fact that as Harry Rickards' entertainment 
philosophy moved evermore towards the high culture market, the larrikin's initial curiosity value 
would have lessened. And as an alarming social pest his onstage representation could only have 
turned towards the opposite "blue" or low-comedy end of the variety continuum. This aspect can 
be inferred from the lyrics of one of Lenton's big hits, "Woolloomooloo," written for Will 
Whitburn, one Harry Rickards' long-serving stars: 
   I happened to be born on a cold and frosty morn, 
   In the famous suburb known as Woolloomooloo; 
   For it was in Riley Street where the folks first heard me bleat. 
   For at the time I had nothing else to do. 
  
    Oh, my name is McCarty 
    And I'm a rorty party 
    A larrikin so hearty 
    That's a fact, oh strike me blue 
 
   I'm a perfect daisy, won't work because I'm lazy 
   Gone way along the boozing throng 
   That loaf round Woolloomooloo 
   When I grew up a lad, I went straight to the bad…. 
       (qtd in Waters 211) 156 
 
Waters' research also identifies a number of later larrikin-inspired sketches and songs, notably: 
"The Pride of Woolloomooloo" (staged by Hudson's Surprise Party in 1893); "The Sydney 
Larrikin" and "The Woolloomooloo Larrikin" (1894);
157
  and two further Lenton songs, "The 
Larrikin's Hop" (a hit first for Whitburn c1894 and later covered by Daisy Chard in 1895);
158
 
and a parody of an traditional English song, "At Black Wattle Swamp I Met My Doom."
159
  I 
have also uncovered further examples of songs and turns that utilised the larrikin character- 
notably, the Leslie Brother's musical act "Woolloomooloo" (1895)
160
 and one of Frank M. 
Clark's big hits, "The Push" (1892), again written by Lenton.
161
   
 
 While the larrikin's demise on the Rickards circuit seems clearly apparent, in the lower 
level suburban variety houses audiences would have been more sympathetic to his portrayal 
because they either identified with or knew such characters. Some audience members would 
even have been members of a local push, and hence more receptive to having themselves 
                                                          
156    See Appendix I for additional lyrics to "Woolloomooloo." 
157    This research survey has identified Whitburn's version as having been staged as early as 1889 under the management of 
Frank M. Clark (Academy of Music, Sydney; 13 July). 
158    See Tivoli Theatre, Sydney; 13 May 1895. 
159    See Chapter IV, pages 211-222. 
160    See Tivoli Theatre, Sydney; 1 Aug. 1895. 
161    See St George's Hall (Melb), 13 Feb. 1892. Another of Lenton's hits written for Clark was "The Bookmaker's Concert," 
which undoubtedly drew on themes and experiences familiar to many Australians - see Gaiety Theatre, Melbourne, 27 June 
1891. 
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represented on stage. That the larrikin was still a popular figure on the variety stage by the turn 
of the century is evidenced, too, by Florrie Ranger's hit "I'm the King of the Bottle-oh Push," 
which had been incorporated into the Jones and Lawrence-produced Christmas pantomime, 
Little Red Riding Hood and the Demon Wolf in 1899. Although it is quite likely that direct 
references to larrikinisms and "the larrikin" eventually phased out of variety, the characteristics 
and attitudes of larrikinism more than likely survived, being passed on, especially, in the 
routines of comedians who built their acts around the defiance of those in power (ranging from 
mother-in-laws to politicians). Katrina J. Bard has also identified this intrinsic relationship 
between popular culture audiences and variety leading up to 1914 when she writes: "Australian 
comedy developed anti-authoritarian themes directly linked to the working-class humour of the 
Cockney Londoner. Typical subjects to be undermined were judges, policemen, mothers-in-law 
and nagging wives. The central figure pitted against respectable pillars of society was frequently 
a larrikin or mischief-maker doing his best to pillory responsible figures but, in fact, often 
coming off for the worst" (9). For theatre historians trying to understand the social aspects at 
play here, the problem of attempting to rationalise popular culture identification through upper-
level industry activity is that it tends to reinforce a "community of fate" scenario, whereby 
audiences simply accept what are given because the market is oligopolistic; as opposed to a 
"community of choice," whereby the market actually shapes entertainment production and 
developments through audience demand. 
 
 The popular culture support for minstrelsy and burlesque in the suburbs and down-market 
city venues was not just a response to generic form and local content, however. The dual impact 
of social and industrial evolution in Britain and America, and in particular the improvements in 
communications and transport, were not surprisingly delayed in Australia - a factor that had as 
much to do with established social activity, commercial forces and government decision-making 
as it was to do with actual distance from the British and US industrial epicentres. When the day 
to day impact of foreign influence did affect Australians it did so first and foremost in the two 
major cities, Sydney and Melbourne - before eventually reaching the interstate capitals and 
finally the bush. As with developments in commercial industry the stage, too, was "a thing of 
the cities, and by its nature… much more readily open to influences from outside Australia… 
[indeed] the environment of the cities was always less different from the environment of the 
British Isles than the bush" (Waters 247). The increasing preoccupation with leisure and 
recreational activities in the major Australian centres by the turn of the new century, as with 
American and Britain a decade or more earlier, can therefore be seen to have effectively 
separated that generation from those of the not so distant past. Peter Bailey, writing in Popular 
Culture and Performance in the Victorian City, notes for example: "Economic security and the 
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time and services that it could buy" became an important and wide-reaching factor in the 
changing social landscape (14). "As the mid-Victorian period unfolded," he adds, "the pursuit of 
leisure won an increasing number of devotees, for it was not only master manufacturers who 
enjoyed the new bounty, but the lesser lights in a middle-class that was becoming both more 
numerous and more prosperous" (14-15). In drawing a comparison between pre-industrial social 
life, which he articulates as being intermingled with work and "governed by the prescriptive ties 
of a heavily ritualised communal custom," Bailey argues that "the combined process of 
industrialisation and urbanisation effectively compressed and concentrated leisure and separated 
it out as a discrete new sector in an increasingly compartmentalised life-space" (20).  
 
 The leisure objective wasn't the only issue to provide a basis for different perspectives 
within in the wider community around this time, however. Bob Birrell draws our attention to the 
distinctive cohorts that emerged from the 1880s onwards as the Australian-born children of 
immigrant parents began to aspire in greater numbers towards controlling their own destiny at 
the expense of the older, immigrant generations. His research indicates that the tension created 
through these two quite hostile positions "elicited frequent comment" (106), with the emerging 
(locally-born) demographic desiring the removal of non-Australians from positions of control, 
while their elders increasingly resented the "brashness of the new generation" (106). In support 
of this is an 1882 Melbourne Review article by H. Taylor titled "Our Future Rulers." Taylor 
writes: "The policy of calmly ignoring the claims of such 'coming men' alienates the sympathies, 
undermines the confidence and creates a feeling of bitterness" (435).
162
  
 
 Despite the difficulties in accurately mapping social behaviour in the historical context it 
would appear from contemporary references that shifts in audience behaviour and expectations 
were apparent to some within the industry, and particularly those with the necessary expertise or 
interest in its commercial aspects. The 1907 observations by George Musgrove concerning the 
decline of European and British music theatre into "thinly disguised music hall entertainments," 
were not the only comments directed towards this issue at that time (and nor were they the first 
he made publicly). Some two years previous Musgrove had pointed out that current theatre 
practice in London served the needs of audiences in a quite different manner to audiences in the 
colonies, reasoning that in Australia and New Zealand at least some semblance of "propriety" 
still remained:  
In the colonies playgoers go the theatre at 8 o'clock, and want a piece which will keep them 
amused and interested till nearly 11 o'clock. But in London it is different; all that is wanted is 
                                                          
162   One of the most popular of Australia's minstrel farces of the late nineteenth century/early twentieth century was titled "The 
Coming Man." It is believed to have been first produced in 1885 but continued to be staged up until at least 1920 on a fairly 
regular basis (see Appendix E). While it cannot be established that the story is based around the same concept, the terminology 
is specific in its reference and suggests therefore the possibility of a relationship. If this is the case it would further indicate that 
the issue was not temporally-bound to the nineteenth century. 
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a piece to act as a kind of diversion between dinner and supper - that is why they are written 
with only a thread of a plot, and with all the variety business in the second act… Thus it is 
that musical comedy of today is merely a high-class variety show (12)
163
 
 
While Musgrove's opinions about the relative value of popular musical comedy in comparison 
to drama and opera are not an issue pertinent to this study, his observation that social behaviour 
was having a significant influence on theatre production is given much credibility because it 
comes from someone with a keen and experienced entrepreneurial understanding of the market. 
From Musgrove's observation it would appear that Sydney and Melbourne theatergoers during 
the first decade of the twentieth century had not then assimilated the current London fashion for 
moving on and about town over the course of an evening - an aspect of behaviour that W. 
Maqueen-Pope recollects as being part and parcel of the British theatre scene by that time: "It 
was not an Edwardian habit to get bored, life was flowing strongly… [and] you had your pick of 
a night life which was rich" (206). Conversely, Australian city dwellers of the same era tended 
towards different patterns of entertainment behaviour, despite having more attractive 
employment conditions. This was because their leisure patterns were being influenced by such 
issues as availability of transportation, the nature of the social infrastructure that developed in 
response to demographic movements (including immigration and employment), local 
government legislation and planning, and also the ways in which the variety industry had 
established its infrastructure during the preceding decades. J. W. McCarty argues, for example, 
that the concentric suburban demographic zones in Sydney around the turn of the century were a 
direct result of the commercial and administrative centre expansion. "The suburban railways 
pierced the boundaries with ribbon development; tramways and omnibuses began to fill in the 
interstices… it made the suburbs the body of the city" (32, 35). Graeme Davidson argues, too, 
that Melbourne's social patterns were largely the result of "newer municipalities" claiming the 
main share of population increase (82-3).
164
  With more and more white-collar workers moving 
away from the cramped inner city districts and towards the more open suburbs, the call for 
entertainment in outer districts also increased. The desire to go into the city for their 
entertainment on a regular basis, particularly for families, was therefore lessened for many 
suburbanites as their choices became more readily available in the local context. These are 
arguments that support Richard Waterhouse's observation that Australia's more restrained and 
decorous recreational behaviour was largely a result of the suburban dwellers not needing the 
levels of emotional release experienced in the more densely populated British and American 
cities ("Popular" 271).   
 
                                                          
163    Qtd in "Music and Drama."  Brisbane Courier 27 Apr. (1905), 12. 
164    Davidson also makes the interesting observation  that unlike most other western cities, Melbourne's demographic diffusion 
became "remarkable for its social homogeneity" (see pages 82-3).  
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The assimilation of aspects of Edwardian social/entertainment mores did eventually take 
place in Australia, albeit within a much shorter period of time than had been the case with 
previous social influences. Edgar Waters attests to this trans-cultural integration, proposing that 
while Australian popular culture had developed from penal settlement and squatting, it 
nevertheless developed a social structure that was open to cultural diffusion from, and indeed 
resembled that of the British Isles (243). Predating the observations of cultural theorists like 
Fiske and Rowe by several decades Waters highlights the contradictory nature of the Australian 
popular culture during the late nineteenth and early twentieth centuries, noting its "antagonism 
towards many things British" while at the same time adopting British social behaviours. The 
antagonism he argues was largely a response to the emphasis on "compulsory" English values in 
the educational system and the continuing influence of "official" English culture (244). On the 
other hand British popular culture influences had assimilated into the local contexts through less 
openly antagonistic means - notably large scale British migration and "the growing ease of 
communication" (245). Waters finds it hardly surprising that "Stone's account of a Sydney slum 
around 1900 shows that important elements in the culture of its population resemble very much 
the culture of the London slums described by Mayhew in the 1840s" (244-5). Interestingly, 
while America had provided less influence in terms of social behaviour and cultural 
development during the same period, perhaps the result of a much smaller migration percentage, 
American entertainment traditions were much more vigorously assimilated onto the local stage, 
an aspect due in part to the relatively large numbers of visiting American performers who saw 
opportunities in Australia and subsequently stayed.  
 
George Musgrove's complaints regarding the demise of "proper" or "legitimate" theatre 
in London during the first decade of the twentieth century, which are essentially no different to 
accounts of this kind published before and since (particularly when new forms of entertainment 
production find strong support from the popular culture market), do however reveal an astute 
observation regarding the speed of social change in London and the increasing urbanisation of 
western societies at that time. Such changes not doubt had a continuing impact on both the 
social aspects of theatre-going and the types of productions which found popular support. 
Macqueen-Pope refers to the "quickening tempo" of life when he writes about the "creeping" 
impact of the motor car ("King Edward drove in them," he recalls). Not only that: "The taxi was 
competing [with] and beating the hansom, tube railways were burrowing underground, and 
flying machines invading the air" (8). In their research into history of Sydney's inner western 
suburbs Meader, Cashmen and Carolan also note that the new century's technological inventions 
and developments in transport brought about a "spectacular boom in mass entertainment" to 
suburbs around Marrickville. The unprecedented boom in the leisure industry during the war 
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years saw eight theatres in operation by 1920 in Newtown alone - including the Enmore Theatre, 
the Stadium (seating 3,000 people), and Clay's Bridge Theatre and the Fuller's Majestic Theatre 
- with both seating at least 1,500 people (145). This growth was matched in other cities - 
especially the two other major Eastern seaboard capitals, Melbourne and Brisbane.  
 
The perception that life was speeding up saw an increasing demand on live 
entertainment, particularly variety, to match the times and the mood of the new popular culture 
generation. The indications are, however, that the first decade of the new century saw the variety 
industry undergo a period of slow creative growth. The concentrated survey of three years, 
1900, 1905 and 1910 conducted over the course of this dissertation's research phase, indicates, 
for example, that while the industry was able to maintain enough numbers of performers to 
service the market (although this was stretched at times), there was an unwillingness to invest in 
new creative ideas. Each of these years show that increasingly smaller numbers of new locally-
written music theatre works (burlesques, musical comedies) were being staged in Sydney, 
Melbourne, Brisbane and Perth than had been the case during any of the years surveyed in the 
1890s.
165
  The reasons for this are unclear at the present time, although deserving of some 
conjecture. Certainly a number of the leading writers of the earlier period had died, retired from 
the industry, or were no longer major industry players by the end of the first decade - such as W. 
Horace Bent, the Cogills, Frank M. Clark, Slade Murray and Frank York. Several other high 
profile performers had also left the country for extended periods to undertake careers in Britain 
or America - notably the husband and wife teams of Fanning and George Devoe and Hagen and 
Fraser; and brothers Will and Fred Leslie (c1900-1904 and c1911 onwards).
166
  Many of the 
practitioners who had moved into entrepreneurial activity, such as Percy St John, Ted Holland, 
George A. Jones, the Bovis Brothers, Harry Clay and J. C. Bain, although having the required 
experience, were very possibly constrained by managerial and financial requirements and so 
unable to, or uninterested in, the creation of new genres. Of those to engage in producing the 
first locally-written revusicals, some like Arthur Morley and Elton Black were still only 
beginning to emerge as writers and directors, while others such as Bert Le Blanc, Paul Stanhope 
and Harry Burgess were not to arrive in the country until 1913. 
 
It is worth considering a number of factors that may have played a part in variety's 
creativity having leveled-off during the first decade of the twentieth century. With Australia still 
living in the shadow of the depression of the late 1880s/early 1890s a decade or more after its 
initial impact, most commercial industries were still shaken by the collapse - the "psychological 
                                                          
165   See Appendix C. 
166   The first decade of the twentieth century also saw emerging artists like Nat Phillips, Tommy Armstrong and Jim Gerald 
undertaking careers outside Australia. 
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impact of the crash [having been] so great" (McCarty and Schedvin 41). Wary of taking risks, be 
it through expansion or attempting new and untested directions, Australian industry overall saw 
itself constricted by conservatism, and the country paid a heavy price in terms of its position in 
the international markets. Internally, the situation appears to have mirrored the export position, 
with most industries adopting a play-it-safe philosophy. What is clear from the research 
undertaken for this thesis (presented in Appendix C) is that the variety industry leading up to 
1914-15 lacked momentum in terms of new creative directions. Although more and more lower-
level entrepreneurs, as well as performers, were emerging in the industry, most (if not all) were 
simply reproducing the type of programs on offer at the A-level. Hugh D. McIntosh and even 
the Fullers at this time were unwilling to experiment with new forms of entertainment. At stake 
was the increasing patronage at variety entertainments brought about by rising population 
growth, and the perception that following the death of Harry Rickards in 1911 the Tivoli's share 
of the prestigious A-level market could be infiltrated. What occurred then were a continuation 
and very possibly an intensity of the trend towards standardisation. That competition at the 
upper levels become more intense from 1912 was very likely due to the pressure on Hugh D. 
McIntosh, who took control of the Tivoli company, and on his new rivals the Fullers, who were 
in the process of moving their operations across from New Zealand. Not only were both 
companies seemingly (at first) in direct competition with each other but both were also 
attempting to deal with the increasing number of alternative entertainments available (notably 
film). This additional pressure forced each organisation to maintain a safe, reliable course of 
operations - at least until each was able to better assess their options in the market. What is 
interesting about the industry climate of the early 1900s, though is that the B and C-level 
operators seem to have also undertaken a conservative approach in terms of their competitive 
strategies leading up to this period.  
 
The increasing demand for entertainment as a result of sustained population growth 
meant that opportunities to either expand or move into new entrepreneurial activities were 
constantly on offer at the lower end of the industry. This is supported by an observation in the 
Theatre magazine as far back as 1907, which although recognising the growth potential for the 
Australian entertainment industry, nevertheless failed to consider the extent of variety below the 
inner city/A-level of operations:  
Quite a dearth of artists at present exists in the vaudeville profession in Australia, the cause 
of which is the extraordinary number of vaudeville shows now in existence… There are 
very few large cities without two or three variety houses in full swing, and scarcely any 
town in Australia but what has its show, small or large, in addition to which touring 
companies increase the demand for artists. It seems probable in the near future that leading 
managers will follow the lead of Harry Rickards, and import turns to fill up their 
programmes, which at present are very thin indeed (Aug. 1907, 12). 
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Economic conservatism and competition from new organisations were but two likely factors that 
effected the industry's slow creative development. As just mentioned, the pressure applied by 
rapid technological advancements provided further incentive for the industry to adopt an overall 
defensive strategy. The cheap admission prices for the other various leisure offerings and the 
increasing frequency of sessions times (whether they be other vaudeville venues, moving picture 
houses or dance halls) also meant that the metropolitan markets were being given greater 
opportunities to frequent alternative entertainment venues each week, or even during the course 
of one night (or day).  
 
The issue of film exhibition replacing vaudeville as the key theatrical strand in the web of 
Australian urban popular culture from 1914 onwards requires some evaluation here. This is 
because an analysis of Australian film history in these years conflicts directly with the assertions 
of this dissertation. The claim that more people in Australia were going to the cinema by 1921 
than to all other forms of live theatre combined cannot be so easily supported as Waterhouse 
would have us believe ("From Minstrel" 133). There is little doubt that film exhibition was 
indeed becoming a more formidable competitor to variety. One factor that arises when historians 
draw conclusions based on data such as "the ratio of seats per head of population" (Bain 40; 
Thorne 68), is that they tend to propose a division between film-goers and variety patrons by 
ignoring social factors such as the possibility of individuals attending both forms of 
entertainment on a regular basis. While the impact of film is more readily understood from the 
mid-1920s onwards, when its presence in newspapers and industry magazines becomes 
considerable, the pre-war era is much more difficult to ascertain. Arguments favouring the 
closure "of a number of suburban variety theatres" by 1914 because of competition from the 
film exhibitors (Waterhouse, "From Minstrel" 132), ignore much compelling contradictory 
evidence. They also ignore the possibility that such closures were as a result of other factors and 
not film (as discussed in Chapter Two).  
 
Taking an alternative stance, as the following chapters will amply demonstrate, it is 
difficult to dismiss the public's infatuation with the huge number of home-grown (or de facto 
Australian) variety stars of the era - led of course by Stiffy and Mo, but also including Nellie 
Kolle, Amy Rochelle, Queenie Paul, George Wallace, Vera Pearce, Jack Kearns, Jim Gerald, 
George Sorlie and Bert Le Blanc, to name some of the most widely known. More compelling, 
however, are such issues as the rapid expansion of the overall variety industry post-1915 
(including new firms and artists); the continued growth of the leading A and B-level firms (and 
notably their investments in either building new variety theatres and/or taking out long-term 
leases on existing venues); and the industry's increased presence and role within in the media of 
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the era. Seemingly in support of film exhibition's dominance in Australia from its early days is 
Harry Clay's assessment of the competition for audiences around 1911:  
I would not open in the suburbs in summer-time, if I had the best performers on earth. The 
biggest trouble is that the picture-shows charge three-pence and a penny. The result is that 
it is impossible to compete against them. The penny charge is supposed to apply to 
children; but they would pass you in for a penny, even if you were as big as Dick Barker, 
the Queensland giant, and could hand them down a star.
167
 
 
Even the Fullers were briefly forced into giving vaudeville up for pictures over the summer of 
1915/early 1916, with their National Theatre (Syd) being the only one staging variety 
("Vaudeville Fluctuations" 35). Although this situation clearly reflects a concern on the part of 
Clay and the Fullers, further investigation indicates on the other hand that the situation they 
found themselves in was only temporary, perhaps the result of a brief surge in interest by the 
public towards moving pictures. This market fluctuation soon corrected itself as the revusical 
genre began to establish a connection with the popular culture audience, and particularly 
following the various Fuller's successes of that year - not the least being Stiffy and Mo and The 
Bunyip pantomime. A closer analysis of all levels of the industry operating in Australia prior to 
and immediately after the First World War suggests that there are no obvious signs of a major 
decline in variety entertainment overall up until at least the mid-1920s. Even Hugh D. McIntosh 
managed to keep the Tivoli's operations intact (if not at the same level of excellence) during his 
early years at the helm of the company, when it is clear that his inexperience in "staging 
attractive programs" (Waterhouse "From Minstrel" 132) during a period industry of crisis 
brought on by the war would have seen smaller companies go to the wall.
168
   
 
My research into Harry Clay's operations shows too that by 1916, the year in which 
locally-written and produced revusicals found massive and widespread popular culture support, 
Clay had long since overcome his reluctance to compete against the film exhibitors and had 
returned to operating his circuit in the suburbs all year round.
169
  It is clear that Clay's concerns 
over the impact of film in 1911 were short-lived. By 1913 he was back running shows in various 
suburbs over the summer months (notably the Coronation Theatre, Leichhardt).
170
  In 1915, 
barely two months after again having expressed his concern over vaudeville's inability to attract 
large weekday audiences (he briefly became a film exhibiter himself), Clay reversed his 
decision and returned to six days a week vaudeville - a move Australian Variety declared was 
"good news for the profession generally."
171
   The reasons for Clay's decision to reduce his level 
                                                          
167
    Ctd. Theatre: An Illustrated Monthly Devoted to the Stage Oct. 1911, 29. 
168    Delyse Ryan's research (2000) indicates, for example, that McIntosh was never able to match Holland and St John in 
Brisbane during the war years (no matter what new programs he tried or who he engaged), such was the strength of their 
relationship with the local popular culture audience.  
169    See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), 99-157. 
170    Ibid. 
171    Australian Variety and Sports Gazette 21 July (1915), 8. 
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of competition with the film exhibitors over the summer months (on occasion between c1911-
1916) are unclear at this stage. What can be established, however, is that by September 1916 
Clay was once more operating vaudeville shows on his Sydney circuit. The following year he 
had extended the circuit into new territory by taking on the lease of Eden Gardens (Manly) and 
opening in the Eastern suburbs at venues from Surrey Hills and Mascot (in the south) to Bondi 
Junction. It was 1916, however, that saw Clay take his variety operations into direct competition 
with the film exhibitors when he opened up a south-west NSW circuit.
172
  Utilising trains for 
transport (as per his Queensland tours) the circuit took some two weeks to traverse, taking in 
towns from Katoomba and Bathurst down to Wagga, West Wyalong and Albury.
173
  That Clay 
not only expanded his operations beyond Sydney but also went into direct competition with 
already established film exhibitors along that same circuit, suggests that variety entertainment 
was not being threatened by film. This proposition is supported by knowledge of Clay's 
operational policies, which for more than 15 years shows that he rarely took risks on opening in 
any centre where he wasn't not assured of filling his theatres. This can be seen by his refusal to 
open in any town during its annual show week, and his reluctance to go up against established 
competition like Ted Holland in Brisbane. The opportunities Clay saw in 1916, even though in 
competition with the film industry, proposes a scenario similar to the one film exhibitors faced 
during the 1980s when initial competition from video rentals saw their market temporarily 
shrink. As often occurs, however, such fluctuations in popular culture consumer spending 
patterns are invariably corrected, or at least reversed to some degree, after the public's initial 
infatuation wanes. 
 
The competitive strategies in play from around 1912 onwards, whereby all of the leading 
A and B-level firms invested in building, renovating or leasing theatres for variety production, 
clearly indicate, too, that the industry's assessment of the immediate to short-term future (at 
least) assumed a sustained, if not, increased growth pattern. In this respect the substantial 
financial commitments outlaid by these companies cannot be ignored, because they indicate 
much more than the hopes of a few entrepreneurs. It needs to be remembered that investors 
would have demanded either some level of security or assurance. As George Till, an ex-Birch, 
Carroll and Coyle business manager (personally trained in the business by Dan Carroll during 
the late 1940s) notes, very few of the successful film and theatre showmen of the early days 
undertook expansion or new business ventures without conducting a comprehensive assessment 
of the risks and profit potential.
174
 
                                                          
172    See, for example "Clay's Budget." Australian Variety and Show World 27 Sept. (1916), 5; and Theatre Magazine Nov. 
(1916), 49. 
173    See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), Appendix D, 123-32. 
174    Personal interview with George Till, 18 Sept. 2004. 
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Leading Australian-based Variety performers of the World War One Era 
 
  
 
1 
 
 
 
5 
 
2 
 
 
3 
 
 
 
7 
 
4 
 
6 
 
1.  Jim Gerald  2. Clara Keating  3. Nellie Kolle 4. Amy Rochelle 5. Gus Franks, 
Walter Johnson and Jack "Porky" Kearns  6. Billy Brown and George Sorlie  
7. Vera Pearce 
 
1. Green Room June (1922), 7;  2. Theatre: An Illustrated Monthly Sept. (1909), 20;  3. Green Room Feb. (1922), 6;  4.  
Australian Variety and Show World 23 May (1917), 1;  5. Australian Variety and Show World 8 Nov. (1916), 1;  6. 
Australian Variety 27 Jan. (1915), 6.;  7. Theatre Magazine Dec. (1915), 37. 
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 This aspect of industry operations has been surprisingly overlooked in the past, but 
clearly if we take Brisbane and Sydney as examples there is ample evidence of both horizontal 
and vertical expansion at the A and B-levels of the industry. Ted Holland's position in Brisbane 
as that city's leading variety entrepreneur was cemented well before he ended his six year 
residency at the Theatre Royal and leased with Percy St John the newly built Empire Theatre in 
January 1911 (the pair continued to lease of the Theatre Royal for several years as well). Some 
eight months later Edward Branscombe built the Cremorne Theatre and shortly afterwards 
leased it to John N. McCallum. McCallum, who had a controlling interest in the Dandies 
Queensland Ltd, purchased the theatre in 1916.
175
  1912 saw the open-air Palace Gardens venue 
begin its twelve years of variety operations in Brisbane, with the less-remembered Bohemia 
Theatre (1912-1935) also opening that same year for variety, boxing and other assorted 
amusements; and by April 1915, Hugh D. McIntosh was able to put on his first show at the 
newly built 1,800-seat  Brisbane Tivoli Theatre.  Edward and Dan Carroll, although today 
almost exclusively associated with the film exhibition company Birch, Carroll and Coyle, were 
heavily involved in live theatre production during the same era. From as early as 1911 they 
began taking over control of venues in "all the principal centres from Toowoomba to Charters 
Towers" for the purposes of not only motion pictures and variety, but also opera, musical 
comedy and drama.
176
 Edward Carroll had begun his association with variety as early as 1908 
through the "Summer Night Continentals," which he presented at Brisbane's Woolloongabba 
Sports Ground.
177
 Carroll eventually established business relationships with Ted Holland and 
the Fullers to tour variety acts on a weekly basis along his Queensland circuit from as early as 
1913.  By 1914 international acts of the calibre of Japan's Royal Banzai troupe (1914), English 
music hall star Daisy Jerome (c July 1915) and Australia's own concert soprano and opera star 
Amy Castles (c July 1915) were playing the Birch and Carroll Queensland theatres.
178
 However, 
most of the hundreds of variety acts engaged over the next decade or so were local acts - those 
such as Arthur Morley (1914), Ward Lear, Charles Zoli and George Sorlie (1915). They also 
toured whole companies, including, for example, Edward Branscombe's Green Dandies (1914) 
                                                          
175    The Cremorne opened for business on 5 August 1911. McCallum took control of the theatre on 27 May 1916. Cited in 
Mavis Donovan The Stars Shine On (1984), 38.  See also QPAM. Treading the Boards (1999), 43. 
176   See Australian Variety and Sports Gazette 15 Nov. (1913), 6. 
177   The first Summer Night Continentals show was staged on 26 September, with leading American singer Post Mason the 
headline act (see "Queensland Summer" 8). The Carrolls would later help give many Queensland variety performers their first 
big professional break, including a young Gladys Moncrieff, whose success was such that she was engaged for almost 20 weeks 
(Bradish 13).  
178    See for example, Theatre Royal, Charters Towers (Qld):-   D. B. O'Connor and G. Castles Merry Widow Opera Company 
(29 May 1911); D. B. O'Connor's Comic Opera Co (22 May 1914); The Bert Bailey Dramatic Co (20 June); D. B. O'Connor's 
Opera Co (6 May 1915); Rafalewski and Lili Sharp - pianist and violinists to the kings of Greece and Portugal; 9 Aug. 1915). 
The Carrolls' interest in live entertainment continued up until around the WWII era, with Australian tours having been 
undertaken by such international acts like Sir Harry Lauder (1914, and his world tour of 1920), the Sistine Choir (1922), the 
stage version of The Sentimental Bloke (1922), world renowned violinist, Fritz Kriesler (1924), plays such as The Laughing 
Optimist, The Luck of the Navy and The Alarm Clock (1928), and a further Queensland tour by D. B. O'Connor in 1929. It 
should be recalled, too, that E. J. Carroll began touring live theatre as early as 1909, with the MacMahon/Carroll stage version of 
For the Term of His Natural Life (Brisbane c Aug/Sept). 
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and Smart Set companies (1915), Stanley McKay's Pantomime and Musical Comedy Company 
(1915) and the Bert Le Blanc-led revusical company (1920). As Australian Variety records in its 
29 December 1915 issue while vaudeville acts (in conjunction with moving-pictures) had met 
with limited success in Brisbane, E. J. Carroll's mix of film and variety entertainment had 
proven highly remunerative for the "very imposing little circuit" (38).  
 
 A number of Sydney-based variety entrepreneurs were also investing their futures in 
theatrical real estate during the early 1900s. The National Amphitheatre, built in 1906 by James 
Brennan, was converted into a two-level theatre in 1919 by the then owners, the Fullers, and re-
maned the (New) Fullers Theatre. Several years previously the company had bought the 
Princess Theatre (Thorne, "First One Hundred" 14) from T. J. West and leased it out to various 
managers before briefly taking control themselves in late 1916. Two years later Harry Clay took 
over a long term lease of the Princess and made it the centre of his city operations until 1925 - at 
which time it was sold by the Fullers. Clay had himself invested in the building of his own 
venue, the Bridge Theatre, Newtown in 1912. It opened it in 1913. The high- density audience 
potential in the Newtown district was not overlooked by the Fullers, either. Their Sydney 
operations expanded in 1917 when they opened their newly built theatre, the Majestic, 
positioned across the road from Clay's. On the other side of the harbour, the North Sydney 
Coliseum opened its doors in 1911 as the Coliseum Picture Hall. Within a matter of months, 
however, it had been turned into a variety venue by J. C. Bain in response to the high demand 
for variety from locals. Bain ran it as such for several years before shifting his operations to the 
Princess Theatre around 1914. In 1916 Harry Clay took over a long-term lease of the Coliseum 
with his company continuing to operate out of there until c1930.
179
 In the inner city precinct, 
too, the Gaiety Theatre (Oxford Street), which had been operating as a picture house until 1917, 
found new life as a vaudeville house when taken over by the volatile manager Harry Sadler. The 
Gaiety continued to show vaudeville and review after Sadler's suicide in July 1918, having been 
taken over by Andy Kerr (Australian Variety manager) and Harry Clay.
180
  
 
 The examples of commercial expansion mentioned here indicate that within both the 
variety industry and the financial institutions of the era there was a belief that live (variety) 
entertainment had long-term high growth potential. They are by no means the only instances of 
growth and expansion occurring around Australia, however, with Leonard Davis in Perth being 
                                                          
179   Some confusion has emerged as to when Clay began operating out of the North Coliseum (aka Clay's Coliseum). Ailsa 
MacPherson indicates 1918, while the Clive Lucas and Partners' Independent Theatre conservation report suggests 1913. 
Research undertaken for my MA concludes, however, that Clay opened his account at the Coliseum on 2 Sept. 1916. See Clay 
Djubal (1998), 122-127. 
180   See Theatre Magazine Dec. (1918), 32; and Clay Djubal "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), 
141-5. 
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another entrepreneur to increase his stake in the marketplace.
181
 In most instances, these 
entrepreneurs were responding to perceived increasing demand for live entertainment - and in 
particular to a type of program that provided a level (or type) of social relevance not yet 
matched by local or international filmmakers. Thus while silent film found commercial success 
in USA cities during the 1910s and 1920s, assisted in part by their appeal to the mass influx of 
non-English-speaking migrants (who visited the movie house to engage with American customs 
and behaviour as well as to be entertained), for Australian audiences the moving picture industry 
was much less relevant than variety in terms of establishing or clarifying social behaviour and 
cultural identity. Nevertheless it becomes clear from numerous observations published during 
the pre-1914 era that the Australian variety industry was not keeping in step with the needs of 
the marketplace.  
 
 Another critical factor at play in the variety industry's expansion, but which has 
seemingly been overlooked to date, was the media's role in according unprecedented exposure at 
the national level. The industry's eventual tie-in with specific media channels (notably the 
magazine format) around 1913 was not coincidental but rather the result of gradual shifts in 
editorial policy in the print media in response to changes within the Australia-wide social 
demographic. I refer here to the way in which the press gradually increased over several decades 
its capacity to influence social behaviour. As far back as the mid-1890s T. H. S. Escot, for 
example, acknowledged the impact of British newspapers, and particularly the role of 
advertising, in expanding the social possibilities of city dwellers: 
The cheap press… has transformed the severely domesticated Briton of both sexes, of all 
ages, who belonged to a bygone generation, into an eager, actively enquiring, socially 
omniscient citizen of the world, ever on the outlook for new excitements, habitually 
demanding social pleasures in fresh forms (14). 
 
Observing the Australian media context from a more contemporary stance, Julianne Schultz 
notes that from the time the local press was freed from interference from the colonial 
government it played "an active role in [the] economic and social development" of the country. 
Schultz further indicates that the commercial and public functions of the colonial press created 
additional momentum through the engagement of "new journalism," a British development that 
was likewise becoming "less concerned with political argument [and] more interested in human 
interest stories" (28). In support of this historical line of inquiry Denis Cryle points to the 
diversity of popular newspaper demand in Australia by the twentieth century, suggesting that 
"the commercial popular press had already established itself as a dominant nineteenth century 
tradition… and that it competed effectively for readers by popularizing liberal ideology rather 
                                                          
181   Leonard Davis's control of variety in Perth saw him take on a similar position as Ted Holland, albeit for a shorter length of 
time. Davis's investment in the open-air Palace Theatre saw him make considerable renovations prior to November 1905. 
 
197 
 
than by attacking it" (43). Cryle also notes that the majority of individuals carving out careers in 
the Australian newspaper business from the 1860s onwards were not "the out-spoken and 
politically ambitious lawyers who edited morning papers," but those with a closer attachment to 
popular culture ideology - civil servants, accountants and the like (43). The gradual 
commercialisation of the press during the late nineteenth century therefore created an 
environment in which "content helped ensure long-term commercial success" (Schultz 28). This 
new approach to journalism in the late 1800s saw the publication of magazines less focused on 
traditional newspapers fare and more on social and literary contexts - those such as Lorgnette 
(1878-1898) Table Talk (1885-1939) and Lone Hand (1907-1921) By the turn of the century  
specialty/industry-specific magazines like the Theatre (1904-1926) were also starting up 
publication as the local publishing and theatre industries responded to expanding market forces 
and the requirements of strategic competition. And by the second decade, too, newspapers 
around the country were routinely including weekly supplements for women, with these 
invariably devoted to fashion, cooking, children, society gossip and fiction.   
 
 The decision to publish an Australian version of the American entertainment magazine 
Variety in 1913, for example, came about not just in response to the need to channel publicity 
towards a specific market but also as a forum for providing a more focused examination of the 
overall industry. Up until that time the local variety activity had been almost entirely reliant on 
the mainstream press for publicity and critical evaluation. Reading through countless reviews of 
pantomimes, burlesques and minstrel entertainments, however, it becomes apparent that a 
correlation between the merits of particular performers or shows and the level of advertising 
submitted to the newspaper can be determined ("Vaudeville Critic" 9). This is an issue 
highlighted by Delyse Ryan who writes: "There is often a great difference between the realities 
of a given performance and the newspaper reportage of the event. It appears that the journalists 
responsible for presenting theatre news… were [often] not serious literary staff [and thus] their 
reviews rarely differed from conventional structure. Recurring phrases, criticisms and ideologies 
are indicative of this style of journalism" (10). The tendency of many critics was as Ryan notes 
to merely report rather than critique, particularly when advertising revenue was at stake. As the 
Chapter Two demonstrates, it was not uncommon for established variety firms to in fact 
withdraw their advertisements from a newspaper in response to receiving poor value for money.  
 
 A survey of reviews published during the period under investigation indicates that 
specialist critics writing the theatre columns for the metropolitan newspapers were often 
resistant to popular culture forms such as variety and subsequently the opinions expressed 
concerning the type of production tended to reflect their own cultural capital. While it might be 
argued that the Age newspaper and Bulletin magazine were possibly the most restrained in their 
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appreciation of variety entertainment, theatre critics writing for other leading metropolitan 
newspapers such as the Argus, Sydney Morning Herald, West Australian and Brisbane Courier, 
were also largely hesitant to openly (or at least regularly) embrace popular culture entertainment 
tastes at the expense of peer esteem. One consequence of this division of taste or cultural 
loyalties can be seen in the frequent objections to the lack of a plot in late nineteenth century 
and early twentieth century musical comedies, pantomimes, burlesques and revusicals. Typical 
of the opinions expressed by theatre critics concerning this matter is a review of a Robinson 
Crusoe pantomime in 1897 in which the critic writes: "True, those who have read Defoe's book, 
and who has not? - will find it difficult to discover any marked resemblance to its plot in this, its 
latest offspring of the stage. But plot in a pantomime is a thing hardly to be expected, and rarely 
looked for. What is demanded of it is that it shall be bright and entertaining" ("Bijou Theatre" 
6). An 1898 Brisbane Courier critic notes in relation to Diavolo Up-to-Date that it "certainly 
[contained] very little of the opera; there was the merest outline. Still that is not expected in an 
openly confessed burlesque" ("Gaiety Theatre" 6).  
 
 An even clearer example of this juxtapositioning of personal (high-culture) taste with the 
responsibility of reviewing popular culture theatre can be seen in the comments of an Age critic 
who in 1913 writes of the American Burlesque Company's Grafters production: "It is rather a 
misnomer to speak of a plot… the burlesque so far as the libretto is concerned is built of thistle 
down - to quote a phrase from Midsummer Night's Dream, 'it is a thing of nothing'" ("Bijou 
Theatre: American" 10). A Sydney Morning Herald critic, writing of another burlesque 
extravaganza staged by the same company a few months later, similarly references high culture 
in his downplay of the libretto: "The plot is quite a subsidiary matter, and, like Bunthorne's 
poetry, it might may aptly be described as 'precious nonsense'" ("Speculators" 3). The Brisbane 
Courier similarly records: "[It] is a typical American whirl, in which tuneful music, farcical 
situations, ballets and songs tumble one on top of the other regardless of sequence" 
("Speculators" 4).
182
  As this dissertation has earlier outlined the issue at hand is one that 
pertains as much to language (choice of expression), subjective opinion, taste culture and critical 
intent in the contemporary instance as it is to selective interpretation by historians. What is 
being proposed here is simply that critiques of popular culture productions which highlighted 
weak plots or poorly executed narratives were being done so in comparison to literary drama, 
but have since been accepted as evidence of an inferior entertainment product by historians with 
similarly high taste culture ideologies. With no scripts left to examine, the weight of opinion has 
continued to assume that narrative was hardly worth considering in relation to burlesques, 
                                                          
182   See Appendix C for numerous reviews containing references to poor plots or a lack of literary superiority. Such examples 
include: The Miller and the Sweep (1895), Trilby Burlesque (1896), Lance Lenton's Jack the Giant Killer (1897), The American 
Girl subtitled "A Play Without A Plot" (1898), John F. Sheridan's Mrs Goldstein (1902) and The Coquette (1905). 
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revusicals and even pantomimes. One consequence of this has been the maintenance of a 
cultural/social continuum that re-confirms and validates high culture aesthetics over (low) 
popular culture production. This has again led to a distortion, or perhaps misunderstanding, of 
popular culture attitudes and behaviour by historians and cultural theorists reliant on the 
observations and opinions of newspaper critics whose everyday world of experience was far 
removed from that experienced by the less educated, socio-economically lower-class working 
population. An example of this elitist thinking can be observed in a 1907 Theatre article:  
The decline of the comic opera on the stage is doubtless due to the poor librettos of recent 
novelties. Consequently the musical comedy has arisen to take its place, and in so doing it 
has transferred the methods of the music hall to the dramatic stage. It provides a species of 
entertainment which often really entertains; but it is not quite a legitimate form of drama, it 
is indeed, formless - without head or tail; it represents the triumph of the go-as-you-please. It 
will no doubt have its day,' but in time it will cease to be (1 Feb. 1907, 20). 
 
The arrival of Australian Variety in 1913, a weekly magazine largely devoted to 
advancing the local variety industry, was not unexpected, then, in light of the traditional press's 
reluctance towards evaluating vaudeville sympathetically. Up until that time Australians were 
limited in so far as accessing up-to-date information on performers and the latest crazes to either 
American or English variety publications such as Performer (London) and Variety (New York), 
or via columns in weekly magazines like the Sydney-based paper Footlights. That Australian 
Variety began publication around the same time the Theatre magazine introduced its extensive 
supplement "The Month in Vaudeville" also lends further support to the previous chapter's 
arguments concerning industry clustering in response to perceived increased demand. That such 
new opportunities were being explored at this time is again evidence of the commercial realities 
of competitive industry practice. That is, profit-driven motives would have been at the forefront 
of any investment in any variety-related matters - whether directly economic (as with the 
starting up of Australian Variety and a few years later The Green Room) or as in the case of the 
Theatre, the decision to refocus a significant portion of a pre-existing magazine towards a 
theatrical genre that had previously been given only minor and condescending consideration. It 
is feasible to suggest, then, that there existed a quantifiable Australasian consumer market for 
theatre related information as early as 1905, and that certainly by 1913 variety showed enough 
potential for media clustering to emerge.  
 
The decision by Martin C. Brennan to establish the country's first magazine devoted 
almost entirely to variety should therefore be seen as his response to the state of the industry at 
that time and as a reflection of his estimation of its future potential, and not as idealistic 
endeavour on his behalf. Indeed, some two years earlier, Brennan had made it clear that as a 
vaudeville critic he undertook the role seriously, and was not afraid to level criticism when it 
was deserved: 
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A man who will write up an act in glowing terms [when it] should be written in a vein of 
censure does both the artiste and himself an injury. To the former it leaves a false impression 
of his act, whilst the latter acquires a reputation for unreliability… My duty is to treat an act 
in such a manner that when a manager reads the criticism he can with every sense of security 
engage it - or otherwise - without even seeing it ("Vaudeville Critic" 9-10).  
 
 
 
Martin C. Brennan 
Australian Variety Managing Editor and founder. 
Theatre Dec. (1911), 9-10. 
 
 
In the same interview Brennan describes the resistance he encountered from within 
sections of the industry to his candid observations, as well as the anxiety expressed by the 
proprietor of Footlights, for whom he was then engaged as a variety critic. "To obviate the 
danger of any individual but myself being caught in a whirlpool of abuse," wrote Brennan, "I 
signed my name at the top of the page. The first week had the "pros" talking; but the second 
week had two of them threatening me with all kinds of destruction" (9). A close examination of 
Australian Variety over the next few years shows that Brennan and his staff, including senior 
writers like Harry R. Kitching (later to become the husband of Australian "nightingale" Amy 
Rochelle), took a hard line when expectations were not met. The Carnival, Arthur Morley and 
the Royal Musical Comedy Company's third revusical for Harry Clay in 1915, was greeted for 
example with a great deal less enthusiasm than its predecessors. As Kitching records in his 
weekly "Harry Clay's Bridge Theatre, Newtown" column:  
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Ted Stanley was the usual hit of the show but was not given the chance to his usual 
advantage. Given a free hand he is indeed a riot. The show on the whole, was slow, inclined 
to drag too much… It can be livened up a lot more by giving the right artists more scope to 
display their ability. The male members [in particular] are a very strong combination and 
should be able to get in a lot more good business. Outside Elsie Bates in the ladies, they are 
decidedly weak 
183
 
 
Harry Kitching's reviews for the next two productions were similarly dismissive, writing of The 
Cabaret - "a trifle weak" and needs the talent "strengthened considerably;"
184
 and of The 
Sculptor's Dream - "it wants a lot more working up before it can be considered good."
185
  A 
similar situation can be seen in his treatment of American musical comedy producer Lester 
Brown's attempts to stage revusicals on the Clay circuit in October 1917. A positive review of 
Mack's Troubles and the observation that Oh You Girls was well received (in addition to 
glowing tributes to his efforts in the second part vaudeville sketches "A Business Marriage" and 
"Whose Baby are You?")
186
 were followed, however, by less than favourable comments for 
Flying High and Winning Tatts. Any suggestion that Kitching's perspective had by then become 
biased cannot be supported because in the second of these reviews he both applauds and 
dismisses Brown's accomplishments on that particular night:  
Winning Tatts was not quite up to the standard; plot was rather weak, the company in some 
cases could have been stronger, and has a long way to go yet before a success like previous 
revues is experienced… In "The Shooting of Dan McGrew" [however, Brown] was seen to 
good advantage, and his efforts at the finish of the turn met with the good reception he 
deserved. This class of business in such capable hands always goes with the audience  
("Harry Clay's, Newtown" n. pag.) 
187
 
 
Even particular artists were regularly singled out in reviews if their stage craft was seen as 
below par. Grace Quine, a relative newcomer to variety when she joined Morley's company in 
1915, was one of a number of performers given "the bird" by Kitching as a means of motivating 
them to either improve or get out of the business. His reviews included the following: "Quine 
[was] very quite and with great difficulty just got through;"
188
 "Quine has the makings of a fair 
performer but she spoils herself by singing through her nose, which is painful;"
189
 and "Grace 
Quine still sings through her nose."
190
 Despite such an undistinguished beginning, Quine went 
on to carve out a relatively successful career into the late 1920s - still performing on the Clay 
circuit in 1926.  
 
 That instances of bias existed in industry publications was undoubtedly the case, 
however, with evidence of this seen having occurred, for example, in respect of a select group of 
                                                          
183    Australian Variety and Sports Gazette 24 Dec. (1915), 5. 
184    Australian Variety and Sports Gazette 1 Dec. (1915), 11. 
185    Australian Variety and Sports Gazette 8 Dec. (1915), 11. 
186    See Appendix C (1917), for further details. 
187    Australian Variety and Sports Gazette 20 Oct. (1917), 10. 
188    Australian Variety and Sports Gazette 1 Dec. (1915), 11. 
189    Australian Variety and Sports Gazette 8 Dec. (1915), 11. 
190    Australian Variety and Sports Gazette 15 Dec. (1915), 13. 
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artists with strong (inner circle) ties to Australian Variety. A comparison with opinions 
published in the Theatre shows that these artists could receive occasional negative criticism for 
poor turns in that magazine - without corresponding reviews being published in Australian 
Variety.  There appear, for example, to be some occasional disparities in the way Jack "Porky" 
Kearns was treated by the Theatre and by his "friends" at Australian Variety during his post-
1913 career. It is fair to say that Kearns, a high-profile member of the latter magazine's social 
club, "The Chasers," was at times on the receiving end of some less than favourable reviews by 
the Theatre
191
  while rarely criticised at all by Australian Variety. Although this tends to support 
Delyse Ryan's observation that the Martin C. Brennan and his editorial team were prepared to 
compromise objectivity in favour of artists they knew personally, a close examination of that 
magazine over each issue from 1913 onwards shows that senior critics like Harry Kitching were 
still prepared to review particular companies, troupes, performers and even productions even-
handedly on a week by week basis. A number of reviews of Harry Clay's shows entered in 
Appendix C indicate he was not beyond the magazine's criticism despite having been inducted 
into "The Chasers" in 1914.
192
  Clay found that any artists or aspects of his entertainment 
deemed below par could expect the type of critique handed out to revusicals like Lovely 
Lovejoy, which was also given the thumbs down by Kitching in 1917. "The revue," he writes, 
"has far too much talking in it [and] should be cut down by half and more good musical numbers 
introduced. The comedy is crude and unless it is built up more, cannot hope for success."
193
  
Clay's attempt at producing a season of drama at the Bridge Theatre in 1915 also saw one 
production, Convict Martyr, accused of "lacking interest" and being "too hard to understand" 
(27 Jan. 1915, 6). The previous week's production The Slaves of London was viewed in slightly 
better light by Kitching, however, with his opinion being that the "drama was [at least] better 
received than the two previous ones" (20 Jan. 1915, 4). 
 
As indicated earlier in this chapter, despite the industry's scale of operations increasing 
in response to population growth, a sense of stasis and homogeneity had pervaded the 
vaudeville's creative development of narrative-driven music theatre forms. This was a situation 
that the Sydney Morning Herald's "Music and Drama" column pointed to in early 1913 when it 
echoed the sentiment of many other leading observers who were suggesting the industry overall 
needed to be re-vitalised: 
There is undoubtedly a great unexploited field available to vaudeville management in 
Australia… but a good deal remains to be done… Cities like Sydney and Melbourne are 
behind the times while they have only their existing variety programmes, in housing, in 
                                                          
191    See for example the Theatre Magazine's reviews of The Brook  (Mar. 1916, 46-7) and the farce, "Jurisprudence," published 
under the title, "Kearns at His Worst" (Apr. 1916, 36).  
192    See "When the Baritone was waiting on the Hungry Harry Clay" the poem written by variety performer Charlie Vaude to 
celebrate Clay's initiation into the Chaser (Appendix H). 
193    "Harry Clay's Bridge Theatre." Australian Variety and Show World 2 Nov. (1917), 13. 
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equipment [and] calibre of programme. It all depends, of course, upon the question whether 
Sydney and Melbourne are to remain at a second-class provincial level in vaudeville, or 
whether they are to lift into metropolitan status… Vaudeville needs a first-class orchestra, 
and up-to-date comfortable appointments… (25 Jan. 1913, 4).    
 
 
 
 Two Chasers: "Porky" Kearns and Joe Wangenheim 
Joe Wangenheim, the Chasers' cook, boatman and organiser, had been associated with vaudeville for 
more than 30 years. The outings were conducted each weekend on and around Sydney Harbour, and 
invariably included a number of high profile local performers and international guests.  
Australian Variety and Sports Gazette 11 Mar. (1914), 1. 
 
 
The same critic, in going on to suggest: "The one act sketch will bear enormous development in 
Australia" (4), was perhaps making an observation that variety needed not only new venues and 
orchestras but an injection of something new. The problem for vaudeville was that its generic 
format contained a number of ideological or structural factors that precipitated, or at least 
encouraged, a slowing down of creative product development. One issue may have revolved 
around the fact that it had no inbuilt dramatic tension. Where once the olio and the afterpiece 
had allowed some sense of structural tension leading to a finale the phasing out of the farce also 
meant that managers had to find non-dramatic means of maximising audience interest in their 
shows. Over a period of years, however, these programs and the continual flow of performers no 
doubt blurred in the audience's minds. Without narrative structure vaudeville provided enough 
variety but without "organic unity," an aspect of productivity that maximizes pleasure not only 
through the circulation of meanings within a recognisable structure but via incremental shifts in 
tension.  
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 It is perhaps not surprising then that flexible (or mobile), independently-run (or 
geographically-distant) variety organisations like Post Mason and Ted Holland were able to 
capture new emerging markets, and later be the  first to experiment with the revusical  genre. 
This is because these entrepreneurs were able to tap into local communities with a type of 
immediacy that McIntosh and the Fullers could not achieve. Interestingly, this type of activity 
fits well within the research findings of contemporary popular culture theorists investigating the 
cyclical relationship between creative innovation and commercial industry. Peterson and Berger 
(1975), Rothenbuhler and Dimmick (1982) and Michael Christiansen (1995), for example, have 
sought to explain the bipolar nature, if not structure, that seemingly operates in terms of creative 
innovation and mass production. They argue that bursts of creative innovation occur in response 
to significant levels of consumer dissatisfaction with the blandness (standardisation) of products 
offered by the major companies within any particular industry.
194
  Periods of standardisation 
(also referred to as periods of 'consolidation' and 'concentration') are said to be the result of risk 
minimisation strategies put in place by the major companies to counter and offset increases in 
marketplace competition. Innovative production subsequently emerges from the smaller, 
independent producers, whose capacity to identify possible new products or markets within the 
popular culture (an ears to the ground approach), and their preparedness to take risks allows 
them the opportunity to break into a market up until then dominated by a few companies (an 
oligopolistic structure). The major organisations are eventually pressured into establishing their 
own product (or buying out the independents). They also eventually regain market dominance 
by exerting vertical and horizontal strategies of control
195
 (often at the expense of the 
independent operators who introduced the product in the first place). According to such theories 
the 'cycles' of diversity, innovation and creativity followed by consolidation and concentration, 
are analogous to the crises of paradigms (i.e. tension and release) which recur in the natural 
sciences (as proposed by Kuhn, 1970). As with the pop music industries of the mid-to-late 
twentieth century, the pre-1914 variety industry's shift from consolidation to innovation can also 
be seen as a direct response (but not the only one) to the market force pressure applied by 
Australian popular culture. 
 
 The rapid growth within the lower levels of the industry that occurred around the 
beginning of the second decade of the twentieth century (in terms of both practitioners and 
entrepreneurs) demonstrates the fundamental realities of commercial opportunism highlighted 
by economic theorist, Michael Porter. He argues in this respect that "demographic changes are 
                                                          
194     See also Gillett (1971) and Chapple and Garafolo (1977).  
195   Horizontal integration describes the processes of merger, takeover, subsidiary expansion and so on which extend the 
influence of corporations/enterprises in a given field of economic activity. Vertical integration refers to the level of control 
established over each stage of production, as well as product exploitation. 
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one key determinant of the size of the buyer pool for a product and thereby the rate of growth in 
demand" (164). While the chance of failure for these new or early career entrepreneurs was 
undoubtedly high, the initial costs of entry were still comparatively low, and many entrepreneurs 
used their public reputations (as opposed to business credibility) as the key selling point when 
seeking to sign up performers for their shows. Getting it right was not so easy, and looking from 
the safety of historical hindsight it is often easy to forget how difficult and uncertain, and how 
often luck (good and bad) plays a part in success or failure. Even though he helped initiate the 
first steps towards the development of the Australian revusical Ted Holland could not himself 
recognise the need for change. Shortly before he died in September 1914, the Brisbane-based 
entrepreneur spoke to the Theatre, citing a number of structural changes to modern vaudeville 
that he believed had improved the lot of variety artists, but which in hindsight may have in fact 
been gradually impacting negatively on audiences. Holland believed there was an advantage in 
performers only having to make one appearance in the programme, as opposed to being 
involved throughout the entire show: 
In the past it was something like this: - On the corner as bones or tambo (a vaudeville artist 
had to be expert at both); sing two or three comic songs, tell a gag, and work in the finale in 
the first part; produce some specialty in the second part and then join in the farce at the close 
of the performance. The elimination of the minstrel first part is a change for the better. At 
any rate that is my opinion; and I consider the public think so too (34).  
 
It would appear in light of the changes soon to overhaul the vaudeville industry and bring about 
the development of the second part Australian mini-musical comedy that Holland had misjudged 
the needs of the audience. The brevity of each act, and particularly those by performers who had 
attained, or were reaching, high levels of popularity, was insufficient in terms of providing 
functional relevance for an audience. The leading comics of the day were particularly adept at 
circulating intertextual meanings within their performance, thus providing the popular culture 
audience with a mix of productivity, relevance and functionality that Fiske argues lies at the 
heart of popular pleasures (57). The best comics, more than the specialty acts (animals, strength, 
magic etc) were able to redistribute the power structures between popular culture audiences and 
the dominant forces through the pleasures of micro-politics. Their satirical takes on all sorts of 
social and cultural issues from politicians, government, captains of industry and foreigners, to 
mother-in-laws and nagging wives, were invariably structured into the social experiences of the 
audience, thereby allowing individuals to negotiate and redistribute the unequal power relations 
so that they made more sense of everyday life (Fiske 56). The problem identified by 
commentators leading up to the critical 1914-15 period, however, was that audiences desired 
something that was not so much different as containing more substance. Narrative-driven 
musical comedy was therefore an ideal vehicle through which this could be achieved because it 
provided both relevance and familiarity, two vital aspects of popular culture production, as well 
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as functionality. While relevance and familiarity were inherent to vaudeville comedy it is the 
last aspect that played a key role in the revusical's rise in popularity in this country. This is 
because the structural format of stories are a more effective and pleasurable means of making 
sense of everyday life - and in this sense the genre's narrative focus functioned as form of social 
experience.  After perhaps a decade or more of straight vaudeville acts dominating the variety 
stage, the revusical would have therefore appealed to both the new generation of audiences 
(being viewed as a new form of entertainment) and to older generations (who would have been 
familiar from earlier years with narrative genres like burlesque and farce). 
 
From the upper echelons of both the industry and cultural elite Sir Benjamin Fuller put 
forward his take on why variety had been forced to embrace the "jazz age" vogue for revues and 
follies, suggesting in a 1927 Fuller News interview that the vaudeville format had simply 
become outdated. Despite not fully appreciating the style of humour favoured by the blue collar, 
low educated masses, Fuller's observations nevertheless suggest that vaudeville was in need of a 
burst of new creative and structural energies that still bore the interests of the popular culture: 
There was the comedian who came on to the stage hogging the audience with inane songs 
and patter mostly concerning his mother-in-law, ladies bathing costumes, the interloping 
lodger and booze. Add the fat girl whose principal charm was her abbreviated skirts - giving 
a glimpse of limb that nowadays may be seen in the streets for nothing. Rightly the public 
grew tired of this form of entertainment… because of the played out character of vaudeville, 
the changed conditions of life and the development of a more modern sense of amusement… 
Revues and musical comedies - providing a feast for the eyes and mind [became] the vogue 
(qtd. in Bard 27).
196
 
 
Harry Clay highlighted another problem - that of performers throughout the industry taking 
audiences and their expectations for granted.  Speaking to Australia Variety about his concerns 
in late 1914, he said: 
There's a fine crimson lot of cerise individuals around. They come begging for work, when 
most of them ought to be out on the railway deviation works with a ruddy pick in their 
hands. The blanky cows very seldom learn a new song or business, and then wonder why 
they don't get cardinal work. One of these days I'll cut all these adjectives out, and put in 
popular drama, then I'll be rid of some of these flaming pests.
197
 
 
It was a move Australian Variety agreed with, proposing in the same review that the change was 
inevitable as audiences were tired of seeing the same old faces doing the same old type of 
routine - "week after week - for years" (8).  By the end of the month Clay was as good as his 
word, discarding vaudeville in favour of drama. In its 7 April 1915 issue Australian Variety 
continued to lambast those local performers, particularly the cornermen, who showed little 
enthusiasm for their roles, warning them that "next week this paper will have a representative at 
several of the one-night stands, and he is empowered to criticise those cornermen who sit like 
                                                          
196    Sir Benjamin Fuller. Fuller News 10 Dec. (1927), 3. 
197    "Harry Clay's Bridge Theatre" Australian Variety and Sports Gazette 6 Jan. (1915), 8. 
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dummies till their turn is called, when they rattle off their material, as if pleased to be finished. 
And some home truths will be told" ("Old Style First Part" 10). In June of that same year, and 
only a few months prior to staging his first-ever revusical - Arthur Morley's On the Sands - 
Harry Clay again vented his frustration at lazy performers, this time in the Theatre magazine:  
Why don't they get something fresh? For year after year they will do nothing but the same 
old thing, with the result that the public get sick of them, and it is impossible for any 
manager who relies wholly on them - as I have done - to make a do of his show. There are 
two courses open to the Australian artist… either get out of Australia, when he has 
sufficiently worked the Australian field, or to get out of the business altogether ("Month in 
Vaudeville" 50). 
 
 
 
Benjamin Fuller 
Theatre Magazine Aug. (1913), 29. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
John Fuller Jnr 
Nat Phillips Collection. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
Without any formal or central organisation, the variety industry's response to the changing 
popular culture entertainment needs and the increasingly negative criticisms by industry leaders 
in the immediate years prior to the critical 1915-1916 period was gradual rather than explosive. 
This evidenced by the fact that it was not until 1914 that a few independent, B-level variety 
organisations began to investigate the possibilities of revisiting past practice - staging self-
contained and extended narrative-driven performances as part of a variety program, and further 
two years before this became standard industry practice. One event that can now be seen as 
having incited the industry towards developing the revusical was the immensely successful 
1913/14 American Burlesque Company tour of Australia and New Zealand.  
 
 Described as "genuinely American" and not just some "non-descript organisation 
recruited from nowhere in particular and stamped with an American label," the quality of the 
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American Burlesque Company's three-hour stage show was such that even the normally popular 
culture-resistant Age was forced to concede its merits as entertainment:
198
 
The Bijou Theatre revived a few memories of its former glories on Saturday night. The 
American Burlesque Company took possession of the theatre and held it successfully for 
nearly three hours… The singers know how to sing. The voices, it is true, are not 
remarkable, but the performers who made their first bow to an Australian audience on 
Saturday have all served an apprenticeship on the other side of the world, and what they do 
they do neatly, whether it is dancing a clog dance, singing a ragtime chorus, or indulging in a 
general riot of light-hearted pantomime ("Bijou Theatre - American" 10). 
 
Comprising some sixty performers the troupe left San Francisco in November 1912 under the 
auspices of the Oriental Amusement Company Ltd of the USA. It play Honolulu, Japan, China 
"and the East generally" before opening their Australian account at the Bijou Theatre (Melb) on 
15 March 1913. Of the three burlesque productions on offer for the Australian tour,
199
 only The 
Grafters and The Speculators were staged during the initial Melbourne and Sydney seasons, the 
result according to one report
200
 of their overwhelming popularity. Certainly the length of first 
Melbourne and Sydney seasons, twelve and nine weeks respectively, suggests that there is a 
good deal of merit in this claim.
201
  The company, which had been together for at least two years 
by that stage, was then being managed by Alfred Levey.
202
  The undoubted star was Bert Le 
Blanc,
203
 although he invariably shared the spotlight with the other principal comics, Frank 
Vack, Dave Nowlin, Charlton Chase, Harry Burgess, Paul Stanhope, and Eugenie La Blanc (no 
relation). The Melbourne public's reaction led to William Anderson making an offer to tour the 
company under his management from Sydney onwards. Anderson's decision in this instance was 
no doubt a response to the reaction he encountered on a daily basis, while competing for 
audiences at the King's Theatre with his own dramatic company.
204
  
 
 The American Burlesque Company followed its first Sydney season with engagements in 
Newcastle (Victoria Theatre, opening 16 Aug.), and at His Majesty's Theatre, Brisbane (6-20 
Sept.), where they introduced possibly for the first time a third production in their repertoire, A 
                                                          
198    The role of the Australian press, and in particular the Age and Bulletin magazine's bias against popular culture 
entertainment (and vaudeville in particular) is an issue examined later in this chapter. 
199    A fourth production, Spielder Bounder's Dream  (see "American Musical Burlesque" 22), was not staged in Australia. 
200    See "A Day at the Races," Brisbane Courier 13 Sept. (1913), 6. 
201    The Melbourne season was 15 March to 9 June (Bijou Theatre). The Palace Theatre (Syd) season was 14 June to 15 
August. 
202    The company directors were H. Frankel, W. B. Hughes and S. Kuber (see Age 15 Mar. 1913, 20). Le Blanc indicates in a 
1916 Australian Variety and Show World interview that he had been with the Oriental Amusement Company for four years prior 
to coming to Australia (5 Jan. 1916, 18) 
203    Variously spelt La Blanc and Le Blanc, La Blanc is more common in the early years, with Le Blanc represented from 
around 1917/18 onwards. This thesis uses Le Blanc as the default spelling to avoid confusion. It should be noted that in his own 
Christmas advertisement, placed in Australian Variety and Show World's 29 Dec. (1916) issue, he spells his name Le Blanc. 
204    Anderson's company, which staged in opposition to the American Burlesque Company such dramas as Theodore Kremer's 
The Evil that Men Do, included Cyril Mackay and Roy Redgrave.  While some reports suggest that Anderson brought the 
American Burlesque Company to Australia, no evidence has been yet found to support the claim. Certainly his name is not 
linked to the Melbourne season in any reviews or advertisements, a matter that certainly would have been quickly rectified by 
the publicity-seeking manager.  
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Day at the Races.
205
  The Brisbane Courier's review of the troupe's opening night performance in 
front of a "splendid audience" reinforces the overtly positive reception by critics and audiences 
alike: 
If to provoke continuous and unrestrained laughter for three hours be the test of success of a 
combination of this description, then it can at once be said that the entertainers were 
eminently successful. Their humour was bright, pungent, and racy; there was a sufficiency of 
vocal music in solos and choruses, supported by a well-organised orchestra, to warrant the 
burlesque being termed musical, and a considerable amount of clever dancing added 
diversion and attractiveness to an entertainment that went with a swing from the start 
("Grafters" 10). 
 
Returning to Melbourne on 1 November for the Melbourne Cup, not unsurprisingly opening 
with A Day at the Races, the company also revived the other two productions over the six week 
period to 17 December. A second Sydney season followed, and over the next ten weeks (to 27 
Feb.) they maintained full houses playing the same three burlesques. While some quibbles 
invariably crept in to reviews of the company's productions, the enthusiastic reception to the 
company by audiences some nine months into the tour appears to have continued unabated. 
Even the negative criticisms rarely extended beyond that of the previous Age review, and in this 
regard most were directed towards the lack of "strong" vocals and/or the inferior plot 
developments. "From a musical standpoint," wrote one Sydney Morning Herald reviewer, The 
Grafters "is weaker, not possessing any singers of the calibre of those favourite comic opera 
artists, Maud Amber and Mr Blake… [while] the unconsidered odds and ends of songs and 
specialties [serve to] delay the consummation of the story" ("Grafters at the Palace" 4). The 
Brisbane Courier critic pointed to these same issues, writing: "there is a story, but it is a matter 
of small consequence as compared to the kaleidoscope of numbers which it serves to introduce 
pell mell, attention being no sooner released from one than it is seized by another, all being 
bright, pleasing and full of rollicking laughter" ("Speculators" 4). While the Brisbane Courier's 
reference to the new American style of entertainment was more cordially expressed, some 
southern critics were not prepared to hide their contempt for this brash popular culture 
entertainment, even if it meant debasing the Australian audience's taste for it. The Age was not 
surprisingly the main instigator of negative criticism in the daily press:  
The average American is credited with being too much a man of business to have any time 
off for anything else. The average American joke accordingly is of so obvious a character 
that no time is wasted in seeing it. The Speculators… is composed of American jokes, with a 
little rag thrown in. The audience crowded the theatre, and as it saw every joke and laughed 
very boisterously at each, the production may be said to have been very successful ("Bijou 
Theatre - The Speculators" 7). 
 
                                                          
205   The six week period between the Brisbane and return Melbourne season has not yet been documented. The Theatre 
Magazine reports in its July 1913 issue that the company planned to "visit the other capital cities of Australia and take a hurried 
tour of New Zealand" (22). Whether it undertook the New Zealand leg at that time or traveled by steamer to Adelaide is unclear. 
It has been established that the company did not tour north Queensland. 
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American Burlesque Company (Principal Comedians) 
 
L-R: Frank Vack (Lodi Mike, A German tramp); Bert Le Blanc (Sacramento Ike, A Hebrew tramp);  
Dave Nowlin (Bakersfield Pete, A hobo), Harry Burgess (Rube Skaggs, the village constable) 
Theatre Magazine July 1913, 21. 
(Courtesy of the Fryer Library, U of Qld) 
 
The routinely packed houses that greeted the American Burlesque Company tour suggests 
that the combination of variety activity (songs, farce and comedy), large scale extravaganza and 
some level of narrative or plot development, were a potent mix that captured the popular culture 
market's attention in the same way that similar musical comedy offerings had begun finding 
widespread support in the US and UK almost a decade previous. The Age, specifically identifies 
this attraction when it notes: "For the most part A Day at the Races is a variety entertainment 
("King's Theatre" 11). The Sydney Morning Herald concurred: "Of buffoonery there was an 
intimate quantity," wrote the paper's theatre critic, further noting that "the feature of the 
burlesque is the rapid succession of songs, dances and choruses" ("Day at the Races" 3). Typical 
of popular culture production, the burlesques also included "up to the minute" novelties like the 
Tango dance craze ("Palace" 3), ragtime music and a score or more of "brilliant musical hits."
206
  
Also typical of vaudeville shows, was the practice of planting members of the troupe in the 
auditorium and having them extend the stage's fourth wall into the audience. "The chorus [was] 
                                                          
206   Advertising blurb in Sydney Morning Herald 20 Dec. (1913), 2. 
211 
 
interrupted by the appearance of several young men amongst the audience," writes a Brisbane 
Courier critic. "The 'friends' [grasped] their travelling bags and [rushed] to the stage where they 
[were] revealed as 'The Grafters' male chorus" ("Speculators" 4). Charles Norman's recall of the 
American Burlesque Company, and Bert Le Blanc in particular, suggests that even were one to 
have a copy of the complete script "it would avail nothing":  
 
For how could it indicate the falls of 
Jake onto his blown up rubber 
stomach, which Bert, in his fury would 
kick right in the centre. Jake would 
then bounce all over the stage till he 
came to a stop. This would bring on 
the sniggering, coughs, squeaks and 
spontaneous business as he tried to get 
back onto his feet and the right side 
up… newspaper reviewers had a hard 
time finding new ways of saying 
"excruciatingly funny, and winning the 
lion's share of laughter and applause" 
(48). 
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"The Speculators"  
(American Burlesque Co) 
 
Frank Vack (L) and Bert Le Blanc (R) 
Theatre Magazine Aug. (1913), 17. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
Perhaps one further reason for the public taking to these productions was the manner in 
which Le Blanc (in particular) delivered his comic lines. Despite the negative responses by some 
critics towards the hammering effect American humour had on audiences, Le Blanc's style was 
especially laid back. "[My] stage humour is of the dry kind," he told the Theatre in 1913. "My 
idea is that a laugh got by something told in an easy, quiet, dry manner is worth three laughs 
secured by a performer as a result of his having to make a hard, strained, noisy appeal for them" 
("American Musical" 20). Le Blanc's ability to negotiate a strong relationship with Australian 
audiences right from the start may well have been, in part, the result of having spent some time 
in England during his early career. 
 
 The response by audiences around Australia to the tour was certainly magnanimous - so 
much so that several of the principal cast members remained in Australia for many years after 
the company disbanded in early 1914. Impressed by the response, local entrepreneurs and 
                                                          
207   It should be noted that Norman confuses Jake Mack (who co-starred opposite Le Blanc in the Travesty Stars) with Frank 
Vack, a member of the American Burlesque Company. It has not yet been established whether Jake Mack was a member of that 
troupe. His name does not appear in reviews or advertising.  
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writers were therefore given much incentive to try and emulate the shows, something that 
several of the American Burlesque Company stars also undertook. Most significant in terms of 
influencing the local industry, and early the development of the Australian revusical in 
particular, were Le Blanc, Burgess and Stanhope (discussed in more detail in the following 
chapter). Two other performers who also carved out long and successful careers in Australia 
were Carlton Chase and Canadian singer/comic and actor, Harry Ross, then a member of the 
company's "Grafters" male chorus.  
 
 
 
American Burlesque Company Chorus Girls 
Theatre Magazine July (1913), 21. 
(Courtesy of the Fryer Library, U of Qld) 
 
 While there are a number of generic and structural similarities between the American 
Burlesque Company productions and the Australian revusical, the local product was forced to 
undertake some pruning in response to logistical and economic practicalities. As the 
introduction to this chapter pointed out, the first localised versions also possibly contained 
hybrid elements of the old 1880s/1890s style of burlesque. The American influence on this early 
genre development cannot be attributed to the Bert Le Blanc-led troupe alone, however. One of 
the early pioneers of the Australian revusical, Albert Bletsoe, who toured a well-known costume 
comedy company with his sister, Maude, throughout Australia and New Zealand during the 
early 1900s, indicated in a March 1915 interview with the Theatre that his ideas had been 
influenced by a thirteen-month tour on the Y.M.C.A. circuit in the USA:
208
 
There is no field there as it exists here for costume comedy… The programme at the 
Wigwam [San Francisco] is divided into two parts. The first half consists of ordinary 
vaudeville items, except that at least three pictures are screened so as to keep down the 
                                                          
208    Apparently one of the Bletsoes' biggest hits was a dance which "because of the county of [their] origin [was] billed as 'The 
Kangaroo Dance'" ("Bletsoes" 48). 
213 
 
number of turns. For the second half a musical comedy is put on, with a picture to wind up 
the bill ("Bletsoes" 48). 
 
 
 Other Australian-based companies to experiment with the revusical format during this 
developmental period included Walter Johnson, who established himself in Brisbane for much 
of 1915 (playing both the Cremorne and Palace Gardens). Kate Howarde, better known for her 
touring drama company attempted a couple of productions with her husband, Scottish comedian 
Elton Black - although as previously mentioned, she seemed to find the style difficult to master, 
perhaps because it relied so much on improvisation and in building a more intimate relationship 
with the audience than legitimate stage actors were used to. After they separated, Elton Black 
established himself as a leading writer of revusicals and pantomimes, finding a good deal of 
success in Brisbane around 1918-1920. Edward Branscombe (who put together the various 
Dandies companies - each identified by a different colour; i.e. Green Dandies and Scarlett 
Dandies) also produced several revusical style musical scenas in Brisbane and on the Birch and 
Carroll Queensland circuit; while Arthur Bletsoe's move from costume comedy to revusical saw 
him encounter public and critical success on the Fullers' circuit. Bletsoe's company in 1915, 
which scored a particular hit with Fun in the Sanatorium, starred a young Roy Rene. Veteran 
comedian Wal Rockley also presented a first-class programme with his own revue company at 
Sydney's Oxford Theatre, Paddington, with this season getting a review in an October issue of 
Australian Variety.
209
 Of all the revusicals staged during 1915, however, On the Sands, by 
Arthur Morley, is believed to have been the first revusical written and produced by an 
Australian-born variety entertainer (whose career until that time had been undertaken entirely 
within the confines of the country).
210
 As with the Le Blanc revusicals its popularity can be 
determined by the number of revivals it received over the next seven years on circuits around 
Australia, including Clay's and the Fullers'. The initial success of On the Sands not only 
established Morley's reputation as one of the country's brightest new writing talents but clearly 
demonstrated to the industry that variety audiences were ready and willing to embrace locally-
written revusicals.  
 
 
 
 
 
 
                                                          
209    Australian Variety and Sports Gazette 13 Oct. (1915), 12. 
210    Although Arthur Bletsoe began producing revusicals before Morley, it very likely that his productions had been adapted 
either from shows he observed or from scripts he bought while in America.  
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CHAPTER FIVE 
 
 
"…SOMETHING BORROWED AND A LITTLE BIT BLUE: 
THE RISE OF THE AUSTRALIAN REVUSICAL,  
1916-1919" 
 
 
Revues are entirely outing the costume-comedy companies in vaudeville. The former class 
of entertainment is much the more in keeping with the character of such houses. At any rate, 
the excellent business done at the National shows that Ben J. Fuller has made no mistake in 
replacing the one by the other.
211
 
 
 
 
 
Opening Night of Arthur Morley's On the Sands 
Thornton's Rosebery Theatre, Gardener's Road, Mascot (Sydney) 
Australian Variety and Show World 26 Jan. 1916, 6. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
 
 The loose amalgams of popular culture entertainment that came together during the 
Australian revusical's early development period effectively created, for perhaps around a year or 
so, a music theatre meta-genre. Because their producers were experimenting with various forms 
and structures they are therefore much harder to distinguish as genre than say the intimate revue, 
which was beginning to emerge out of the Princess Theatre (New York) during the same period. 
The dozen or more hybrid productions known to have been crafted together between the 
American Burlesque Company's 1913/14 Australian tour and the arrival of Stiffy and Mo in 
                                                          
211     Theatre Magazine June (1916), 39. 
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1916 can therefore be seen to have taken on forms recognised as sufficiently different from 
other variety entertainment and musical comedy forms, while at the same time drawing on a 
combination of established theatrical and variety entertainment conventions. The Theatre notes 
as much when it proposes in early 1915 that the Paul Stanhope Merry Musical Burlesque 
Company's second part entertainment at the National Amphitheatre (Sydney) while "a refreshing 
departure from the ordinarily-presented vaudeville acts" nevertheless contained the typical fare 
of "singing, dancing and other novelties," and would therefore very likely be much appreciated 
by the Fuller-Brennan patrons ("Paul Stanhope" 35). The Australian revusical's gestation period, 
as the previous chapter indicates, was also as much the result of creative responses to financial 
restrictions as it was to finding new ways to entertain. The content of these early revusicals, as 
far as can be inferred from the limited information available through reviews and critical 
comment, suggests, too, that the intersection of popular culture idealism and market-force 
realism saw these locally created mini-musical comedies develop from within the audience's 
social world rather than being imposed from above. As entertainment forms they were in 
essence familiar and expected vaudeville performances unified by varying degrees of narrative 
or plot logic. The situations and meanings generated therefore effectively bore the interests of 
the people who came to see these shows, while the production philosophies derived from profit-
motivated industrial practice.  
 
It was not unusual, then, for revusicals during the era under investigation to offer 
narratives around such contemporary issues of popular culture relevance as motoring (A Motor 
Car Burlesque, 1917); new or advancing technology (Photography, 1915; and Gramophone 
Girls, 1917); the latest crazes (The Ragtime Train, 1917); the increasing popularity of surf-
related pastimes (On the Sands, Hello Coogee, 1915; Seaside Incidentals, 1916; A Mix-Up at 
Manly, The Hero of Coogee Beach, Seaside Frolics, 1917; By the Silvery Sea and In the Surf, 
1918); flappers (Chase Me Girls, The Matinee Girl, 1916; The Musical Comedy Girl, The 
Flyaway Girls, Oh You Girls,1917; and The Rainbow Girls, 1918; government policies (Six 
O'clock Closing, 1917); and of course military-related stories (In the Army, Sock the Kaiser, A 
Gay Deserter, 1918; and Artilleryman Wins, 1919).
212
  Sporting settings (horse-racing, boxing 
and including gambling), insanity/lunatic asylums and wives/mother-in-laws were also popular 
subject matter for revusicals during the same period. 
 
 As the introduction to this thesis has previously noted, Nat Phillips' Tabloid Musical 
Comedy Company's maiden performance at the Princess Theatre on 8 July 1916 is clearly a 
pivotal moment for both the Australian revusical and the theatre industry in general, setting in 
                                                          
212     Jim Gerald's acclaimed musical sketch, "The New Recruit" - later to be expanded into the revusical 1914-1818; Or, For the 
Duration (1922) - was also first staged in 1919. 
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motion a train of events that led not only to the emergence of arguably Australia's most 
culturally significant and popular comedy duo of the pre-television era, but also promoting both 
the localisation and further development of the Australian revusical genre. The company's 
significance, and indeed that of Phillips himself, is such his company is accorded its own 
chapter. The primary motivation for this chapter then is an investigation of the broader aspects 
of the revusical's development during this intense period of social upheaval and industry 
activity. As such it initiates new insights into both the content and structure of this new 
theatrical genre as well as several key revusical industry figures whose creative input and 
popular appeal while not matching that of Stiffy and Mo, can nevertheless now be determined as 
historically and culturally significant. The chapter will also provide evidence to support the 
argument that the revusical had had no categorical nomenclature ascribed to it even up until the 
early 1920s, and that in fact the term 'revusical' was among the earliest terms applied to the 
genre.   
 
 Of critical importance to this chapter's survey of the early revusicals era are the social and 
industrial machinations that impacted on its development. The role the war played in 
intensifying and ultimately determining the country's sense of national identity is one significant 
factor at play here, and is subsequently given a good deal of attention.  Continuing on from the 
previous chapter's discussion of the inappropriateness of making claims about Australia's 
broader population mass based on "high" cultural forms of expression (art, literature and drama 
etc), this chapter also seeks to understand what social and ideological relationship these 
revusicals had with the popular culture.  The approach taken is founded very much on the 
understanding that a cultural capital chasm exists between intellectual activism and the popular 
culture aesthetic. This is a point agreed upon by cultural theorists like John Fiske, who writes: 
"popular culture is progressive, not revolutionary… Radical art tries to create its own terms of 
existence, to free itself from the status quo, [and while] it has an important part in a system of 
culture… it can never, in itself, be popular" (161). Although "radical" here may seem rather an 
inappropriate term for describing the type of cultural articulation emanating from the theatre and 
literature of this era, its application by Fiske is aligned with Bourdieu's perception of radical art 
as that which opposes, or perhaps lies outside, the fundamental everyday reality of popular 
culture thinking and expression - of popular culture taste. As Bourdieu sees it: "A high art text is 
less likely to contain popular culture codes or programs, as that would devalue its critical 
perception within the culture who claim it" (2). In his discussion on the politics of popular 
culture Fiske also argues that high (or bourgeois) art can not align itself with the people, in their 
variety of allegiances, if it fails to recognise their pleasures or acknowledge their power (1963). 
From this perspective it follows that cultural identity cannot be imposed from above (whether by 
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politicians or intellectual, radical thinkers) but from below. That is, from within the broader 
popular culture demographic. The formation of this cultural identity is effectively the result of a 
process that rejects control in favour of everyday relevance and emerges as a manifestation of 
individual discrimination multiplied exponentially through mass social functioning. The popular 
culture therefore evaluates and consumes the images and ideologies functioning as cultural 
signposts according to ordinary social norms. Variety entertainment, and particularly the 
revusical, must be seen, then as offering social and theatre historians alike with a rich field of 
inquiry intimately linked to the formation of Australian cultural identity.  
 
 While this chapter will necessarily focus on a select group of individuals and companies, 
it must be acknowledged that they were far from being the only purveyors of the genre to garner 
widespread popularity. As the entries in Appendix C for the years 1916 to 1919 indicate there 
were several dozen or more high profile revusical companies operating on the various Australian 
East Coast circuits. All of these troupes contributed to the expansion of the variety industry and 
the development of the locally-written and staged revusical genre (further information on a 
number of these artists can be accessed through Appendix D), and hence deserve recognition. 
The objective here, however, is to focus the survey towards some of the more prominent 
revusical troupes as a means of providing a closer analysis of the Australian revusical's general 
content and design. The chapter will also examine two additional, though no less important, 
areas of popular culture activity. I refer here to the vital role that ragtime, jazz, and the 
flapper/chorus girl played in elevating the genre's popular culture appeal. Through this 
investigation it can be demonstrated that Australian revusical writers and producers utilised and 
adapted these two particular war-time phenomena in such ways that they further position the 
revusical as socio-cultural magnet for popular culture productivity.  
 
 Of the Australian East Coast circuits already established by 1916, or which rapidly 
developed or expanded in response to the public demand for this new entertainment from around 
that year onwards, most notable were those operated by the Fullers (all Australian capital cites 
and New Zealand), Harry Clay (Sydney, South-West NSW and Queensland), Jacky Landow and 
Bert Howard (Sydney), Ike Beck (Sydney/Hunter Valley), Holland and St John and John N. 
McCallum (Brisbane), Birch and Carroll (Queensland) and Dix-Baker (Hunter Valley, NSW).  
The Tivoli circuit under the auspices of its new general manager Hugh D. McIntosh while 
heavily involved in the production of musical comedies and follies-style revues, showed 
remarkably little interest in the revusical form. With there having been no stated policy 
regarding this decision to refrain from staging or developing the genre we can only surmise the 
company's reasons. One may well have been that the company considered these local 
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productions to be inferior to imported musical comedies and revues.
213
 Such thinking can 
essentially be seen as an attempt to replicate the cultural cringe ideology found in Australia's 
serious art and literature community. The second reason may well have considered these 
revusicals were lower on the quality continuum than contemporary variety acts or musical 
comedies - being more closely associated with traditional low-comedy forms such as burlesque 
and minstrel farce. Support for this argument can be seen in the Fuller's managerial strategy for 
Melbourne during the revusical's early phase of development.  As noted in a previous chapter 
the Victorian capital held a reputation for being much more discriminating towards popular 
culture entertainment that the other capital cities, and particularly Sydney. It is for just such a 
reason that the variety industry's many component sectors (production houses, media, agencies 
etc) clustered primarily in Sydney during the preceding decades, and why the revusical's 
epicentre for production and creative growth was also located largely in the New South Wales 
capital. In an attempt to placate the two market sectors the Fullers presented revusicals and 
vaudeville at one of their Melbourne houses and promoted a high class traditional vaudeville 
programme (comparable to the Tivoli style of entertainment) at the other. Australian Variety's 
reporting of the Fuller's newly remodelled Melbourne variety house the Palace Theatre 
(previously the National) in November 1916 notes that is "intended for stock burlesque 
shows,"
214
 an indication also that the revusical genre was still not recognised as being distinctly 
separate from previous low culture variety traditions.
215
 
 
 Although industry growth during the years 1916 to 1919 was certainly due to increasing 
public demand for revusicals it is not the only factor to have played a role in that expansion. 
Rather, a complex combination of industry-specific strategies, local and international reactions 
to the war, and technological and social developments were also involved. As this thesis has 
previously demonstrated, the significant advancements in private and government ancillary 
services, and the pre-war return of economic growth patterns, were indirectly influential in 
providing variety-associated private industries with the ability to cluster in support of artists and 
entrepreneurial organisations. The combination of a much improved and continually expanding 
national transport infrastructure, better travelling conditions and accommodation, an increase in 
the numbers of new theatres being built, and the growth of specialist variety-connected industry 
sectors, provided the revusical, and variety in general, with the means and opportunity to 
                                                          
213     An additional possibility is that even though he was suffering a down-turn in imported acts due to wartime restrictions, 
discussed in greater depth shortly, McIntosh's policy was still heavily weighted in favour of foreign stars dominating the bills. 
Thus it would seem feasible to argue that few international acts, or the star producers engaged by McIntosh to oversee the 
company's productions, would be inclined to involve themselves in locally-written revusicals.  
214     Australian Variety and Show World 1 Nov. (1916), 4.  
215     Walter Johnson's Revue Company was afforded the honour of opening the Palace Theatre for the Fullers on 5 November 
1916. The company's premiere production was The Flirting Widow. The troupe at that stage included Jack Kearns, his daughter, 
Vera, and ex-American Burlesque star, Harry Burgess. 
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increase its marketplace penetration to meet wartime demand. Indeed, this growth pattern shows 
clear similarities with Michael Porter's observation that all industries initiate increased growth 
rates within a predominantly repeat-custom marketplace through rapid product replacement and 
by increasing per capita consumption (168). They cannot achieve this potential, however, unless 
able to access a reliable network of established support industries and infrastructures. Likewise, 
the variety industry's contingent expansion from 1916 onwards relied heavily on access to both 
marketplace resources and demographic expansion. The growth of revusical production alone 
between 1916 and 1919 indicates that the troupes producing them were being sufficiently 
supported. The industry's growth can also be seen as both self-serving and self-sustaining 
because in the process of providing additional fiscal advantage for themselves the leading 
variety organisations like those mentioned above also served to provide the independently-
operated revusical troupes with secure employment and logistical support. This in turn 
established additional incentive for those entering the variety industry (whether as performers, 
entrepreneurs or in the associated sectors), thus increasing the demand for associated industry 
expansion. 
 
 In addition to the physical ramifications of industry growth these leading entrepreneurial 
operations were also invigorating the industry with levels of professionalism, efficiency and 
enthusiasm not evidenced within the lower levels of Australian variety since the mid to late 
1880s. This diffusion of proprietary knowledge and experience, whereby firms learn from each 
other through observation) is a factor identified by Porter as being a key to any industry's growth 
(172). For the variety industry this occurred in several ways. The frequent interchanging of 
personnel, for example, meant that information and advice was continually being passed 
between companies. The availability of two key industry magazines was another. These 
provided additional access to the internal machinations of the national industry, increased 
awareness of general industry-related issues and goings-on, and insights into new acts and 
developments such as the revusical. Other key factors lay outside the immediate area of 
industry, however. Perhaps the most influential in terms of promoting managerial expansion was 
the lessening of the psychological barriers brought on by the 1890s' depression. With the long-
term effects having begun to recede within the entertainment industry by the turn of the second 
decade, it appears that a new entertainment industry landscape also began to emerge - one that 
was now less constrained by the fear of wholesale financial collapse and increasingly buoyed 
more by this new era of social and economic optimism. While some of these new entertainment 
entrepreneurs, Hugh D. McIntosh included, struggled to find their feet in the industry, not 
having access to (or perhaps in McIntosh's instance, not accepting of) the prerequisite 
proprietary knowledge available through decades of industry experience, a number of others 
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were able to establish their credentials within the industry, and perhaps more importantly in their 
immediate public's mind. Such men include bookmaker and Australian Variety general manager 
Andy Kerr; ex-theatre critic-turned booking agent James H. White;
216
 ex-Harry Rickards 
employee-turned showman Bert Howard; and ex-Queensland railways refreshment room 
licensee-turned film exhibitor and theatre showman Edward J. Carroll. In each of these 
examples it can be determined that they were not only generally experienced businessmen, but 
that they also availed themselves of variety's long-established networking principle as a means 
of formulating and putting into operation business practices that allowed their operations to gain 
footholds in the marketplace during the critical war years. Kerr, for example, started out by 
utilising his Australian Variety connections and employing well-established and experienced 
senior variety practitioners like James Craydon to help run his operations. In the same way that 
past variety entrepreneurs like Harry Rickards and the Cogills formed temporary partnerships to 
establish themselves in new areas, Kerr also formed relationships with other key industry 
practitioners like Harry Clay.
217
  Film exhibitor Edward Carroll, who as early as 1913 found it 
expedient to run his far-reaching Queensland operations with the help of George Birch and 
Virgil T. Coyle, also formed associations with variety organisations like Ted Holland and the 
Fullers as a means of strengthening his considerable investment in live theatre production.  
 
 Another significant factor to impact on the local industry was the war time slow down in 
overseas travel by variety performers. The benefit to the local industry as a consequence of this 
situation was not surprisingly that increasing numbers of local artists were being offered 
engagements they would not have otherwise been able to secure. Indications are that the slow-
down in foreign acts began to manifest as early as 1915, but did not reach its peak until around 
1917-18. Evidence for this comes largely from the higher rate of industry comment regarding 
the situation, its perceived effect on audience reactions, and the potential down-turn in audience 
numbers. The views expressed in the industry magazines by their own critics and by leading 
firms like the Fullers and the Tivoli suggest that this opportunity for increased local employment 
was not regarded by all within the industry as advantageous. Australian Variety proposed in 
1917, for example, that the "far-reaching effect" on the industry, whereby hardly a dozen acts 
had come to the country in the previous six months while each boat leaving for America is 
taking performers back," was forcing firms like the Tivoli and Fullers to engage local acts that 
ordinarily wouldn't get a look in (8).
218
  An article published in the same magazine the following 
year indicates that it had received "week after week many letters on the subject of the poorness 
                                                          
216    For further information regarding Kerr and White, see Clay Djubal "Harry Clay and Clay's Vaudeville Company 1865-
1930" (1998), Appendix E, v. pags. 
217    Ibid. Appendix E, 143. 
218    "Vaudeville Situation." Australian Variety and Show World 2  May (1917), 8. 
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of vaudeville programs throughout Australasia" ("Dearth of Vaudeville" 18).
219
 Observations 
such as these were by no means the only ones to surface during the war years,
220
 indicating that 
a certain level of tension was being felt with the industry - or at least within certain sectors of 
the industry.  
 
A close analysis of these critical insights shows how easily historical evidence can be 
misread if they are not given adequate industry contextualisation.  I refer here to the fact that 
almost all of these criticisms are directed towards the Tivoli and Fullers operations only. This is 
because the lower industry levels - which traditionally supported a predominantly home grown 
or resident performer base - remained largely unaffected by the situation. There is also no 
indication that these lower level companies were finding audience resistance to their war time 
bills. Even the "Dearth of Vaudeville Acts" article published in March of 1918 reports that the 
Fullers had been doing "wonderful business." Appendix C supports this observation by showing 
that the company was enjoying huge success with troupes like Stiffy and Mo, Bert Le Blanc, 
Tom Haverley, Victor Prince, Les Bates and Arthur Morley (who had by then moved off Clay's 
circuit and on the Fullers), and through its touring pantomimes - notably The Bunyip, 
Cinderella, Bluebeard and Babes in the Wood.  The long-held belief that variety entertainment 
was in demise beginning as early as the war years may also be in part a response to the larger 
advertising coverage within newspapers and magazines by film exhibitors. As Chapters One and 
Two have asserted, however, one cannot draw conclusions about the industry growth or decline 
based only on the presence of advertising or reviews in metropolitan newspapers because most 
of the industry relied on such activity sparingly, if at all.  
 
 An examination of these criticisms concerning the lessening of variety's standards when 
placed in a broader industry context - that is by surveying the state of the industry as a whole 
rather than relying only on the critiques themselves - and undertaken in conjunction with a more 
rigorous examination of this discourse, indicates that it was the Tivoli that suffered most from 
the enforced reduction in imported artists. This is not to say that the Tivoli was alone in 
encountering difficulties in its ability to maintain the same levels of performance quality 
experienced in the years immediately leading up to circa 1916. There is certainly evidence to 
suggest that the Fullers' were required to adopt various strategies in order to circumvent the 
war's impact on overseas travel. If we look first at the Tivoli and then at the Fullers' it can be 
demonstrated that even at the upper echelons of the industry the problem of overcoming a 
shortage of high level artists was dealt with differently and thus led to quite contrasting  results.    
 
                                                          
219    This article also claims that variety's declining standards were the result of the war-times profit tax. It blames this tax for 
reducing the incentive for managers to try and induce foreign acts exempt from military duty to come to the county. 
220    See also "Ben J. Fuller Discusses a Few Things" Australian Variety and Show World 13 Sept. (1918), 9. 
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 Hugh D. McIntosh's entrepreneurial credentials prior to taking over as the Tivoli general 
manager on 14 September 1912 were largely in the area of boxing promotion. In a 1912 Theatre 
interview, however, he declared himself to be "no stranger to vaudeville," pointing to the twenty 
weeks he spent on the Moss-Stoll circuit along with a forty-week US vaudeville circuit tour 
presenting descriptions of the famous Burns v Johnston fight complete with biograph pictures. 
In the same interview McIntosh made it clear that it was his intention to run the company along 
the same lines as Rickards, noting that he was in the happy position of taking over "a peculiarly 
regular [and] well balanced business." The new general manager also expressed his desire to 
"continue the ever-upward trend of the entertainments given at the different Rickards-houses," 
the implication being that imported quality artists would continue to dominate the programmes 
as had been the case with Rickards ("Hugh D. McIntosh" 28).  Whatever his plans for the future 
were when taking over the company's operations they certainly did not take the war into 
consideration. Neither, perhaps did he envisage the intensity of the reaction by the Sydney-based 
variety industry's towards his editorship of the Sunday Times (and the subsequent biased 
promotion of the Tivoli programmes at the expense of the Tivoli's competition). In addition to 
the evidence provided in Chapter Two concerning the anti-McIntosh sentiment during this 
period, we find the Theatre's "Month in Vaudeville" columnist X-Ray regularly castigating the 
company's offerings. In the June 1916 issue he writes, for example: "There is nothing startlingly 
new in the way of specialties or novelties" (41); while in September: "A fair audience the night I 
was there… an entirely new programme it may be - to those who have never seen the Follies 
before" (54). X-Ray's November 1916 review included the following: "Pictures and ordinary 
vaudeville turns padded out the first half. It's a great scheme - that of charging up to 5/- for films 
that you can see at dozens of places elsewhere at prices down to -/6!" (51). The Theatre also 
suggested in 1917 that if McIntosh  only had a few more acts of the quality of the Mayos, "he 
wouldn't be troubled by the empty seats that during the middle of March made the Tivoli 
(Sydney) look so desolate - or deserted."
221
 
 
 As noted previously Australian Variety was willing to point out the Tivoli's woes if 
required. Its 29 December 1915 issue uses words like "mediocre" and "monotonous" to describe 
the songs and dancing in one Brisbane performance, adding: "The write-up of the show is all 
'comedian' but, then, there is little else in the Follies worth noting" (38). That such criticisms 
continued to dominate descriptions of the Tivoli programmes over the next few years
222
 
naturally raises the question of how much industry and media bias was involved. In this respect 
                                                          
221    X-Ray "Month in Vaudeville" Apr. (1917), 39. 
222    See also: Theatre Sept. (1915), 49 (a complaint about the Tivoli's ordinary New Zealand programme  and high admission 
price); Theatre Jan. (1916), 37 (which advises McIntosh that he could get more out of his performers if Charlie Vaude wrote 
their "jokes, gags patter and songs"); and Theatre June (1918), 29 ("Time Please has brought a much-needed improvement in the 
business that the Tivoli had for a long time been doing"). 
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it appears that while McIntosh's Tivoli operations during this era were fraught with problems, 
both of his and others' making, a certain degree of caution does need to be applied in assessing 
the accuracy of such reports because Australian Variety and the Theatre do exhibit signs of 
having run a campaign against McIntosh. On the other hand neither of these magazines seems to 
directly target individual performers (apart from Vera Pearce) on the basis of their association 
with McIntosh. The critiques appear to have some degree of credibility about them because 
performers are praised, or not, according to the relative merits of their act. This hypothesis 
might be questionable, however, if we consider the level of animosity expressed by the two 
magazines during 1916. Vera Pearce is the one Tivoli artist who appears to have attracted the ire 
of both magazines – possibly because she was a favourite of McIntosh's. Walter Weems is 
another. The February issue of the Theatre suggests, for example: "Miss Pearce is seen in the 
Follies far too often" (46), while the June issue  is even more critical (37-8). Any suggestion of a 
blanket bias is difficult to maintain as the magazine routinely praises the performance of star 
comedian Jack Cannot during his 1916 Tivoli engagement, insisting in most reviews that he had 
carried that particular show.
223
  Invariably the reviews, both negative and positive, are levelled 
at individual acts while responsibility for the overall programme, if unfavourable, is almost 
always levelled at McIntosh. While the degree and frequency of negative criticism directed 
towards the Tivoli programmes, seems almost vindictive - particularly in comparison to 
attention accorded those such as the Fullers and Harry Clay - the likelihood still exists that the 
Tivoli programmes during the critical war years were unable to match the standards expected of 
it from both industry and public alike.  
 
The sentiment typically expressed over the quality of Tivoli entertainment through to the 
end of the war is again exemplified by X-Ray, whose September 1917 review proposes that 
"most of the principals in the Tivoli Follies do very well in their own individual way; but 
without Jack Cannot it is, on the whole a ragged sort of show they give" (33). Adding additional 
weight to the argument that McIntosh struggled against the competition put up by the lower 
industry operators, and probably because his shows were too expensive for the popular culture 
audience, are observations put forward by Delyse Ryan concerning the Tivoli's inability to 
compete in Brisbane with Ted Holland. While Ryan points to the possibility of bias being 
behind the different critical attitudes of Australian Variety and the Brisbane Courier (11-16), a 
clearer indication of the Tivoli's reception in Brisbane during the war years can be seen by the 
short seasons staged there by the company and the frequency (and length) of gaps between each 
season. At one stage in 1916, for example, the Tivoli Roof Garden was closed for some three 
months (132-3). The fiscal reality behind this argument is that, had a market for upscale variety 
                                                          
223     See for example the Theatre Feb. (1916), 46. 
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entertainment been evident in Brisbane, McIntosh would have undoubtedly taken advantage of 
it. He had a theatre there, after all. The problem for McIntosh was that his high cost operations 
required a higher ticket price, which for the majority of the variety audience made it inaccessible 
on a week-to-week basis. The perceived loss of star headline acts and the fact that the Tivoli was 
not producing the latest revusical craze only exacerbated the company's problems in Brisbane - 
as elsewhere. The expense of regularly sending troupes to Brisbane, with its relatively small 
population, was a further disincentive. Even the Fullers did not attempt to locate their business 
in the Queensland capital until after the deaths of Holland and St John, and in this case they 
simply took over their operations.
224
  Not surprisingly the Fullers' subsequent strategy for 
Brisbane, founded on knowledge they had gleaned through several years of artists leasing 
arrangements with Holland and St John, was to continue operating the Empire in an almost 
identical fashion to the way it had been running over the previous decade.  
 
 
 
Hugh D. McIntosh 
Theatre Magazine Nov. (1912), 18. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 The negative response to the perceived drop in entertainment quality is not entirely 
confined to McIntosh's management, however, because the Fullers also experienced a drain on 
their foreign reserves. Ben Fuller indicated as much in September 1918 when he advised 
Australian Variety of his intention to go to America to seek out any acts that were not restricted 
by war duty embargos ("Ben J. Fuller" 9). The drain on artists to that stage of the war had also 
been exacerbated by the increasing loss of experienced Australian variety artists and dramatic 
                                                          
224     From January 1918. 
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actors to the war effort. Performers of the calibre of Jim Gerald, Stanley McKay, Bruce 
Drysdale, Tom Dawson, Max Clifton (Jim Gerald's brother, and ex-William Anderson lead 
actor), and brothers Jack, Will, Charles and Art, all from  the well-known theatrical Vockler 
family (which also included their sister Lilly and brother-in-law Ern Delavale),
225
 were losses 
the industry could not readily replace.
226
  On the other hand it meant that emerging talents (Roy 
Rene c1914-1916, for example) had their careers fast-tracked after having established their 
names on B-level circuits run by those like Harry Clay and J. C. Bain.
227
  Rather than bring on 
an industry collapse, the downturn in foreign performers instead forced all levels of operations 
to expand their search for new acts and provide increased levels of in-house development so that 
these acts might have a chance of meeting the high level of popular culture expectation. Pressure 
was also being applied to already established acts to update or reinvent their turns more 
regularly. The industry was able to do this because it still effectively operated as a subcultural 
community with well-established communication networks and a supportive infrastructure, thus 
providing a means by which a large percentage of those already in the industry, or those entering 
it, were able to adapt to the changes forced on them. Because the variety community was not a 
closed shop it very quickly became aware that unprecedented opportunities were being opened 
up to them, with this knowledge itself serving to expand and propel industry growth (and 
subsequently the revusical) towards maximum potential through a gold rush mentality.   
 
 While the Tivoli's war-time strategy failed to accommodate the popular culture audience, 
a combination of factors put in play by the Fullers did make things less difficult for them, not 
the least being their support of locally-written and produced revusicals. The genre's widespread 
popular culture appeal not only saw the genre become a national craze, but each troupe 
effectively competed against all the others in what had become a sub-industry sector. Even 
though engagements on circuits like Harry Clay's were keenly sought, it is clear that it was the 
Fullers' organisation that gave these troupes access to the wider public - both in Australia and 
across the Tasman on the firm's Dominion circuit. These independent troupes subsequently 
rationalised competitive strategies so as to increase their chances of being signed. It comes as no 
surprise to learn, then, that the best-known and most successful revusical troupes all had an 
association at some time with the Fullers.  
                                                          
225    See feature articles and public notices regarding the Vockler brothers in the 26 June 1916 and 21 July 1918 issues of 
Australian Variety and Show World. As mentioned earlier in this thesis, Art Vockler (aka Art Martell) was an Australian 
champion boxer who also appeared on the vaudeville stage. 
226    The war issues of Australian Variety and the Theatre imply some level of public pressure was placed on male entertainers 
of appropriate age to enlist, with the result being that many artists joined the war effort. At one stage even Ben Fuller publicly 
stated his intention to sign up (Australian Variety and Show World 12 July 1916, 12).  Of the above artists, Tom Dawson and 
Max Clifton were killed in action.  
227    It's often forgotten that Roy Rene was only 23 years old when he teamed up with Nat Phillips in 1916. At that age, in that 
era, Rene was only just emerging from the status of juvenile performer, and as such considered to be a novice. Contrary to 
current belief, and as the following chapter demonstrates, Rene's early Stiffy and Mo years were spent more or less in the 
shadow of the vastly more experienced, Nat Phillips.  
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Among the company's other key operational measures for overcoming the wartime drain 
on human resources, was its long-established pro-Australian employment policy - a factor that 
made them much less reliant than the Tivoli on imported acts. The Green Room acknowledges 
as much in a 1921 profile on Sir Benjamin Fuller's career, noting that not only were all his 
financial interests based in the Commonwealth and New Zealand, but that he had always held 
Australian acts in equal regard to those of elsewhere. "He has the courage of his convictions, 
too," records the magazine. "This is proved by the fact that seventy percent of the artists 
employed by the firm of Ben and John Fuller are Australian. Fifteen percent are naturalised 
Australians and the remainder are imported turns… When engaging an act Sir Benjamin never 
asks a man his nationality. His choice between two men, all things being equal, is with the 
Australian" ("Histrionic" 7). This is supported by a Fullers' advertisement showing the names of 
236 performers employed by the firm in 1915. At least eighty percent of these artists are known 
to have been Australian-born or resident performers.
228
  
 
 The Fuller's policy of providing opportunities for local performers had not been initiated 
during the war years but rather had been a strategic response to the demands of their audience 
base from the earliest days of the company's operations in Australia. The practice of importing 
foreign stars certainly allowed the firm to raise its profile and establish a high level of credibility 
with both the industry and general public. Ben and John Fuller well understood, however, that 
their positioning in the variety market placed them much closer to the blue collar and lower 
white collar demographic than the Tivoli. Their decisions were therefore based very much on 
economic practicality (low admission) and patriotic relevance (Australian performers connecting 
with Australian audiences). Organisations operating at the next level down from the Fullers, 
notably Harry Clay, were hardly in positions to seek out foreign acts and secure their services 
with high salaries and return fares. This is not to say that they didn't utilise such artists if they 
could. Any performer coming off a Fullers or Tivoli contract was fair game in the industry - 
with Clay for example being known to procure the services of numerous imported stars during 
his entrepreneurial career - including high profile performers like Denis Carney, Elsa Brull and 
Arthur Helmsley and the celebrated English singing parson and vaudeville comic, Rev. Frank 
Gorman. Clay also at one stage briefly engaged well-known American director, Lester Brown, 
who had come to Australia in 1914 to produce a series of Follies and musical comedies for the 
Tivoli. The reality is though, that the vast majority of engagements for Australian performers 
were at the B-level of industry. Indeed, it was through the collective muscle of these 
entrepreneurs that thousands of acts year in and year out from around 1916 to at least the mid-
to-late 1920s were able to continue performing. Interestingly, it is possible to trace the careers of 
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dozens of high profile 1920s' revusical practitioners back to the B-level variety industry sector 
operating during the war years. These second phase practitioners not only gained the necessary 
performance skills during the revusical's early development years but also acquired the levels of 
proprietary knowledge required of entrepreneurs operating in an increasingly fragmented 
entertainment marketplace, and one in which competition between revusical troupes for 
gradually diminishing engagements (due to film's rise in popularity) brought about new levels of 
strategic and creative development. 
 
 
 
Lester Brown 
Green Room Jan. (1919), 9. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 The complaints about the lack of foreign star power giving less-capable local performers 
undue opportunities needs further investigation, also, because they clearly fail to take into 
account the ability (and the innate desire) of performers to improve their craft. Situated on their 
own, and outside the reality of an industrial context, the implications of such criticisms are that 
the low quality environment remained unchanged. To take such observations at face value 
means, however, that one ignores the fundamental principles of marketplace competition - 
principles that apply equally to individual performers as they do to companies. I refer here to the 
way individual firms initiate various competitive strategies as a means of either remaining in 
business or building that business up. In the same way each individual's (or act's) continued 
career viability was dependent on its ability to provide an entertainment product that could 
compete against other "substitute" products.  The forthright nature of Australian audiences, as 
also discussed in the previous chapters, meant that any act that failed to give audiences what 
they expected or that did not improve on performance quality in the face of criticism was 
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ultimately forced towards the outer industry sectors and eventually out of the market altogether. 
This is because the Australian variety industry and population was too small for artists of no 
particular talent to continue to maintain a professional status. What can now be seen to have 
occurred, then, is that the local industry not only sustained its activity during the war years but 
indeed grew at a rate unmatched since the mid-1880s.  
 
 The extensive industry expansion that occurred over the late 1910s and early 1920s was 
in large part due to the popularity of revusical. Even the restrictions on theatre attendance in 
early-to-mid 1919 (a response to the Spanish Flu epidemic
229
) were only a temporary setback to 
the industry. This is because it had by then developed an industrial infrastructure able to cope 
with the training and development of emerging artists, as well as the numbers of people 
attending each and every week. Will J. Douglas, Managing Director of the Fuller's company, 
indicated as early as 1915 that the company's response to the "dearth of vaudeville artists," then 
currently affecting its operations was to offer contracts to any new act that was either clever or 
had something new to show, even if not quite up to the company's usual standards. Douglas' 
strategy was to provide them with minor engagements "until such time as the necessary polish 
was acquired." Australian Variety's view, expressed in the same article, while supportive of 
Australian performers and their capabilities also agreed with the current Fullers and Clay 
consensus that Australian artists across the board needed to improve their productivity by 
constantly creating new material. "Those who cannot do better than they are doing now, should 
in a majority of cases, enlist!" was the suggestion.
230
 The responsibility for improving 
performance levels was not solely undertaken by managements, however. Roy Rene's memory 
of his time with Harry Clay (undertaken less than three years before coming to prominence as 
Mo) indicates that the variety network was still a major factor in the training and development 
of emerging artists. As Rene notes, his burgeoning career was given much assistance by senior 
performers like Ted Tutty and Frank York, who took it upon themselves to offer advice to any 
act that needed it (53).  
 
The Theatre also made the observation in 1915 that Australian artists, in being forced to 
develop multiple performance skills in response to the smaller population and hence increased 
frequency of return engagements, were invariably able to out-last foreign artists in terms of their 
audience appeal:   
Imported artists are not in it with Australians in long runs. For example, where is there an 
American or English act that could like Tommy Armstrong and Mabs Howarth, Vaude 
and Verne, the Driscolls, Jack Kearns, and Ernest Pitcher - to name but a few - go on 
                                                          
229    It should be remembered that despite the war having ended, 1919 saw a continuation of the import down-turn due to the 
influenza pandemic. The argument viz a viz a lowering of quality is not as clear cut for most of 1919, however, as all levels of 
the variety industry were affected by theatre closures and restrictions. 
230    Australian Variety and Sports Gazette 7 July (1915), 7. 
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playing in Australia from year's end to year's end. It is nothing for some of these to play a 
fifteen, twenty, or twenty-five week's engagement at the one house. Even at the end of 
such a season they more often than not are going as successfully as many an imported act 
that happens to be opening in their closing bill.
231
 
 
This aspect was itself a significant factor in promoting a collective sense of nationalistic pride 
within the popular culture sector, because the same audience was not unaware of this 
discrepancy between the long-term merits of local acts and the imported competition. More than 
this, however, is the fact that, as mentioned earlier, local acts made up the greater share of 
programmes on the lower level circuits. The local variety artist spoke (or performed) directly to 
a society they themselves were part of and hence the production/reception relationship operated 
at both a more immediate "everyday" level and through a much more intimate two-way 
communication flow. Roy Rene notes in this respect that he considered the audience/stage 
division to have been much less the case in his heyday with the Stiffy and Mo troupe than in 
later years, implying that there was a more immediate connection between the performer and 
audience (31, 48). 
  
 
Ted Tutty  
Right: c1951 at Sammy Lee's (Sydney). Without doubt Harry Clay’s most consistently popular Qld 
tourist, Tutty was said to have been to Clay what Irving Sayles was to Harry Rickards. 
(Photographs courtesy of Jo Mercer and Del Buchanan) 
 
 
 The nationalistic discourse emerging from within the popular culture audience of this era 
did not come about, as some social historians have suggested, in response to intellectual debate. 
Neither was it founded on parochialism. This was because much of the population, although 
                                                          
231    Theatre Sept. (1915), 49.  Robyn Archer, in her one-woman show A Star is Torn, draws attention to Judy Garland's all-time 
vaudeville record - set in 1952 when she played two shows a day at New York's Palace Theatre for 19 weeks (Archer n. pag.).  
Such engagements were far from unusual in Australia, though. Indeed, the versatility of artists such as those mentioned in the 
Theatre article (in addition to performers like Will Whitburn and Pope and Sayles, for Harry Rickards, and Ted Tutty for Harry 
Clay) allowed them the opportunity to  play one-venue engagements of much greater duration.   
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increasingly engaging with nationalist sentiment, was too far removed from such debates to 
engage with the conceptualisation of a national ideology. Rather, the ideology emerged simply 
as a result of positive reinforcement brought on by seeing predominantly Australian (or 
Australian-resident) performers on stage, singing, joking and telling or talking "everyday" 
Australian stories and issues. It should also be remembered that this was a period when the 
country, perhaps for the first time in any significant fashion, was actively engaged in the process 
of defining itself. As Geoffrey Serle notes: "The war made nearly all Australians think of 
themselves as Australian rather than as New South Welshmen or Victorians…. all classes and 
sections were to feel a keen sense of Australian patriotism" (150). Interestingly, apart from the 
(not-surprisingly) reluctant attitude towards German people, products and issues,
232
 this 
increasing desire for manifestations of Australianness on the variety stage seems not to have 
created the type of anti-foreign sentiment so keenly expressed by the 1960s and 1970s 
intellectual/arts community.  
 
Acceptance of overseas settings in revusicals (Mexico, America, Japan, Italy, Spain, 
France, China, the Pacific Islands etc), characters based on foreign stereotypes, and the use of 
imported material were not deemed to be anti-Australian. The local revusical did, however,  
increase the development of national characteristics and expression, turning issues of Australian 
identity and cultural discrimination into a complex national perspective that while readily 
understood and accepted in its day does not rest easy with contemporary notions of 
Australianness. Particularly incongruous to our modern sensibilities are aspects of cultural 
construction seemingly so accepting of foreign characteristics - notably Hebrew and Chinese 
traits - as well as the seemingly racist blackface constructions. Clearly the locally-written and 
produced mini-musical comedies staged around the country between 1915 and early 1916 were 
still seemingly depicting universal situations – with no attempt to accentuate local idioms or 
characters. As will be seen this did not necessarily mean that they weren't recognised as 
Australian. It was just that no one had yet thought to articulate this in an overt way. It is also 
very likely that the popularity of two particular performers, Americans Bert Le Blanc (who 
specialised in Hebrew characterisations) and Paul Stanhope sidetracked this approach until the 
arrival of Nat Phillips' Tabloid Musical Comedy Company. 
 
Following the disbanding of the American Burlesque Company in early 1914 Bert Le 
Blanc initially performed a traditional vaudeville comic's turn on the Fullers' circuit. He later 
                                                          
232    Anti-German sentiment in popular songs and gags can be found littered throughout the industry magazines of the era. 
Director Charles A. Wenham and Australian choreographer, Minnie Everett, also tell of an incident that occurred during the 
1917 rehearsals for the J. C. Williamson pantomime, Dick Whittington, when the chorus girls refused to represent Germans in 
the War Ballet. The eventual solution was to hold a ballot, with the losers to be given the unpleasant duty ("Music and Drama" 
Brisbane Courier 29 Dec. 1917, 9). 
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appeared in the company's Babes in the Wood pantomime, a role he candidly admits was the 
worst ever handed to him in his career ("Chat" 17). Australian Variety notes in its 18 November 
1914 issue that although Le Blanc was a more than amusing solo comedian his full potential 
would be better realised working with a feeder (3). It is a piece of advice that he seems to have 
heeded because in 1915 he put together his first line-up of Travesty Stars - touring a collection 
of revusicals that saw him paired with Jake Mack. Also in the company were ex-American 
Burlesque Company star, Carlton Chase, and the equally well-known Carrie Moore (who later 
worked with Stiffy and Mo). Of these early Le Blanc productions arguably the most popular 
were Fuzzy Wuzzy, The Gay Mrs Cohen, At the Exhibition, and Central 3251, with each being 
revived frequently over the next six or seven years. The first two were still part of Le Blanc's 
repertoire well into the 1920s. Described by one Brisbane critic as "a combination of rare 
talent,"
233
 Bert Le Blanc's Travesty Stars were second to none in so far as revusical production 
was concerned,
234
 and he is said to have broken a number of house records for the Fullers during 
his first year ("Chat" 17). He was also accorded a great deal of coverage by Australian Variety 
and the Theatre (including regular front page photographic spreads) during his first three 
years.
235
  Ben and John Fuller certainly held Le Blanc in high regard, giving him headline status 
at the opening of not one but two of the company's theatres
236
 - an honour not offered even to 
Nat Phillips and Roy Rene during their career together. 
 
Reviews of Le Blanc's revusicals indicate that the narrative focus had been reduced from 
three or more lead comics sharing the spotlight (as was the format with the American Burlesque 
Company) down to two. This became the standard structure of the Australian revusical. Each 
production revolved around a distinct plot, even if they were not dramatically organised to the 
extent that one expects of more serious theatrical enterprises. All the stories were therefore 
based around the exploits of the two principle comedians' alter-egos - Ike Cohen (Le Blanc) and 
Morris Levy (Mack). As with almost every revusical partnership to emerge over the next 
decade, Ike and Morris relied on a mixture of narrative through-line which they frequently 
interspersed  with  bouts of  improvised  madness.  Variously  described  by  critics  as  "revue,"  
"musical extravaganza"
237
 and the "quintessence of musical comedy,"
238
  Fuzzy Wuzzy typifies 
the Le Blanc style of show. Set in a bank, with Ike and Morris putting in and taking out 
                                                          
233    Truth (Bris)  1 Apr. (1916), 7. 
234    Australian Variety and Show World 7 June (1916), 2. Editorial accompanying Le Blanc's front cover spread. 
235    See for example Australian Variety and Sports Gazette  June (1913), 1; 1 Sept. (1915), 12;  26 Apr. (1916), 1;  7 June 
(1916), 1;  6 June (1917), 1;  4 July (1917),  1;  24 July (1917), 1.  
236    The first instance was on 2 June 1917 when Le Blanc headlined the opening night programme for the newly built Majestic 
Theatre at Newtown (Australian Variety and Show World 6 June 1917, 4). The second occurred on 8 March 1919 when Le 
Blanc's company presented Do it Now for the grand reopening of the Fuller's newly renovated National Theatre (Sydney), often 
referred to simply as Fullers' New Theatre (Theatre Apr. 1919, 27). 
237    Truth (Bris) 1 Apr. (1916), 7.  
238    Brisbane Courier 17 Dec. 1917, 11. 
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"mornings and evenings," the simple plot is said to have allowed "good choruses, splendid 
solos, clever dancing and amusing patter [to be] worked in."
239
  The enthusiasm and originality 
brought to these productions by Le Blanc as star, director and writer/adapter
240
 might in part be 
a consequence of his relative youthfulness, being aged only 26 in 1915. In comparison to the 
average age of troupe leaders in years past, this appears to have initiated some kind of a trend in 
Australia. It certainly appears that the combination of contemporary music like ragtime, and 
social constructs like the flapper were theatrical assets best articulated on the stage by a younger 
element within the variety industry. Le Blanc, Roy Rene (23 in 1916), Nat Phillips (33 the same 
year), and George Wallace and Jim Gerald (24 and 28 years of age, respectively, when they 
became established stars in their own right c1919), serve to demonstrate that the opportunities 
for success were being expanded beyond the traditional prerequisite of older, more experienced 
practitioner.  
 
 
 
Paul Stanhope (L) and Bert Le Blanc (R) 
Australian Variety and Sports Gazette7 Jan. (1914), 7. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
Le Blanc's productions were not entirely divorced from those staged by the American 
Burlesque Company. A Brisbane Courier review notice of Fuzzy Wuzzy staged at Fuller's 
Empire Theatre in 1916 indicates, for example, that the narrative allowed "good choruses, 
                                                          
239    Truth 12 Mar. (1916), 7. 
240    There is no clear indication as to how much input Le Blanc had in the creation of his revusicals. It is likely that even if the 
basis of the stories were adapted from foreign sources, the extent to which the Ike and Morris characters dominated each show 
(including improvised business) suggests that Le Blanc (with Mack) is entitled to at least the role of adaptor. As this thesis 
argues, too, the success of the Australian revusical required some degree of local relevance to be present, further suggesting that 
comic routines and songs would have been frequently sourced from within the company. It should be noted, too, that the Theatre 
indicates in its April 1919 issue that with Le Blanc "lies the credit of finding and producing the revues in which he appears" 
(27).  
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splendid solos, clever dancing and amusing patter [to] be worked in" ("Empire" 7). One key 
difference between Le Blanc's American burlesque productions and his new stage shows, 
however, was the much smaller cast. Photographs of the troupe from this period show that the 
principal company members were six in number, with a further six chorus girls and four 
musicians. This troupe size in fact set the standard for later companies right through until the 
demise of the revusical. Reviews of their other revusicals provide an idea of what audiences 
came to expect. The cryptically-titled, Central 3251, which was billed as a "Spanish Musical 
Travesty," had one Age critic write: "A succession of laughable turns, merry dances and tuneful 
songs… [in which] Messrs Bert Le Blanc and Jake Mack as Ike Cohen and Morris Levi [bear] 
the brunt of the travesty upon their shoulders… Farcical interludes followed one another in rapid 
succession, [with] particular amusement being aroused by their fishing scene" ("Bijou Theatre" 
14). The original 1915 version included Carrie Moore's rendition of her "latest song success,  
'My Bird of Paradise'" and the rousing patriotic ditty "I Love You Australia" - performed as 
squadron after squadron of Light Horse marched across a cinematograph screen at the back of 
the stage  ("Bijou Theatre" 14). Even more popular, if the number of revivals over the next eight 
years is a guide, was the third Ike and Morris escapade At the Exposition which again captures 
the essence of the revusical genre:
241
  "A confusion of girls, gowns and giggles [as they] all 
travel to the Exposition in search of money and excitement. See Ike and Morris get the money. 
See the others get the excitement."
242
 
 
 There is no indication as yet to the precise origins of these Le Blanc revusicals. While it is 
possible that they were "loosely" adapted from productions he had seen or appeared in while in 
America, there is little doubt that much of the comic "business" was fresh, as were many of the 
songs. The larrikin characteristics of Ike Cohen certainly appealed to Australian audiences, but 
there is an underlaying sense that he was more the universal Hebrew type – as opposed to Roy 
Rene's more typically Australian Mo character.  No doubt this is because he was still relatively 
new to the country and therefore did not have the same innate understanding of local idioms and 
life experiences that Rene and Phillips had. The partnership between Le Blanc and Mack 
therefore worked almost exclusively in that international context. As X-Ray wrote in 1916: 
"This is due to the fact that it is in Hebrew-comedy [that] Le Blanc himself specialises, and to 
his having in Jake Mack another comedian long identified with that class of work" ("Le Blanc 
Revue" 39). Most unusual, however, is the way in which they worked their partnership. Despite 
being known as Bert Le Blanc's Travesty Stars, he in fact worked more or less as Mack's feed - 
"a generous arrangement from Mr Le Blanc's point of view," suggested X-Ray, "for Mr Mack is 
                                                          
241    Fuzzy Wuzzy, as with The Gay Mrs Cohen, also received frequent revivals over the next six or seven years. 
242    See At the Exposition advertisement. Brisbane Courier 22 Dec. (1917), 2. 
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given every opportunity of scoring with the audience, even at the expense of Mr Le Blanc" ("Le 
Blanc Revue" 39).  Not all of the dialogue between the two was weighted in favour of Jake 
Mack, though. As the following gag demonstrates, even though playing a Hebrew, Le Blanc's 
sense of humour undoubtedly struck a chord with Australian popular culture audiences. Le 
Blanc, a diner in a restaurant, questions Mack, the waiter: 
  Le Blanc:      "What do you charge for bread?" 
  Mack:           "Nothing." 
  Le Blanc:       "And for the gravy?" 
  Mack:  "Nothing." 
    "Then bring me some bread and gravy." 
        
       ("Le Blanc's Revue" 40) 
 
Le Blanc's humour was also often self-deprecating (in a round-about way), which further 
endeared him to the local audiences: 
"It isn't," [he] moralises… "the clothes that make the man. If I didn't wear anything at all 
I'd attract just as much attention" ("Le Blanc's Revue" 39). 
 
 
It appears that Le Blanc and Mack maintained much the same formula throughout their 
partnership, with Le Blanc the feed and Mack the principal comedian. Although Australian 
Variety records in 1918 that it was "difficult to imagine a more amusing pair of 'Yiddishers'" 
("George" 4); a 1919 "Month in Vaudeville" review of Do it Now  clearly indicates that even 
though Le Blanc had no end of admirers and received plenty of laughs, Mack was "much the 
funnier of the two."
243
  Each production also retained the plot structure based around Ike and 
Morris. Following the success of his first series of revusicals Le Blanc began introducing a new 
collection of shows from 1916 onwards. In Old Seville, In Watts (1916) and What's the Use, 
Then They Woke Up and Keep It Dark (1917) all continued to build on the duo's well-
established personas and quirks. Then They Woke Up is said to have "amusingly and tunefully" 
told the story of two Jewish sailors wrecked on the languorous tropic island of "Bong." The pair 
fall asleep and dream of becoming king and grand secretary respectively and having a right 
royal time" ("Empire" 9). Interestingly, it is a scenario not too far removed from that which later 
accorded George Wallace much success through his revusical and film productions of His Royal 
Highness. In What's the Use, Ike and Morris run a pawnshop - or attempt to run one, because "it 
doesn't run very much at all," reports the Brisbane Courier's critic. "They nearly have to shut up 
shop when one sells for 1/6 an old waistcoat with £1000 in notes in the pocket" ("Empire" 11).  
 
The popularity of Le Blanc's company, in addition to the success of the other leading 
mini-musical comedy companies servicing the industry by early 1916, led the Theatre magazine 
to  announce  that this  new vaudeville  genre had  entirely  outed  costume  comedy  companies.  
                                                          
243     X-Ray "Month in Vaudeville" April (1919), 27.  Re: Do it Now. 
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Bert Le Blanc 
Appearing at the Fullers' National Theatre  
Australian Variety and Sports Gazette 18 Nov. 
(1914), 5. 
(Courtesy of the Mitchell Library, State Library  
of NSW 
 
 
Bert Le Blanc 
Theatre June 1913, 1. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
 
 
 
Bert Le Blanc's Musical Travesty Stars 
Australian Variety and Sports Gazette 1 Sept.  
(1915), 12. 
(Courtesy of the Mitchell Library, State Library  
of NSW) 
 
 
 
Bert Le Blanc and Jake Mack 
Australian Variety and Show World 26 Apr. 
(1916), 1. 
(Courtesy of the Mitchell Library, State Library of 
NSW 
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"Revues… [are]  much  more  in  keeping  with  the character  of such  houses.  At  any  rate  the 
excellent business done at the National shows that Ben J. Fuller has made no mistake in 
replacing the one by the other."
244
  This pre-Stiffy and Mo phase of the revusical's development 
was, however, one that still had not begun to embrace or adopt a more Australian sense of 
character. Although Paul Stanhope's collaborations with Les Bates around 1915
245
 occasionally 
referenced local settings, there appears to have been no deliberate attempt to build recognisable 
Australian types. Nevertheless they were well received by critics and the public alike, further 
demonstrating to the industry that this new form of variety showed much potential. Even though 
Stanhope's  early  productions were well-received and quite influential in terms of the revusical's  
generic development, his career surprisingly didn't rise to the same heights in Australia as Le 
Blanc's did. The reasons for this are somewhat unclear, but to some extent it may have been his 
seven month return visit to America (beginning in October 1915) that worked against him. 
There is reason to suspect that in spending that period of time out of the country Stanhope 
handed Le Blanc an almost unopposed opportunity to establish a groundswell of popular culture 
support at this critical moment in the genre's development.  
 
Paul Stanhope's post-American Burlesque career appears to have been in full swing by 
February 1915, at which time he and Les Bates were staging their musical travesties, This is the 
Life, Fun on the Farm, I'm Sorry and Hello Coogee (with the title cleverly adapted to which ever 
city they played, as in Hello Brisbane) on the Fullers' circuit.
246
 Stanhope maintained a 
connection with to the American Burlesque Company by calling his troupe the Paul Stanhope 
Merry Musical Burlesque Company, and including among his troupe Harry Ross, who had also 
been the earlier company. X-Ray reports in May 1917 that Stanhope's productions could be 
relied on to provide "genuine comedy" being staged under the guidance of a very experience 
performer (43). As with Le Blanc, Stanhope also retained a constant character on stage (his alter 
ego being 'Spike Murphy') and while not stated clearly in reviews of their productions it would 
appear that Bates took on the straight/feed role to Stanhope's principal comedian role. The 
Stanhope and Bates revusicals also differed somewhat from Le Blanc's in that they utilised a 
larger chorus - up to twelve, making this a much more expensive production to mount and tour. 
The 1915 "Paul Stanhope" article published in the Theatre further notes that his company 
comprised seven part-players, along with the additional dozen other performers (35). Variations 
                                                          
244    Ibid.  
245    Little information on Les Bates has yet emerged during this dissertation's survey. Thus his nationality and career prior to 
forming a partnership with Stanhope and the Fullers organisation from around 1915 remains unknown. His whereabouts after 
1917 are also unclear. A March 1915 Theatre article on Stanhope indicates that most of his company at that stage were former 
members of the American Burlesque Company, which perhaps suggests that Bates might have been a minor actor with the 
troupe (35).  
246    Unless otherwise noted, details pertaining to all revusical productions referred to in this and the following chapters 
(including dates of performance and authorship) can be located in Appendix C. 
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in cast size like this, even by late 1916, suggest that the Australian revusical as a genre had still 
not quite established its post-war standard format of a six-member chorus. Les Bates' late-1916 
Follies of Pleasure Company, for example, is said to have comprised of at least eleven character 
parts (including Queenie Paul) and a chorus of "20 lively lassies."
247
 
 
 That the industry had difficulties in coming to terms with this new form of variety 
entertainment can also be seen in the various terms used to describe it between 1915 and 1918. 
As mentioned in the introduction, Paul Stanhope's 1915 production I'm Sorry is the first 
production known to have had the "revusical" applied to it - in this instance being described in 
an Age advertisement as: "A mirthful musical revusical… brightly written and elaborately 
produced [and] brimful of latest song successes, Hilarious Comedy Scenes, Artistic Ballets and 
Tuneful Choruses. A ripple of happiness from the opening chorus to the grand finale."
248
  Even 
though the descriptive revue appears to have become the preferred term, at least by the troupes, 
it was by no means the only one to find favour within the industry.  Indeed, the reference to 
"revue" can be seen to have begun to dominate as a genre descriptive only much later in the 
process, which demonstrates the difficulties involved in determining specific generic 
descriptives for popular culture production. 
 
One of the most effective tools of commercial practice, genre classification invariably 
functions as a means of marketing to consumers, exhibitors, advertising sponsors and critics. 
However, because genres continually invite divisions, hybridity and/or self-reference, whether 
by design or by accident, they are also continually open to interconnection.  Taking the basic 
notion of genre as "a category or type - a central organising element," and keeping in mind that 
style can often blur into genre, the notion of genre as a tool of mass popular culture invariably 
forms from two principal perspectives. They emerge either as distinctions made by the relevant 
industry invariably (as either historical and marketing categories) or as a result of a product or 
form's ideological effects - the way it sells itself, whether as art, entertainment, community or 
emotion (Frith 147). This observation concurs with Thwaites et al whose semiotic appraisal of 
the cultural communication signs argues that they cue in certain codes for interpretation: "The 
type of text (its genre) is a very powerful example of this process. Knowing what sort of text it 
is sets up a complex set of expectations about what it will say, and how. These need not be 
                                                          
247    See Age advertisements c11-28 Oct. (1916), v. pags. 
248    Age 25 Dec. (1915), 12.  Described in the Supplement to the Oxford English Dictionary as "a theatrical entertainment that 
combines elements of the revue and musical," (Birchfield 1244) the term revusical is said to have been chiefly used in the 
American theatre context, having originated there as slang sometime around 1931 and as such perhaps came about through 
"playful or humorous intent." The dictionary also proposes that revusical did not come into more frequent usage in America (and 
Britain), until the late 1930s/early 1940s in Britain and America.  This entry also points to an article in Australian New Idea (23 
Feb. 1967, 6) about John McKellar's supposed invention - the revusical Hail Gloria Fitzpatrick. According to the writer it was 
"coined by the Phillip Theatre to describe a show that will cover every facet of theatre work."  
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adhered to, nor do they have to be consistent: a text may thwart as much as satisfy the 
expectations it sets up, and this allows for quite complex plays of meanings" (11). 
 
 The inconsistency of popular culture production and interconnection is typical then of 
attempts to locate specific categories. The meanings of many music theatre genres such as 
revue, musical, variety or vaudeville are always being contested.  That revue has been given the 
most prominent position of reference for the pre-1930s' genre is perhaps a combination of 
responses by both the contemporary variety industry as well as through the later input of theatre 
historians.  Aside from the term revue, which this thesis suggests has been erroneously applied 
both by the contemporary industry and historically, there are at least three closely aligned 
classification descriptives known to have been used in reference to these mini musical comedies 
- "revudiville,"  "revuomime" and  "revuette". The last did not appear until 1928, however, when 
an Age critic used it to describe a series of Charles Delavale productions (Chuckles and College 
Days). At least one Nat Phillips' production that year Money to Burn (see Appendix C) also had 
the term applied to it. 
  
 What has been established through the research phase of this dissertation is that a wide 
variety of terms were applied to describe what was essentially the same music theatre genre. The 
most common, apart from "revue" and "revusical" were "burlesque," "musical sketch," "tabloid 
musical" and "musical playlet." The description "burlesque," which interestingly appears in the 
name of Stanhope's 1915 company, was also used by industry heavyweight, Ben Fuller
249
 in 
November 1916 to describe the type of entertainment his newly renovated Palace Theatre 
(Melb) would soon be presenting. It was still being applied in 1918 to Bert Le Blanc 
productions like In Old Seville (sometimes in conjunction with "burlesque revue").
250
  The 
Victor Prince Revusical Comedy Co had its 1916 production of Full Steam Ahead described by 
the Theatre as a "revue" (the Age called it a "tabloid musical comedy" in 1917).
251
  Similarly 
Australian Variety's view of the Nat Phillips' Tabloid Musical Comedy Company productions 
was that they were the best "musical revues" yet seen on the Fullers' circuit.
252
 According to 
Phillips' own text for A Sporting Chance (Nat Phillips Collection), however, it was simply a 
"sporting comedy" - with no reference to its musical component, possibly because songs, music 
and dance were essentially a staple of most variety turns (society sketches, patter routines etc) 
anyway.  Indeed, the term "comedy" in this instance appears to simply define his new work 
against other types of extended narrative-driven productions then currently popular in variety 
houses - notably dramatic playlets (also known as tabloid plays).  A later production Yes We 
                                                          
249    Australian Variety and Show World 1 Nov. (1916), 4.  
250    Brisbane Courier 7 Jan. (1918), 9.  For "burlesque revue" see Brisbane Courier 11 Nov. (1918), 5. 
251    Theatre Mar. (1916), 44;  Age 4 June (1917), 9. 
252    Australian Variety and Show World 9 Aug. 1916, 9. 
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Don't (Nat Phillips Collection) is given the more convoluted description "tabloid musical 
comedy revue" by Phillips, perhaps in response to media descriptions during the earlier part of 
the Princess Theatre season. Why "revue" eventually came to be the dominant term is at this 
stage open to conjecture. Perhaps the word's brevity (as opposed to revusical) played a part. 
Revue was certainly the term best fitting the London's current craze for the type of show staged 
by producers like Oswald Stoll, and later Charles B. Cochrane - although these were more 
aligned with the American trend towards Follies-style extravaganzas (and as staged in Australia 
under the Tivoli banner). An accurate genre description of revue even then was seemingly 
difficult, as the Pall Mall Gazette records in 1916: "Revue is a word which, if it means anything 
at all, means something with a dash of topicality."
253
 
 
 While "revue" seems to have been more firmly attached to the Stiffy and Mo repertoire of 
mini-musical comedies, the same did not apply to the Bert Le Blanc Travesty Stars which over 
the years garnered critical acclaim, not only as burlesques, but also  variously as "musical 
sketches,"
254
 "revues,"
255
  "musical comedy revues"
256
 "musical extravaganzas,"
257
  and "one act 
musical travesties."
258
  In one 1918 preview (for In Watts), the production was even reduced to 
that of a "comedy skit."
259
  The continual confusion over genre description may well have been 
behind Le Blanc decision in 1917 to change the name of his company to Le Blanc's Revue Stars, 
although as the previous examples indicate, the media continued to refer to the productions as 
they pleased well into 1918 (and beyond). Even the company's own advertising during 1917 and 
1918 occasionally switched the name of the company between "Travesty Stars" and "Revue 
Stars." Some variety troupes - notably those run by Edward Branscombe and Walter George - 
had their productions referred to as "musical playlets"
260
 or "musical scenas."
261
  Walter 
Johnson's season at the Palace Theatre (Melb) during late November and early December 1916 
also typically saw his shows referred to as either "revue" or "musical comedies" (see The 
Flirting Widow, The Kissing Maid and The Flyaway Girl). The term revusical was itself open to 
reinterpretation and variation with the descriptive "revuomime" - "a musical revue on 
pantomime lines" - being invented by Brisbane entrepreneur T. H. Eslick (responsible for many 
of the White Cities established during WWI). The term was first coined according to an article 
in the Brisbane Courier because "the dictionary, after a long search, provided no proper word 
                                                          
253    Pall Mall Gazette 1 Sept. (1916), 6. 
254    At the Exhibition (Age 24 July 1915, 16).. 
255    Fuzzy Wuzzy (Truth 12 Mar. 1916, 7);  At the Exhibition (Brisbane Courier 26 Dec. 1917, 9);  Cohen and Levi In Paris 
(Age 18 Feb. 1918, 11);  What's the Use? (Brisbane Courier 2 Dec. 1918, 5). 
256    The Gay Mrs Cohen (Truth  26 Mar. 1916, 7). 
257    At the Exhibition (Truth  2 Apr. 1916, 7). 
258    Central 3251 (Age 10 July 1915, 16 - see also 12 July, page 14); Keep it Dark (Brisbane Courier 26 Nov. 1917, 9). 
259    In Watts (Brisbane Courier 12 Apr. 1918, 11). 
260    A Dutch Legacy aka Happy Holland (Brisbane Courier 15 Dec. 1917, 2); The Gypsy Maid (Brisbane Courier 26 Jan. 1918, 
15); Miss Chile From Chile (Australian Variety 4 July 1917, 6). 
261    In Yokohama  (Brisbane Courier 12 Oct. 1917, 2); In Sunny Japan (Brisbane Courier 12 Jan. 1918, 2). 
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happily fitting [Eslick's] needs."
262
  This issue of nomenclature provides additional insight into 
the early hybridisation period, demonstrating that the various sectors within the industry - 
particularly the media, producers and creators of these works - were themselves unsure of what 
was emerging. That the term "revue" appears to gain the upper hand following its attachment to 
Stiffy and Mo, and later through George Wallace's company, indicates once again the 
problematics involved in popular culture production. To paraphrase Fiske, both the generic 
evolution and the eventual name it became known by  typify a process of generating and 
circulating meanings with a social system that is continually active, and which does not develop 
through imposition but from within (23). 
 
There is little doubt that the early producers of revusical attempted to outdo each other in 
the extravaganza department, utilising any means available to provide value for money 
entertainment. Perhaps the best known of the managers who conducted well orchestrated 
revusical campaigns during the pivotal 1915/1916 period, besides Le Blanc, Phillips, Stanhope 
and Bates, were American Walter Johnston, Englishman Edward Branscombe, Walter George, 
and Victor Prince. The sheer volume of work and their presence in the capital cities around 
Australia, meant that collectively they helped establish an industry benchmark for this new 
entertainment. While some like Johnston and Prince were largely known for their association 
with the Fullers, others like Branscombe and George set about establishing their names on other 
circuits and in other cities. Branscombe, as noted earlier founded a nationwide circuit of 
Dandies companies - with each troupe accorded a different colour (the Green Dandies company 
was associated with John N. McCallum in Brisbane from July 1916 onwards).
263
 Walter George, 
at one stage a member of Branscombe's Scarlet and Orange Dandies troupes (c1915/16), also 
found early success as a revusical producer and troupe leader away from the Fullers' 
organisation. Notable, for example, is his association over several years with Brisbane audiences 
- first with the Orange Dandies (Cremorne Theatre) and later with the Smart Set troupe (Palace 
Theatre).
264
  It would appear from an analysis of reviews of the Branscombe/George and later 
McCallum-produced revusicals during the period 1915-16, however, that they retained quite a 
few elements of both the costume comedy genre (on which both Branscombe and George's 
careers had been built) and the more traditional burlesque style of entertainment. While clearly 
                                                          
262    Brisbane Courier 3 Sept. (1917), 4. 
263    Previous to his activities with the Dandies companies, Edward Branscombe had previously visited Australia on several 
occasions, including tours with the Westminster Glee and Concert Party (c 1905) and the Scarlet Troubadours (ca. 1911). See 
Invitation's Out (1916 entry in Appendix C) for details of John N. McCallum's takeover over of the Green Dandies. 
264    Walter George's name seems to first appear in Australia around Dec. 1912, performing in a company at the Follies Theatre, 
St Kilda (Melb). The Theatre indicates that George's career had been on-going well before that date, however, with his name 
associated with arguably the first costume comedy company in the world - The Light Opera Singers, who are said to have started 
out in Ilfracombe, Devonshire in 1892 (Feb. 1922, 21). Following several years as the Smart Set Company's leader he formed 
his own Follies company which later became the Walter George Sunshine Players (ca.1920/1921). One of that company's stars, 
Jim Gerald, formed his own  Miniature Musical Comedy Co in 1922 around a core group of the Sunshine Players.  
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built around the revusical's foundation of music (songs and dance sequences) and narrative, 
these entertainments were often described more as scenas and burlesques than revue or musical 
comedy. To this end the 1915/1916 scenas set in foreign climes like A Dutch Legacy (1917) or 
the Oriental-inspired In Sunny Japan (1915), along with more traditional burlesque-style 
productions like Shakespeare Mad, An Operatic Nightmare and The Operatic Restaurant (1916), 
are thought to have been produced in similar fashion to the musical playlets staged under the 
auspices of McCallum and/or by Walter George over the 1917/18 period.
265
 
 
 As previously noted the troupes operating on the Fullers circuit were generally able to 
avail themselves of higher production values and greater publicity. The relationship between the 
Fullers and companies run by Walter Johnson and Victor Prince during the period 1916-1918 
provide evidence supporting this claim. Johnston's troupe, although not developing an 
identifiable partnership in the vein of Stiffy and Mo or Ike and Morris, nevertheless included at 
various times several high profile local artists - notably Jack Kearns (and his daughter, Vera), 
Harry Burgess (ex-American Burlesque Company), Ernest Lashbrooke, Gus Franks and leading 
soubrette Lola Hunt. The typical fare offered was musical comedy based around largely 
inconsequential narratives, but with a good deal of spectacle. Johnston's troupe is said to have 
specialised in big sketches. One of these was the finale to The Kissing Maid, a scene titled, "In 
The Keystone Movies." Its incorporation into the production is said to have been through one of 
the story's key characters, an American moving picture man ("Palace Theatre - Kissing" 9). "The 
Railway Tangle," another "absurd" and spectacular musical specialty was inserted into The 
Flyaway Girl, as part of the story played out in a railway setting ("Palace Theatre - Flyaway" 9). 
Reviews of both productions indicate that each also contained a developed narrative. The 
Kissing Maid, for example, concerned a woman in a loveless marriage who attracts the attention 
of several admirers, thus arousing the suspicions of her husband, who subsequently attempts to 
catch her out. The Flyaway Girl was similarly founded in a society-style situation. In it, two 
young lovers are opposed by the young man's father, culminating in the services of an actress 
being utilised so as to tempt the son away from his love. In both productions the introduction of 
unforseen complications thwarts the plans made, thus leading to unexpected results. 
 
Victor Prince's Revusical Company shows evidence of having been similar to Johnston's 
in that neither appears to have been based around constant characters as with Le Blanc's and 
Phillips' productions. The partnership between Prince and Charles Zoli did, however, establish 
the pair as a formidable comic duo, and in large part contributed to the company's success for 
                                                          
265    See for example, In China Town, The Grand Hotel, The Pearl of Persia (1917), The Gypsy Maid,  Asia Minor and Life in a 
Gypsy Camp (1918). 
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the next few years.
266
  While Zoli established himself primarily as a specialist Italian character 
comedian, Prince played a variety of roles - none of which appear to have been imbued with any 
peculiarly Australian characteristics. Productions like Full Steam Ahead and The Harem Scarum 
Girls, set in a nautical and oriental settings respectively, continued to explore narrative-driven 
plots, while presenting song and dance-infused spectacle, combined with the period's infatuation 
with suitably less-attired chorus girls. As with Johnston's company the Prince troupe also 
contained a number of recognised locally-based performers - notably George Sharrett, Yorke 
Gray, Pearl Ladd and Villiers Arnold – and thus both troupes managed to impart a sense of 
Australianness - through the presence of local performers - but without directly linking the 
narratives or settings with a local context.   
 
 
 
Charles Zoli 
Theatre Magazine Nov. (1917), 35. 
(Courtesy of the Fryer Library, U of Qld 
 
 
Victor Prince 
Theatre Magazine Nov. (1916), 7. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 During the 1915/1916 period a number of local writers and producers found support from 
other quarters within the industry, notably Harry Clay and the Kearns/Sadler management 
operating out of Sydney's Princess Theatre.  As the previous chapter indicates, one of the first to 
find success with his own creations was Arthur Morley. Although only snippets of Arthur 
Morley's career prior to 1915 have been established, it is known is that he was born and raised in 
or near Rockhampton (Qld). The earliest engagement I have located for him to date occurred in 
June 1900 when he appeared on a bill presented by Brisbane-based entrepreneur Percy St John. 
Morley's poem "Stranded: Xmas Eve 1897" (see Appendix I) suggests, however, that he was 
likely to have been involved in the industry as a variety performer as early as the mid-late 
                                                          
266    Charles Zoli married variety performer, Lucy Lavinia  - the only daughter of veteran singer Amy Blackie (who was for 
many years married to Walter C. Cottier). Lavinia died in childbirth in 1913. Her son survived.  
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1890s. Between 1900 and 1915 Morley plied his trade as a basso singer and comic for most 
major city-based companies on the mainland's east coast, including those run by Ted Holland, 
Frank M. Clark, Harry Clay, and Ben and John Fuller. He is also known to have played 
engagements in centres as far-flung as Perth (Leonard Davis) and Charters Towers (Birch and 
Carroll) during these years. While under contract to Dix-Baker (Hunter Valley) in 1913 Morley 
turned his attention towards writing and directing musical sketches, and two years later he found 
himself with a hit on his hands. As Australian Variety records, On the Sands, surpassed all 
expectations for a locally-written production: 
The Royal Musical Comedy Co. opened and were responsible for the "House Full" signs 
being out long before the curtain was raised. The company was brilliant, and surpassed all 
previous expectations. The whole show was bright and catchy, and did not leave one dull 
moment. Each item was cleverly and effectively given with excellent business and comedy 
touches, and the strong talent was particularly good. The musical items are fresh and 
attractive, and has [sic] none of the hackneyed quality of many of the recent revues seen at 
other theatres lately. This revue was received with most marked manifestations of approval. 
As for the producing and the staging, it was excellent with original and artistic touches, and 
too much praise and credit cannot be given to Mr Arthur Morley, as he no doubt must have 
worked very hard to bring off such success. Arthur in his character, displayed ability and 
talent that has only been received from such experience that he has had [sic]. 
267
 
 
With a cast of seasoned professionals like Elsie Bates (Morley's wife), Ted Stanley, Will Rollow 
and George Stephenson, and supported by a number of the women in "pretty bathing costumes 
and beach promenade dresses,"
268
  On the Sands seems to have captured the essence of the 
American Burlesque Company's productions, even though produced well under the budget 
capacity of the earlier troupe. Although accounts of the narrative have not yet been located, the 
synopsis of events provides some clue as to the context of the storyline: Sc 1. "Flo and Her 
Friends Arrive;" Sc 2. "On the Sands;" Sc 3. "Private, Strictly Private;" Sc 4. "Clarence the 
Sport;" Sc 5. "Somebody's Taken My Togs, I Wonder Who Was There Before?;" Sc 6. "Police;" 
Sc 7. "The Rich Uncle from Fiji;" and Sc 8. "Everybody Happy." 
 
Morley followed On the Sands, which had premiered on the Clay circuit in October of 
1915, with a series of "one act musical comedies" - these being Not a Word to the Wife, The 
Carnival, and The Cabaret (1915). Although reviews detailing specific information are scarce, 
reports such as that responding to Not a Word to the Wife, nevertheless demonstrate that they 
contained a through-line plot, even if somewhat simplified. In this instance, Nellie Calthorpe, 
wants to go to a masked ball, and tries to find an excuse to give to her husband. Her friends are 
decidedly frivolous and sophisticated young ladies who suggest all manner of excuses so that 
she might attend the ball.
269
  Of these early works only the first two appear to have garnered 
critical success and, just as importantly, additional financial returns through revivals. It might be 
                                                          
267     Australian Variety and Sports Gazette 27 Oct. (1915), 6. 
268     Australian Variety and Sports Gazette 10 Nov. (1915), 13. 
269     Australian Variety and Sports Gazette 10 Nov. (1915), 12. 
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surmised that Morley's failure to match the success of his first revusicals was in part due to the 
pressure of writing and directing entirely new productions in quick succession. Certainly he 
scored better results with his second phase productions, beginning in 1916 with On Deck and 
followed by such shows as In Old Kentucky, A Kiss in the Dark,  Who's the Liar?, Everybody's 
Doing It and the pantomime, In the Court of Father Christmas.   
 
 As with almost all of his contemporaries during the 1915 and early 1916 period Morley 
tended to present within his shows everyday situations or popular concerns, but without any 
overt Australian characteristics.  However, in response to Nat Phillips' success with his Tabloid 
Musical Comedy Company  he began tailoring his productions around local themes, issues and 
locations. The more obviously parochial, and ultimately more appealing (evidenced by the 
success they garnered) were:  Six O'clock Closing, The Belle of Parsley Bay and perhaps his 
most popular, Dockum Street, Woolloomooloo (1917).  
 
The standard set by Arthur Morley, or perhaps more to the point the popularity of the 
productions he staged, led Harry Clay, not unsurprisingly to commission and encourage more of 
the same product. Several practitioners already on his books were able to accommodate the 
demand, and quickly put together shows that appear to have secured similar success to Morley's. 
Initially the most successful of these writer/directors were Art Slavin and Elton Black (by mid-
1916 no longer working with his wife, Kate Howarde). A few others like George Sharrett 
(Chase Me Girls, 1916), although seemingly garnering some level of critical acclaim and 
making suitable impressions on audiences, did not make noticeable headway in later years. 
From 1917 onwards, however, Clay's core group of writers and producers expanded 
significantly. Those who maintained the highest profiles on Clay's circuit included Joe Rox 
(whose company for several years co-starred Wal Cottier), Bert Desmond, Maurice Chenoweth, 
George Pagden, George Edwards, Ted Stanley (previously for a year or so with Arthur Morley's 
company) and Nat Hanley, who at times also co-starred with Jack Kearns in the partnership 
Sausage (Kearns) and Skinny (Hanley). Although a number of these men later moved across to 
the Fullers for various periods from around 1917 onwards (see below), few cut off their 
connections with Harry Clay entirely.  
 
The Fullers also increased the number of local revusical companies on its books from 
1917 onwards. It would appear that the company initially played a reserved role in offering 
circuit engagements to Australian-based troupes. Harry Clay's successful transition into 
revusical production during the late 1915/early 1916 period was enough reason, though, for the 
Fullers to expand their local content too. Among the first to try their hand was the Jack Kearns 
Revue  Company.  That company's  debut  season,   included  The Brook,  Muldoon's Picnic, On  
 245 
 
A Selection of Harry Clay's Leading Artists ca.1916-1920 
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2  
3 
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5 
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10 
 
11 
 
 
1.  Ted Stanley 2. Lulu Eugene  3. Bert Dudley 4. Will Rollow, 5. Elvie Stagpoole  
6. Arthur Tauchert 7. George Edwards 8. Phyllis Faye  9. Rosie Parkes 10. Elsie 
Bates 11. Phillip Sisters 
 
1. 2. 3. 4. 10. Australian Variety and Show World 23 May (1917), 1;  5. Theatre Sept. (1918), 27;   
6. Australian Variety and Show World 21 Mar. (1919), 1;  7. 9. Green Room Apr. (1918), 10;  8. Theatre Feb. (1916), 
11;  11.  Australian Variety and Show World 17 Jan. (1917), 58. 
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Your Nut, On the River, Monte Carlo and Sunny Spain, was not overly successful, however, 
with both the Theatre magazine and Australian Variety critical  of both the production standards 
and creative quality of most of the later shows. In their defence it is likely that the demand for 
new shows every week created the same difficulties for Sadler and Kearns that Arthur Morley 
had faced a few months previous. Despite the downturn in their output the Fullers' saw enough 
potential in the local article to persist - a situation made even clearer from July onwards when 
Nat Phillips' company debuted under the Kearns/Sadler management. The size of the Fuller's 
circuit allowed more than a dozen revusical companies to operate at the same time - whether in 
the company's own venues in Sydney, Melbourne, Adelaide, Perth, Hobart and New Zealand, or 
though reciprocal leasing arrangements with organisations like Ted Holland (Empire, Brisbane) 
and Dix-Baker (Newcastle). After opening their newly built Majestic Theatre in the inner suburb 
of Newtown in 1917, that venue also became a revusical/vaudeville house in direct competition 
to Harry Clay's operations across the road. That both firms would continue servicing the 
Newtown district with revusicals and vaudeville for more than a decade to come is further 
evidence of the genre's drawing power in the immediate post-war era.
270
 
 
 Most notable among the Fullers' locally-based revusical companies operating during the 
war years, aside from those leading troupes mentioned earlier, were Albert Bletsoe (pre-July 
1916), Les Bates' Follies of Pleasure Company, Art Slavin, Arthur Morley, George Pagden, Les 
Warton/Con Moreni, Harry Burgess, and Ted Stanley. Around 1918, too, the Fullers engaged 
the Tom Haverley Revue Company for its Australian and New Zealand circuits - although it is 
believed that Haverley was not a locally-based practitioner. Besides Harry Clay and the Fullers, 
a number of other variety operators around Australia also took an interest in revusical troupes. 
In Brisbane, for example, John N. McCallum (Cremorne Theatre) engaged for long- term 
seasons over the 1916-1919 period such troupes as Edward Branscombe's Orange and Green 
Dandies (1915-16), Walter George's Smart Set (1916-17) Hugh Huxham's Serenaders (1918), 
and Walter Johnson's Town Topics (1919, with the company by then including Elton Black). 
Les James' independently-run NSW South-Coast circuit was also another source of employment 
for local revusical troupes - especially for those going off contract with Harry Clay.  
 
 While this chapter's foremost intent is to analyse and put into context the raw data 
supplied in Appendix C, one other key issue relating to the revusical's creative practice and 
popular culture relevance also requires examination at this point. I refer here to the genre's 
evasive and productive elements, two aspects of pleasure that arise from the social allegiances 
formed by popular culture (Fiske 49). Evasion, as distinguished by popular culture theorists like 
                                                          
270    It should be remembered that Harry Clay's Bridge Theatre could hold 1500 people (Australian Variety and Show World 12 
Aug. 1920, 4), while the Majestic seated 2000 (Australian Variety and Show World 6 June 1917, 4). 
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Roland Barthes and John Fiske, centres on the body - creating pleasure from visceral 
opportunities that hinge as much on offensiveness as they do on empowering the watcher's sense 
of excitement (Fiske 50). Barthes, for example, has argued that evasion (translated from 
jouissance) occurs at the "moment of the breakdown of culture into nature" (qtd. in Fiske 50). 
What is inferred here is that the socially governed and constructed self loses control and 
therefore becomes an evasion of ideology. While evasion can be understood as an internal 
response to experience, productive pleasures tend to find positive values for individuals when 
they centre on social identity and social relations. Two social phenomena emphasising evasion 
can be identified as having provided productive pleasures for Australian variety audiences from 
around 1914, and in this respect also played a significant role in helping shape the development 
of the revusical genre. The arrival of jazz music (initially in the form of ragtime) and the flapper 
were among the most spectacular socially-driven responses to what had become a significant 
loosening of the Victorian mindset, whereby control and discipline over bodily pleasures was 
viewed as socially responsible. John Fiske's observes that youth, "perhaps the most highly 
motivated of all to evade social discipline, turn to excessive bodily consciousness to produce [a] 
jouissance-like evasion." Interestingly this more than effectively describes the physical, evasive, 
offensive popular pleasures that young men and women living through World War One both 
produced and consumed in increasing amounts as the realities of the era hit home.  
 
 It was not only the scale of conflict that was unprecedented, but also the speed of change 
in many western societies. Airplane travel was becoming a reality, even if only for the 
privileged, while motoring for pleasure allowed a much larger demographic to pursue their 
pastimes in ever more distant locations.
 271
 In Australia film exhibitors like Edward Carroll and 
George Birch were increasingly turning old theatres (or designing purpose-built cinemas) in 
response to film pioneers like Charlie Chaplin who in turn were successfully championing two 
reel movies. In tandem with all this technological change were the new and emerging styles of 
(sometimes shocking) creativity - notably cubism and jazz.  In the movies Theda Bara was 
batting her black-ringed eyes to immortalize the vamp, Mack Sennett had introduced his bathing 
beauties, and the first wave of great movie stars was arriving - Mary Pickford, Douglas 
Fairbanks, William S. Hart, Wallace Reid. By 1919 the portents of the 1920s were in full 
evidence. Jazz had taken over from ragtime, prohibition had been decreed in the USA, and 
women's skirts were already rising as much as six inches above the ground. While the 
musicological and social influences of ragtime and jazz as American music phenomena have 
received a great deal of analysis, their role in the Australian industrial and cultural contexts have  
                                                          
271   By 1917 this pastime had begun to find space in most newspapers and even in theatrical magazines like the Theatre. First 
Nighter's "Motoring" column is one example of the increasing interest of motoring for pleasure (see for example, Feb. 1917, 32). 
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been of interest to very few historians and academics (John Whiteoak's work in this area is 
arguably the most sustained).  Even  this thesis  can  only  skirt  over  the  part  ragtime  and jazz 
played on the local stage, due largely to the non-musicological approach taken. Suffice to say, 
no discussion of the revusical can ignore the importance of these two music genres as major 
contributors to its broad appeal.  This thesis therefore admits to undertaking a general overview 
of the revusical's musical aspects - focusing more on its socio-industrial influence than on an 
analysis of structure and notation. Charles Norman makes a significant point in his book 
regarding the vital part that music and musicians played in the development of vaudeville and 
revusicals:  
How can one possibly write or even think about the everlasting vaudeville entertainment in 
its heyday without mentioning the solid foundation and often carrying force of these shows - 
through sheer  determination and dedication to their job - the pit band… The typical pit band 
consisted of flute, clarinet, trumpets, trombone, piano, bass and the workshop of the 
ensemble, the drums. The percussionist… was a veritable one-arm paper hanger. He was the 
appointed keeper of the rhythm, sound-effects man, and general all-round dust raiser… The 
pit band could change moods like we change expressions. It kidded, it cried. It raved. It 
raised the very devil. It moved a theatre full of people with every worry and neurosis 
common to man to a state of sheer delight. Without the pit band the wonders that were 
vaudeville would never have been (81).
272
 
 
 The Australian variety industry's fascination with ragtime was well documented in the 
newspapers from the beginning of the 1900s. It can be ascertained, for example, that "rag 
music" had found popular appeal in Australia through songs like "A Ragtime Nightmare," 
"Coon Town Ragtime Lancers," "Tickled to Death Cakewalk" (A Cute Ragtime March) and 
"My Ragtime Bride Cakewalk." All of these were published in Albert and Sons' American 
Annual series around 1904/05, a publication that routinely sold in the thousands.
273
 The 
Theatre's interest in the music was raised as early as 1911 when it presented a feature article on 
touring American ragtime dance specialist and composer Ben Harney, complete with a series of 
photographs demonstrating his ragtime "attitudes." Harney himself pointed to the reason why 
ragtime was finding such popular support among audiences and musicians alike being that it 
was "the accomplishment of natural musicians rather than of skilled musicians" ("Ben Harney" 
9) 
 
 The ragtime craze had by 1913 worked its way into most aspects of the industry. J. C. 
Williamson's Puss in Boots pantomime boasted such novelties as "Alexander's Ragtime Band," 
"Everybody's Doing It," "The Ragtime Violin" and "The Mysterious Rag" ("Palings" 2). More 
                                                          
272   For a more perspective see also "Blame the Orchestra section in X-Ray's "Month in Vaudeville" Theatre Jan. (1916), 28, in 
which the difficulties faced by music directors is briefly essayed. 
273   See Albert's American Annual, No 2  (Sydney Morning Herald 7 Jan. 1905, 2) and American Annual, No 3 (Sydney 
Morning Herald  2 Dec. 1905, 2). The No 2 edition was said to have set a record of a thousand copies in one day, according to 
the 7 January advertisement. 
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serious-minded music critics had by this time begun commenting on the rise of this "so-named 
Yankee ingenuity," pointing out, for example, that the craze was "like most other new things… 
as old as the hills. The only new feature about it," writes the Sydney Morning Herald's "Music 
and Drama" editor, "is its application to a by-path of art where a crowd of semi-musical people 
have hitherto been ignorant of its venerable existence. Ragtime is simply a method of giving 
rhythmical variety and piquancy to music by the occasional displacement of the expected 
regular accent" (4). Such high art musings were themselves ignored by a popular culture which 
cared very little for ragtime's past when its ultimate relevance was as a means of contemporary 
expression. For the more serious variety aficionado, however, there were numerous articles 
printed in industry magazines that provided information on how to achieve ragtime's "swank."
274
 
 
 The rise of ragtime can be seen as very much a response to the international conflict that 
began in 1914. Leading American ragtime composers like W. C. Handy, Irving Berlin and Scott 
Joplin saw the negative effect of war on the US public as a challenge, and found in ragtime a 
style of music that was not just an aural experience but one which also produced bodily 
pleasures. Although it was not the only form of music to appeal to western societies during this 
era, with sentimental songs based on traditional "popular" styles also finding widespread 
success, ragtime was the dominant form of music to harness physical, evasive and offensive 
pleasures. The enormous success of the American ragtime songwriters in turn led to the 
replication of the form in Australia, and in this pre-radio era the ideal platform for its 
dissemination was the variety stage. The arrival of the revusical around 1915 was therefore the 
best opportunity for Australian songwriters and producers to exploit the music's potential.  
 
Ragtime's impact as possibly the new century's first popular culture phenomenon, 
combined with the rapid increases in technology and leisure-orientated pastimes, was 
particularly timely. This is because it emerged during an era when the belief that sexual pleasure 
should be retrained by social discipline was being increasingly questioned. Ragtime dancing 
itself required of its participants that they be attired in such a way that allowed for wild, 
uninhibited dancing. For many young women the shorter skirts and their uncomplicated design 
allowed for a greater sense of physical freedom, which further reinforced a sense of excessive 
bodily pleasure for both them and the men who admired their new-found exposure. The 
excitement here was that such behaviour was in direct conflict with the nineteenth century moral 
attitude which sought to limit the carnivalesque popular pleasures because such displays were 
linked to sexual promiscuity which in turn threatened social order (Fiske 52). Resistance to this 
form of social discipline in the war era is perhaps best demonstrated in the rise of the flapper.  
  
                                                          
274   See for example an interview with Billy Geller in "Interviews and Impressions." Theatre Feb. (1914), 32. 
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 By 1916 even artists whose careers had been built on minstrel coon songs (Maud 
Fanning, for example) were specializing in ragtime numbers.  Two of the previous year's biggest 
pantomime hits according to the Theatre magazine were "the Ragtime Goblin Man" (performed 
by Minnie Love) and Arthur Stignant's "Ragtime Patchwork." Both were included in J. C. 
Williamsons' spectacular Cinderella production (Her Majesty's Theatre, Melb).
275
  Often these 
ragtime numbers were actually written by local musicians and music directors-turned 
songwriters – those like Ralph Weekes or Percy Davis (Harry Clay's music directors). One 
variety songwriter to establish a national reputation was Vince Courtney, who between 1916 and 
1919 was a member of Nat Phillips company (see Appendix D). The John N. McCallum section 
of the Nat Phillips Collection also indicates that in-house compositions for revusical companies 
like Walter Johnston's Town Topics were invariably left in the hands of Brisbane-based music 
director Fred Whaite.
276
 While reviews of specific musical performances are often hard to locate 
one report of Les Bates' 1916 Follies of Pleasure tour, published in the West Australian, 
provides a snap shot of the typical musical fare offered in the Joyland and Matinee Girl 
revusicals: 
Like the revue, the musical burlesque comprises a medley of music, dancing and humour, 
the whole strung together on the slenderest of plots… The music of the [company's two 
productions] consists of a number of brisk solos and choruses mainly in ragtime, alternating 
with the approved style of sentimental ballad ("Follies" 6). 
 
 
  Ragtime's influence prevailed not only in popular song but also in social dancing, with 
lively and picturesquely named dances as the "Turkey Trot," the "Grizzly Bear," "Bunny Hug," 
the "Texas Tommy" and the "Kangaroo Dip" becoming international crazes.  With its lively, 
insistent beat, "rag" music was ideally suited to the war years, providing young men and women 
the opportunity to cavort with "gay" abandon to the isolated ragtime rhythms (and their own) 
and hopefully put aside, temporarily, the unfolding events.  By 1918, however, ragtime began to 
give ground to a new music craze - jazz. A Fullers' Brisbane season at the Empire Theatre in 
September of that year indicates that jazz was brought to the city for the first time in any 
significant fashion through the variety stage: "What is a jazz band… book your seat for 
tomorrow. You'll hear one!" proclaimed one of the company's Brisbane Courier 
advertisements.
277
  The following day's advertisement took on a more jazzy style: "THE JAZZ 
BAND… see that saucy saxophone, fix that funny fiddler, dope out that dippy drummer, pipe 
that perky pianist, twig that tricky trombonist… Oh hear them jazz."278 The Truth newspaper 
                                                          
275    Theatre Apr. (1915), 17. 
276    See 1919 programs held in the archive (Box 7: programs section C.2 - C.14). Fred Whaite is also represented in the Nat 
Phillips Archive with several music theatre works identified - notably the comic opera In Gay Seville and the musical comedy 
The Last Train to Pinkenba (see Box 6). Whaite's variety industry pedigree was as the son of one of the country's most 
successful scenic artists of the late nineteenth and early twentieth centuries, Harry Whaite.  
277
   Brisbane Courier 20 Sept. (1918), 2. 
278
   Brisbane Courier 21 Sept. (1918), 2. 
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provides further evidence of this new music having been only just introduced to the city: "Until 
yesterday afternoon, Brisbane's only acquaintance with a jazz band had been on the movie 
screen or in the pages of an American magazine, but yesterday afternoon and last night one of 
these makers of melody and mirth put it all over the Empire audiences."
279
 The rage was such 
that dance practitioners trained in classical styles were unable to ignore the public's demand for 
new steps. X-Ray's September 1919 "Vaudeville" section highlights this fact: 
"The New Hesitation Waltz," "Rag," "Jazz," and a sensational speed dance in which a 
remarkable walk - The Adami-Flo Walk," performed by M. Valentino Adami and Mdlle. 
Andrea Flo in their exhibition of modern dances on the Rickards circuit. The latter dance is 
creating a sensation. It looks simple; but is very catchy and difficult." Although classically 
trained the pair "have attuned themselves to the light ephemeral dancing mood of present 
day fashion. That is why their act is so charmingly attractive (28). 
 
 
 
Ben Harney and Jessie Haynes 
"Coming in on the trudgeon stroke." 
Theatre: An Illustrated Monthly Devoted to the Stage Feb. (1911), 9. 
 
 Variety entertainment from at least the 1890s had been drawn increasingly towards more 
revealing displays of feminine flesh through the appeal of chorus girls and soubrettes. As will 
shortly be seen, reasons or excuses for parading this desirable commodity on stage were 
multitudinous. The revusical, however, was by no means the only theatrical vehicle to develop a 
greater emphasis on the female form. Netball became a craze in Australia, for example, after it 
was introduced to variety audiences by Harry Rickards in 1902, but would possibly have created 
only passing interest were it not for the two teams of scantily clad female players engaged to 
demonstrate its potential as a social pastime.
280
  Even nudity on the variety stage was not new by 
the time of the flapper phenomenon. Naked models had been performing classical statue-like 
poses as a type of artistic statement on the world vaudeville stages for some time, although there 
                                                          
279    Truth 22 Sept. (1919), 6. 
280    "Music and Drama" Brisbane Courier 22 Mar. (1902), 9. See also reference in Chapter One.  
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was a requirement that these artists did not move so as to preserve the integrity of the 
presentation (they changed poses during moments of blackout).
281
  
  
 A social construct that garnered massive appeal on variety stages around the world, and in 
Australian revusicals in particular, the flapper is arguably one of the most spectacular examples 
of the evasion of social discipline from the era, producing jouissance-like reactions through 
excessive bodily consciousness. A widely-reproduced article from 1914, "Flappers under Fire," 
reports that British scientists in Australia had even attempted to bring "their gigantic intellects to 
bear upon the local flapper." The article's author writes:  
Not at all pleased with her are they. They groan at the free and easy flippancy of her 
manners, and shudder at her generous display of physical charms. Her low-cut blouse is 
considered subversive of morality, her split skirt is an incentive to vice, and her openwork 
stockings are a snare and a temptation to the hearts of men. Said one of the visitors (a lady 
scientist): "I consider your flapper a menace to the community. She is but a child in years, 
but she is too well versed in tricks of making-up and too prone to copy exaggerated fashion 
plates." To all which Miss Flapper would retort in her own language. "There was no thought 
of pleasing you when I was made." That answer touches the spot. The flapper was created to 
bring joy into the heart of her masculine mate - the "knut" with the Yankee clobber, the 
"raining in London" trousers, and the sultry socks…. The opinion of a set of elderly and 
somewhat wowseristic scientists counts for nothing against the gloating gaze of a Bourke-
Street "head" or a Block Johnnie…. What's wrong with the flapper, anyway. Long may she 
flap (7). 
 
The provision of buxom and (often) scantily-clad chorus girls, placed in positions of delicate 
innuendo provided exactly this level of evasive pleasure, as the opening chorus of Nat Phillips' 
What Oh Tonight implies: 
Girls who have to work, don't stay at home and shirk 
Come and learn the beauty art, and stay and stay and stay 
If you're very plain, don't sit there in pain 
Come and have it massaged all away, away, away 
 
Manicuring's fine, pedicure divine 
Every girl who has a boy to win 
Come let's do your hair, we will make you fair 
Come on boys and see the fun begin.
282
 
 
Two aspects of evasion and productive pleasure, while explored to some extent in the previous 
chapter, can now be examined in respect of revusicals being produced during this early 
industrially creative era. Examples of variety related productive/evasive pleasures can be seen in 
the frequency of female-related photographs published in the trade magazines from as early as 
1914. In a number of instances the nude photographs, presented as "artistic poses," served to 
provide additional viewing pleasure for fans of variety. One of the first of these appears in 1916 
when the Theatre presented Ellera Neri, one of The Bunyip's chorus girls, in a nude pose. Two 
                                                          
281    These posing acts were not always nude - with evidence suggesting that some artists wore skin tights so as to avoid police 
intervention. The posers dancing in the photographs on page 253 appear, however, to be naked. 
282    See Appendix B.1, page 3. 
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years later, English music hall star, Daisy Jerome, appeared nude with a bunch of namesake 
flowers for the same magazine,
283
 which prompted one reader to contribute his favourite nude 
painting for the magazine's following edition, describing it as a "model of a perfectly 
proportioned figure."
284
 
 
 
 
Daisy Jerome 
Theatre Magazine Sept. (1918), 6. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
Nude Model 
Preview of the Cecille Pagum Company 
Australian tour. 
Green Room May (1919), 3. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
Nude Dancers 
Green Room May (1919), 3. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
Ellera Neri 
"A fine art study." 
Theatre Magazine Nov. (1916), 53. 
(Courtesy of the Fryer Library, U of Qld) 
  
 
                                                          
283    Theatre Sept. (1918), 6. 
284    Theatre Oct. (1918), 6. 
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 This interest in the female body was obviously not new, but the frequency of her 
appearance in the variety magazines of the day demonstrates that there was a freeing up of the 
Victorian mindset by the new post-war/ragtime generation. The influence of the flapper on the 
variety stage can be further demonstrated by increased advertisements in the industry magazines 
for young women. "Wanted for Revue work," goes one Harry Clay pitch to would-be chorus 
girls. "Young lady song and dance artistes with voices and new faces essential. Apply by letter 
to J. H. White [Clay's Sydney agent]"
285
  The young girl, or flapper, of this era was not regarded 
by all as beneficial to the industry, though. Frank Vernon, in his book The Twentieth Century 
Theatre devotes an entire chapter to the theatre of the flapper: "She was an excited and 
uneducated young person who couldn't be bothered to listen to a play unless it had melodrama 
and jejune sentimentality in slabs; she knew it was a jolly war because it brought home men in 
uniform and that thrilled her sexually." He goes on to argue that the flapper "blighted English 
acting by reducing elderly, non-eligible-for-service actors to the status of clown" (qtd. in "The 
Flappers' Reign" 18). 
 
 
 
Daisy Jerome 
Photograph accompanying her Rexona endorsement. 
Theatre Magazine Oct. (1916), 46. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 The epitome of the variety flapper during the war years was arguably Daisy Jerome, the 
New York-born but English-raised soubrette who effectively provided a music hall equivalent of 
Marie Lloyd for war time audience. Her presence in Australia during her two tours here, 1913-
                                                          
285   Australian Variety and Show World 15 Nov. (1916), 8. 
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16 (for J. C. Williamsons and the Fullers among others) and 1920-1922 for the Tivoli, was one 
of superstar status. Described by the Theatre in March 1919 as "a most humorously audacious 
claimant for public notice," Jerome is said to have admitted to a Williamsons' press agent that 
she was "prepared to do anything" to get media and public attention ("Daisy's  Dash" 11). Roy 
Rene's recollection of Jerome is that "she was a good artist… She got the crowd all right. She 
used to give them the stuff semi-blue. I should think that quite a number of people would 
remember her" (79). Known widely as "the electric spark," Jerome certainly garnered a 
significant amount of attention from the local press, with articles about her appearing regularly - 
some of them of her own making, too. As historical resources, however, these are somewhat 
problematic due to Jerome's capacity for embellishment (and even manufacturing stories). What 
Jerome did, however, was to serve as a new model of femininity during the flapper era. She 
exuded confidence and self-reliance, and was not afraid to mix it with the boys, so to speak. "I 
have ridden astride through Portsmouth, for I am as much a boy as a girl," she told the Theatre 
in 1915. "It was [also] a favourite prank of mine to go into the military canteens and pass on 
drinks to the soldiers who used to call me Bill… I have twice been in court… I love riding, play 
billiards badly and dislike golf, a game that means you have to pay to walk" ("Daisy Jerome" 
25). 
  
 For the young Australian flapper and variety artiste of the war years there was no greater 
role model than Jerome. In this respect she demonstrated the achievements possible for women 
of the era, many of whom were taking on additional responsibilities due to their husbands, 
brothers and fathers being absent through the war effort. Jerome's sense of carefree abandon and 
self-belief was a decidedly potent mix for young women, who flocked to see her. Aside from 
Daisy Jerome, however, the impact of the flapper had a significant part to play in the popular 
culture appeal of the revusical. Few reviews of the period fail to mention the role of the chorus, 
with some critics going out of their way to emphasise the female delights on show. As 
prominent Clay director and revusical troupe leader Joe Rox once advised those going on the 
stage, "the more you show the more you go."
286
  It appears, too, that any excuse to get young 
women into the least amount of dress was good enough, even if it didn't make much sense to the 
narrative. In one Rox production, for example, the police court setting didn't stop him from 
introducing a bevy of bathing beauties, an aspect commented on by Australian Variety who saw 
more problems with the fact that the bathing costumes were poor quality. "Why did not the girls 
dress like Ida Merton," notes the critic. "She stood out on her own and made the others look so 
awful with their rough costumes."
287
  Indeed reviews tended to devote as much attention to the 
                                                          
286    Theatre Dec. (1917), 46.  
287    Australian Variety and Show World 8 Mar. 1918, 6.  Re: Fun in a Police Court. 
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chorus as they did to individual performers. X-Ray's critique of Arthur Morley's The Belle of 
Parsley Bay notes, for example: "The feature of the revue is the really attractive dancing of the 
Gaiety Six chorus."
288
  Later that year another revusical's chorus receives his glowing tribute: 
"The Gaiety Six are all shapely, attractive girls. With their singing and dancing they combine an 
acrobatic display that includes some clever posing and tumbling. The applause the performers 
get shows how immensely to the liking of the audience is their offering."
289
 Reference to 
flappers, chorus girls and vamps were also often part of an evening's programme, as the 
following from husband and wife vaudeville team, Joe and Vera White, demonstrates: 
   He:    I saw Theda Bara in Cleopatra last night. 
   She:   How did you like it? 
   He:    I never saw Theda bare-er.     
 
   He:   What do you do for a living? 
   She:  I'm a show girl. 
   He:   If you show any more you'll get pinched.
290
 
 
Some comedy patter from Ern Delavale and Will Gilbert, two prominent Harry Clay comedians further 
demonstrates the appeal of referencing female nudity in the flapper era: 
 Mr Delavale (handing Mr Gilbert a postcard): That is "Venus in the Bath." 
 Mr Gilbert: (taking the card, and looking at it): Yes? 
 Mr Delavale: Of course you can see very little of her. The water is up to her neck. (Mr Gilbert  
   continues looking at the picture, evidently with no thought of handing the card back to Mr  
  Delavale.) 
 Mr Delavale: (reaching for it): Give it to me. 
 Mr Gilbert: No, I'm waiting. 
 Mr Delavale: Waiting for what? 
 Mr Gilbert: Waiting for the water to run out.
291
  
 
The issue of social proprietary and morality as it pertained to chorus girls and flappers continued 
to be raised in newspapers and industry magazines throughout the war years. An article titled 
"How Much Less Will the Chorus Wear," published in the Green Room in 1919, looks at the 
issue from an international perspective but notes that for some time "Australia had many 
offerings of pretty plank-walkers plunging through the audience in next to bath-room attire with 
dimpled knees on the level on the front stalls' eyes" (1). The author, writing under the by-line, 
"Uriah, the Hit Out," indicates that he had been told by one German producer that nudity was 
appealing as much on the grounds of economy as novelty. "It would be much cheaper," he 
argued, "if the girls wore nothing, provided the public came along just the same to glimpse Eve 
in her modern music-hall setting" (1). There may well be some factual basis in this confession as 
silk tights and silken hose were not only very costly during the war but more to the point were 
almost unprocurable: 
                                                          
288    Theatre July (1919), 23. 
289    Theatre Oct. (1919), 28. 
290    Theatre Apr. (1919), 28. 
291    Qtd. in the Theatre Mar (1916, 46. 
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The cotton substitute, to the trained eye of the stalls' bald-head, was hideous… and the 
managers voted for bare limbs and a liberal use of powder. They saved money and they 
pleased their patrons, but the nude limbs put a tremor into many a nymph of the ballet on 
whose shape the shadow of suspicion had never previously fallen. You can't pad bare 
calves and powder is no remedy for bandiness (1). 
 
In addition to reviews and reports published in the entertainment sections of various newspapers 
and magazines, too, were letters to the editor, editorial comment and cartoons which added 
further to the public debate. Seemingly less concerned with this issue as a matter of morality, 
and perhaps more interested in boosting sales, the industry magazines published in almost every 
issue a number of photographs of scantily clad female performers in various artistic or enticing 
poses. 
 
 
 
Al Bruce's Rosebuds 
Theatre Magazine July 1916, 33. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
"The Vampire Dance" 
A vaudeville speciality performed by Sydney girl, Nina Speight. 
Theatre Nov. 1915, 39. 
(Courtesy of the Fryer Library, U of Qld) 
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Cosette:  You're giving the glad-eye to Max, carrying on with Paul, and more or less entangled with half-a-dozen  
  others. What does your husband think of it all? 
Fifi:  Fiddlesticks! Don't you know that in these days the right hand should never know what the left hand gives? 
 
"Seaside Confidences" 
The second in a series of "French War-Time Humorosities." 
Theatre July (1918), 47. 
(Courtesy of the Fryer Library, U of Qld) 
  
 The purpose of this chapter has been to demonstrate that the success of the revusical was 
not entirely down to leading comics like Roy Rene, Nat Phillips, Bert Le Blanc or Jake Mack, or 
managements like the Fullers and Harry Clay. Nor was it entirely down to ragtime music, 
supporting actors, managements, the loss of imported artists or the advances and developments 
affecting the wider industry. Rather, it was a combination of all the above being actively 
engaged within the industry at the right moment of time. While the flapper and ragtime provided 
a sense of the crazy care-free attitude that many young people, especially desired at that intense 
period of world history, the comics, performers and writers also did their bit to provide a level of 
professionalism, infused with socially-relevant material that allowed the genre to find 
widespread appeal. Although it took several years for Australian society to return to a sense of 
normality after the end of the war, by this time jazz and the flapper were established aspects of 
variety entertainment and continued to influence the revusical's development into the next 
decade. Through its unique mix of theatrically-imbued factors  - productivity, relevance and 
functionality - this long-forgotten genre allowed audiences the opportunity to make meanings 
that were their meanings, to take on board pleasures that were relevance and desirable, and 
which related in an everyday manner to the world they lived in. 
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CHAPTER SIX 
 
"Nat Phillips' 'Stiffy and Mo' Company and the  
Re-contextualisation of History - A Case Study" 
 
 
One thing I am always glad of is the way the public have remembered Stiffy. They 
have never forgotten the wonderful vaudeville he gave them and the humour he put 
across. People will tell you that in this business you are forgotten overnight, and that 
may be so in many cases, but I do not think the Australian people have forgotten 
Stiffy, and that is the best monument any artist can have (Roy Rene).
292
 
 
        
 
 
Nat Phillips 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 Although Nat Phillips' and Roy Rene's contribution to Australia's entertainment industry 
during the second and third decades of the twentieth century, and the widespread adoration they 
were accorded by the Australian public, has been acknowledged within theatre history literature 
published over  the previous thirty years, there can be little doubt that they no longer retain the 
status of household names. This is not to say that the two men have entirely disappeared from 
the cultural landscape. Indeed, such was the impact of Phillips and Rene on Australian society 
between 1916 and 1928, and Roy Rene's popularity as a radio star in the 1940s and 1950s,  that 
                                                          
292    Mo's Memoirs (1945), 84. 
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the majority of people aged over fifty, and who were raised in this country, would surely 
recognise the names Stiffy and Mo, or at the very least Mo McCackie. While it is unfortunate 
that the careers of these two men have been largely overlooked as cultural icons, apart from 
brief inclusions in theatre history publications (and in Roy Rene's case a one-off 
documentary),
293
 this chapter seeks not to understand or explain why later generations of 
Australians have failed to recognise or value their historical significance. It is after all the very 
nature of popular culture that it refuse cultural resources that fail to generate and circulate 
meanings (especially those of previous generations). For Stiffy and Mo to regain their relevance 
today, for example, they would need to be reinterpreted within a repertoire of current 
commodity texts and cultural resources that provide popular culture pleasure. And as John Fiske 
notes, pleasure in a cultural context can only be produced through a combination of 
productivity, meaning and functionality (57). This chapter is concerned, on the other hand, with 
demonstrating that not only has the Stiffy and Mo partnership been erroneously re-interpreted 
and reconstructed within historical and academic literature, but that we still know so little about 
it. As the introduction to this thesis notes, there are major errors in the current account 
concerning the type of production they presented, the on-stage dynamics between the two 
comics, and most disconcerting that Nat Phillips' pivotal role as company leader (he was also the 
director, principle writer, manager, sometimes songwriter and co-star) has over time been 
downgraded to support status through a mythologising process that continues to attribute the 
partnership's success to the sole impact of Roy Rene. Nat Phillips is not alone in having his role 
in the company under-valued, either. Every member of the company (apart from Mike Connors 
and Queenie Paul) has effectively disappeared from the historical record despite having been 
considered by their peers as being among the elite of Australian variety performers during their 
time with Stiffy and Mo.  
 
 This chapter's principle purpose, then, is to present the findings of research into the Stiffy 
and Mo company that is founded on the methodological process outlined in Chapter One. The 
research, which draws almost exclusively on primary sources (archival manuscripts and 
contemporary media sources), clearly demonstrates that much of the memoir and secondary 
source accounts dictating our knowledge of this significant theatrical partnership are wrong. It 
will be shown, for example, that Roy Rene was not the sole reason for the venture's early 
success, but rather that Nat Phillips' input that was the most outstanding contribution during the 
troupe's first nine years together (1916 – 1925). Phillips' role as writer of all the company's early 
revusicals will be given considerable attention (supported by manuscript evidence in Appendix 
                                                          
293   Rene is also the subject of Steve J. Speirs' 1976 play Young Mo (aka The Resuscitation of the Little Prince Who Couldn't 
Laugh as Performed by Young Mo at the Height of the Great Depression). Since 1976 his name has also been associated with 
the annual Mo Awards. 
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B). Evidence supporting one of this dissertation's secondary hypotheses, that the stories were 
narrative driven, and not simply a series of songs, sketches and dances as is typical of the revue 
genre, will also be presented. Of particular concern, too, is the overturning of one clearly 
inaccurate assumption - that Phillips was Roy Rene's "foil" or "straightman." As will be shown, 
Phillips' and Rene's strategy throughout their career together was to alternate the straight/comic 
roles within each show. Both comics therefore played for laughs. A third aspect to be examined 
is the company itself. While there can be little doubt that Roy Rene and Nat Phillips were the 
stars, as with most live commodity theatrical entertainments, critical and commercial success 
depended on more than just one factor. Much credit for the success of Stiffy and Mo should 
therefore be given to the various performers who appeared in the company, in most instances for 
long engagements, during its eleven years together.  Indeed, it will be demonstrated (through 
reviews like the one below) that the troupe was viewed by critics and public alike as very much 
an ensemble company: 
Stiffy and Mo as fun-compelling waiters in Nat Phillips' musical revue were perfectly 
capable of entertaining the house right through the second half, but they had the 
assistance of as blithesome a company of fellow artistes as ever graced the vaudeville 
stage.
294
 
 
The chapter will also explore a number of other factors played a key part in the company 
garnering the support of a seemingly large section of the Australian popular culture audience. 
No less important than Stiffy and Mo, for example, were factors such as the right balance of 
material (songs, choreography, comedy), the socially-relevant topics, the increased level of 
visual pleasure (sexual and scenic), and the improvisational skills articulated, not just by Rene 
and Phillips, but also by their very experienced support cast. Together, these findings 
demonstrate the need for historians working in the area of popular culture entertainment to 
engage a methodology altogether different from that which has served them to date. This is of 
particular importance in terms of the early twentieth century entertainment industry because the 
period represents a significant era in Australia's emergence as a fully-fledged independent 
nation. Indeed a re-evaluation of the impact that variety performers had in helping coalesce a 
national identity may well lead to new understandings of the Australian community at large 
during that era. The findings laid out in this chapter further propose, too, that the field of 
Australian theatre history needs to not only accord popular culture entertainment a higher 
research status than it currently receives, but to recognise that it can only be adequately 
researched using a different methodology. As such these findings also serve to remind us that 
what we currently know of this era represents merely a fraction of the history still requiring 
attention.  
                                                          
294    Brisbane Courier 4 Feb. (1918), 2. 
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 Barely two months after Nat Phillips' Tabloid Musical Comedy Company opened at 
Sydney's Princess Theatre, the public clamour and industry interest was such that Australian 
Variety announced on 16 August that a special issue was being prepared (9). This significant 
industry/media event saw the troupe accorded not only extended coverage within the pages of 
the 30 August issue, but presented them with photographic spreads on both the front and back 
covers. No other theatrical organisation, troupe, or performer (Australian or international), had 
received such attention from either the Theatre or Australian Variety prior to this time, which 
indicates that something of an unheralded nature was being recognised as early as mid-way 
through the company's debut season. This proposition is further supported by the attention paid 
to the company within the pages of the Theatre magazine, which similarly saw the Princess 
Theatre revusicals as no less than "exceptional" ("A Sporting Chance" 52) and a "triumph" ("All 
Aboard" 49). The same magazine's review of the return season of Yes We Don't (13-19 Oct.) 
further suggested that an indefinite stay at the Princess was not beyond the realms of possibility. 
"The business has been phenomenal," wrote one critic. "Any night of the week you've got to be 
there in good time to make sure of a seat. Mr Phillips must, in short, be credited with having 
achieved the biggest revue-success ever scored in Sydney" ("Yes We Don't" 51). 
 
 There can be little doubt that the company presented "phenomenally" popular seasons in 
Sydney and elsewhere during its first few years of operations - a situation that appears to have 
remained unabated for many years to come.  During the formative years, too, Phillips and Rene 
garnered much praise for their Stiffy and Mo feature engagements in The Bunyip.
295
 The 
combined success of that pantomime and the Stiffy and Mo revusicals over the next few years 
not only further established Phillips' reputation as being among the elite directors and writers 
then working in the Australian entertainment industry, but also cemented Stiffy and Mo's 
celebrity status in the minds of the public. This in turn generated much interest from within the 
entertainment profession and led to a response that Michael Porter argues must necessarily occur 
in a competitive industry. Those firms already in place, as well as those emerging (or which 
were to shortly begin operations) recognised an opportunity to not only increase profits through 
the development and production of similar "replacement" products, but also the opportunity to 
expand the possible scale of their operations (168). While this thesis has argued that steady 
industry growth had been building in the years leading up to the outbreak of war and continued 
through 1915 and 1916, the rate and extent of the expansion that occurred from at least the 
beginning of 1917 was very much in response to both the locally-produced revusical's appeal as 
                                                          
295    The company's popularity was such that it took until February 1918 before they were able to play a season in Brisbane. 
Although this delay was to some extent brought about by the company's involvement in The Bunyip (and its subsequent national 
tour), the situation was exacerbated by the length of the seasons it was forced by public demand to play in each of the other 
capital cities prior to the Brisbane debut.  
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entertainment, and its social relevance. Support for this claim can be seen in the responses of the 
two largest employers of locally-based variety artists the Fullers
296
 and Harry Clay,
297
 who both 
markedly increased the "absolute size" of their operations in the wake of Nat Phillips' Stiffy and 
Mo Company debut season. At the same time many new entrepreneurial entrants were attracted 
to the marketplace, thus further increasing the total industry scale in accordance with Porter's 
theory (175-6).  
 
 One clear question arises from this industrially-driven reaction. What did the Stiffy and 
Mo company offer that was so pleasurable to audiences, and in turn directed, or at least 
influenced, such widespread product replication and/or duplication? The inherent nature of 
commodity production and marketplace structure is such, that if Rene/Mo was the primary 
reason for the company's success, reducing Phillips to a support role not unlike that of the 
remaining characters, we would expect to see a spate of wartime and immediate post-war 
revusicals built largely around one lead comic (and possibly the emergence of Mo-like 
characters
298
). This simply didn't happen until around the early to mid-1920s - when the next 
generation of comedians, led by George Wallace and Jim Gerald appeared. What occurred 
instead was that most of the established operations and new industry entrants producing locally-
written revusicals attempted to replicate the egalitarian (mateship) ideal espoused by Stiffy and 
Mo through Nat Phillips' narratives.
299
  Indeed up until the Wallace and Gerald revusical era, 
most locally-written revusicals as identified in Appendix C either revolved around a pair of 
established comedians, or unfolded as an ensemble production (with each performer given a 
greater share of the storyline). Both formats were socially relevant in that they reinforced an 
egalitarian ideology that was becoming ever more deeply embedded in the national psyche as a 
result of the country's involvement in the war. Although the twin-comic relationship was an 
international tradition, it nevertheless presented the basis for local revusicals to build into them 
the unique Australian mateship ideology through an emphasis on local idioms, local (and recent) 
issues, and by  strengthening the developing Australian war time identity (often within local 
contexts).   
 
                                                          
296    See for example, "Wanted in Sydney" Theatre Magazine July (1916), 31; "Chat with Ben J. Fuller." Australian Variety and 
Show World 1 Aug. (1917), 3; and John West "Fullers'" Companion to Theatre in Australia (1995), 238-9. A survey of 
newspaper advertising (particularly in Melbourne and Sydney) between 1914 and 1917 also shows the level of expansion being 
undertaken by the Fullers. 
297    See Clay Djubal. "Harry Clay and Clay's Vaudeville Company 1865-1930" (1998), Chapter 4 and Appendices D and K. 
298    Fred Parsons indicates that Charles "Ike" Delavale wore similar make-up to Mo at one stage. According to Parsons this 
"minor-Mo character didn't last very long."  While the veracity of his claim cannot be established, it is the only reported instance 
of an other performer attempting to replicate Rene's famous character (or at least his make-up) after Mo had become nationally 
famous. It should be remembered, however, that Mo's Hebrew make-up did originate with Roy Rene.  
299    Examples of such partnerships include, for example: Roe Rox and Wal Rockley, ca.1917-1918; George Pagden (Bulky) 
and Will Gilbert (Lanky) ca.1918; Joe Rox and Billy Watson, ca.1918-1919; Paul Stanhope (Spike) and Charles Delavale (Ike) 
ca.1920-1921);  George H. Ward (Jacob Schultz) and Les Warton (Mike Murphy) ca.1921; and Jack Patterson (Dinks) and 
George Wallace (Oncus) ca.1920-1921. 
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 The long-held acceptance that Roy Rene dominated the company appears to have been 
given credence as a result of his high, almost legendary, position in Australian entertainment 
history over more than three decades. With his career continuing on well into the 1950s, Rene 
maintained a presence (and influence) in the national consciousness through countless radio and 
stage appearances. As Mo he was recognised by several generations of Australians living in an 
increasingly media-driven society,
300
 and thus well-known to the first generation of theatre 
historians and social commentators whose inquiries led in this direction.  Without evidence to 
the contrary, too, it has been assumed that the Phillips/Rene partnership must have been founded 
on the traditional format of straightman and comic - as entrenched through comedy duos such as 
Laurel and Hardy, Abbott and Costello, Martin and Lewis, and including Australian comedy 
icons of the 1970s, Paul Hogan and John "Strop" Cornell. The reasoning has no doubt been that 
if Mo was the comic genius, then Phillips must have been his feed. As the previous chapter has 
already demonstrated in the instance of Bert Le Blanc and Jake Mack, comedy partnerships are 
not always so clear cut. One cannot assume, for instance that just because the company was 
called the Bert Le Blanc Travesty Stars that Le Blanc was the principal comic and Mack the 
straight-man, just as Bert Newton cannot be thought of only as Graham Kennedy's or Don 
Lane's foil during the comedy sketches presented during the In Melbourne Tonight variety 
television shows of the 1960s and 1970s. 
 
The extensive primary source evidence gathered for this thesis in no way support the view 
that Roy Rene became, or was at least viewed as, a comic genius shortly after joining the 
company, and that he was soon afterwards recognised as the company's principal star. Rather, it 
is being proposed that such conclusions have occurred through a combination of myth 
acceptance, biased or unreliable memoir, and several significant socio-historical factors. These 
factors have also collectively negated the impact of pre-1930s' variety industry in general. 
Because we have had so much more access to Rene's legacy, it has been easier to 
unintentionally skew the historical account concerning Stiffy and Mo towards one that fits 
contemporary desires for legend fulfilment, even at the expense of those whose contributions at 
least equalled Rene's. An analysis of the current literature indicates, for example, that this 
manufactured history has been allowed to emerge not only through assumption, omission, 
untested acceptance of "facts" (and their subsequent repetition in later accounts), but also 
through each historian's syntactical expression. Several instances demonstrate this process. Fred 
Parson's for example, writes that during their period of separation (1925-1927), "Stiffy hadn't 
                                                          
300   An example of this connection occurs in my own experience through an expression often used by my grandfather (born in 
1911) when commenting on the childhood foibles and actions of any of his grandchildren. "Ah McCackie, you've done it again, 
"he would say. Although I was born the year Roy Rene died, and did not become aware of the origins of the phrase until several 
decades later, this phrase has continued to be part of my vocabulary - especially in relation to my own children. In this sense the 
exclamation serves as my own intimate - though very distant - connection with the Rene legend.  
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been doing very good business on his own, but as soon as Roy rejoined him, the 'House Full' 
signs went up each night" (24). The problem here is that Parsons conveniently fails to mention 
that Rene's career had also effectively stalled without Phillips, and that his new partnership with 
Gus Bluett, as with Phillips' ventures during that time, was unable to recapture the same public 
fervour.  
 
 
 
Stiffy and Mo Advertisement 
Theatre Magazine July (1919), n. pag. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
 
 Max Harris's four page tribute to Rene, "Mo," published by Meanjin Quarterly in 1986, 
mentions  Phillips only once: "With his partner, Stiffy (Nat Phillips), he became a household 
word for his broad slapstick comedy" (250). A later article by Harris, which appears in the 
Bulletin, refers to George Wallace but does not raise Phillips' name once in its three-page 
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overview of Rene's life and career ("Secret Life" 40, 43-4). In both instances Phillips can be 
seen to have been siphoned out of both the partnership and industry equations through omission. 
Similarly Oscar Mendelsohn's five page "Salute to Mo," sees Phillips' association with Rene 
reduced to one paragraph. Here, too, we again see Phillips attributed the "feed" role, although 
Mendelsohn does note that Phillips was "a considerable comedian in his own right" (52). A 
comparison between the way Rene's and Phillips' legacies are currently recorded can also be 
found in their respective entries in the 1995 edition of the Companion to Theatre in Australia. 
While Phillips receives just 27 lines (447), Rene is accorded over 280 lines (485-6).
301
 Given the 
Companion's weight as a key reference for Australian theatre history, the belief that Phillips' 
career was minor, or at least not as important as Rene's, continues to be interpreted as fact.  
 
 The research undertaken for this thesis further demonstrates that it is not only omission 
that influences perception. Subjective and uncontested opinions concerning both Phillips and 
Rene have not only been given credence but have been allowed to go unchecked within accounts 
published during the past thirty or so years. Later research is therefore dependent on whichever 
memoir has been located or which fits the line of inquiry. How for example are we to 
understand the inner machinations of Roy Rene when two people with long career connections 
with him describe his professional manner and philosophy so differently. Mike Connors' version 
indicates in this respect, that what he liked "about Roy [was] his unselfishness on the stage." 
Connors further proposes that Rene wouldn't hesitate to help anyone else get a laugh and that he 
always worked for the show "not for himself" (Rene 181). Fred Parsons records, on the other 
hand, that Rene always dominated the shows he performed in. "There was never room for 
another comedian in any show that he was in," writes Parson, "not even if the other comic was 
his partner" (18). The problem of repeating historical myth appears to occur most often when 
supposed industry-credible sources are not first checked for veracity, and later publications use 
the shortcut route of accepting the initial (often subjective) recall. When someone of Connors 
industry standing writes, for example, that "Nat was a brilliant feed for Roy" while at the same 
time articulating his belief that the difficult and important feed role has nevertheless been 
largely underestimated, the statement tends to be given prima facie status. With no contradictory 
evidence available from other contemporaries of Phillips, such an apparently balanced insight 
fits, and therefore re-conforms the consensus.  An entry in Entertaining Australia provides a 
typical example of the way Rene and Phillips are currently perceived. "Rene's comic genius," it 
notes, "enlivened the revues by playing the obsequious underdog who defeated Stiffy's attempts 
to keep him in line [while] Phillips, an accomplished straightman, fed Mo with ease" (178). This 
                                                          
301     While this situation is clearly due only to the amount and focus research undertaken at that stage (and not indicative of a 
comparison of their respective careers), the end result is that it adds further weight to the erroneous perception already in place.  
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view appears to be supported by the accounts given by Parsons
302
 and Connors. The latter 
writes:  
I remember the old Stiffy and Mo days. Roy and Stiffy worked almost as one man. Nat was 
a good craftsman, and he understood Roy. He knew the business thoroughly, but he lacked 
the touch of genius that made Roy what he is. Perhaps that doesn't give you a fair idea of 
Nat. One carpenter can make a table, a good serviceable piece of work maybe; but it takes 
more than a carpenter to make a Chippendale. That's the difference between Nat and Roy. 
Touch of genius I suppose is the best way of putting it (Rene 181). 
 
Celestine McDermott's description of the "legendary Mo" in The Australian Stage (137), and 
Victoria Chance's "Stiffy and Mo" entry in the Companion to Theatre in Australia (561) 
similarly position Phillips in the background as a performer, reiterating the Parsons and Connors 
line that that it was Rene's comic genius that brought the revues alive and quickly made him one 
of Australia's biggest stars. The published memoirs of commentators and ex-entertainers like 
Charles Norman, Billy Maloney, Isador Brodsky inadvertently work to further distance Phillips' 
historical significance by their inclusion of Roy Rene's career and omission or downplaying of 
his. This situation is exacerbated in Mo's Memoirs, particularly in the sections written by other 
former practitioners like Mike Connors. It is not that these publications set out to do this 
intentionally, each author has after all explicit reasons for including Roy Rene in their 
recollections, most often through their own association with him. The problem arises, however, 
in that the collective weight of these publications and the larger encyclopaedic-style entries 
given to Rene effectively skews the history away from the real-world context of their 
partnership and individual careers, and positions a de facto history, founded less on an empirical 
reconstruction of the past and more through retrospectively-manufactured consensus.  
 
 What became most surprising during the research phase of this thesis was that the  Rene 
"genius" / Phillips "support" scenario, as articulated by Connors, could not be supported by any 
views or comments published in newspapers or magazines during the Stiffy and Mo era.
303
  
Contradicting the long assumed view that Phillips wasn't up to Rene's standard in 
improvisational work, on the other hand, is a review of the Cinderella pantomime staged at the 
Fullers Grand Opera House (Sydney) over the 1918/1919 holiday season. One of their 
acclaimed routines from that production is said to have been worked up as a spur of the moment 
offering while in Brisbane earlier that year. "An actor in the first half suddenly fell ill and Stiffy 
and Mo volunteered to fill in the [spot]," writes X-Ray. "They followed Rio and Helmar, and 
covering themselves with a sheet a piece burlesqued the stars from their entrance to their exit. 
                                                          
302     See Introduction to this dissertation ("Limitations" section). 
303    It should be noted here that this thesis in no way attempts to lessen or disparage the reputation or impact of Roy Rene. 
While the term genius is too complex and difficult a word to position in an academic study such as this, I have no difficulty in 
acknowledging that Roy Rene was a significant Australian comedian of his time, and fully deserves the legendary status 
accorded him. Rather, what is being proposed instead is that Phillips early death effectively robbed him of similar recognition by 
denying him the opportunity to either continue his career or at the very least correct later errors of memoir.    
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The impromptu was so successful that it was decided to reserve it for a pantomime item."
304
  
There is no suggestion in this review that Phillips' simply rode Rene's coat tails in the 
improvisation, and nor would he need to. Phillips had by then more than twenty years 
experience in onstage improvisation, with at least a decade of this experience having been honed 
on international circuits. It is inconceivable that someone of his high industry stature (as 
comedian, producer, writer, composer) would have played second fiddle to anyone on stage 
unless they were themselves a senior and more experienced performer.  
 
 
 
Roy Rene 
Aged about 25 when this photograph was taken, Rene had been engaged as a fully professional variety 
comic a little over four years - his first top level vaudeville engagement in this role having been with 
Harry Clay (Syd) in 1913. Prior to that Rene had served his variety apprenticeship as a child/juvenile 
singer ("Little Roy" and later "Boy Roy") in Melbourne, Sydney and Adelaide.  
Theatre Magazine Apr. (1915), 35. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 Mike Connors' and Fred Parsons' recall of events serve to demonstrate how easily history 
can be inadvertently shaped towards one account at the expense of the real world context out of 
which that memory stems. In the first instance there is the distance in time between Stiffy and 
Mo's careers and the publication of Mo's Memoirs which, although only two decades, does 
immediately raise questions about what is fact and what is the result of unconscious 
reinterpretation. In this respect several disparities arise in relation to the time frames Connors 
provides concerning his relationship with Rene (and presumably Phillips
305
) and those indicated 
                                                          
304    Theatre Magazine Feb. (1919), 17.  
305    Connors fails to include Phillips' name on several occasions when it is clear that he is talking about either Stiffy and Mo or 
Phillips and Rene. An example of this is the reference to The Bunyip pantomime, which featured the pair. 
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in contemporary industry magazines like the Theatre, Australian Variety and Everyone's.
306
  
What is clear is that Connors' name doesn't become permanently associated with the Stiffy and 
Mo company until 1920, at which time he and his wife, Queenie Paul, became members of the 
troupe.
307
  Any of Connors recollections relating to Stiffy and Mo prior to that period must 
therefore be treated as a combination of second hand reportage, conjecture or as a non-
connected industry bystander. As will be shortly demonstrated, too, Connors' recall should be 
treated with some degree of caution by historians due to the possibility of bias towards Rene. 
Although he and Paul remained with Phillips' as members of his Whirligig's company until late 
1926, their departure in the middle of the company's Brisbane season saw them set up a rival 
company at the Cremorne Gardens. That the parting was less than amicable is also indicated by 
the fact that they went head to head with Phillips at Christmas by staging their own Robinson 
Crusoe pantomime (Phillips' production was a revival of his 1925 show). The couple later 
worked extensively with Rene during the early 1930s which may also have worked to position 
Rene more favourably in Connors' memory.  
 
 While this thesis does not disagree in principle that the on-stage balance of power 
between Phillips and Rene might have tipped in favour of the latter comic during the latter 
stages of Connors' and Paul's time with the Stiffy and Mo company, it is being proposed that 
any lessening of Phillips' onstage role was likely the result of factors that had less to do with a 
lack of "genius" and more to do with his life and career at that time. There is some indication 
within the media coverage of their 1927/1928 reunion that the onstage dynamics had begun to 
tip in Rene's favour by then. However, Rene's inability to attain similar success with Fred Bluett 
in 1926 suggests that Phillips' input into the partnership was more pivotal than would be 
expected of an off-sider. With regard to his off-stage life, pressure is believed to have increased 
quite significantly by the early to mid-1920s as a result of the considerable responsibility placed 
on him by the Fullers as writer and producer of their pantomimes, his ongoing multiple roles in 
the Stiffy and Mo company, and the additional pressure of maintaining the company's standing 
as the country's leading revusical company. There is a suggestion, too, that by the mid-1920s 
Phillips' drinking had become an issue, if not a problem. According to information gleaned from 
family research undertaken by Phillips' great-niece, Kim Phillips, both Nat and Daisy were 
known to have been heavy drinkers - a factor that may have well contributed to Phillip's early 
                                                          
306     One concern here is that Connors' engagement with the Stiffy and Mo Revue Company did not occur until mid-1920. 
Connors' statement that he worked with Mo within a year of first seeing him in The Bunyip pantomime of 1916/1917 tends to 
infer they worked an act together which is not the case. Connors appeared only for a few weeks in the vaudeville part with his 
then partner Fred Witt. Thus without clarification or readily-accessed supportive evidence, the relationship is contexualised as 
more significant than was actually have been the case.   
307  Connors and Paul joined the Stiffy and Mo troupe during its 1920 Melbourne Bijou season (ca. July onwards). Connors 
would have had occasion to see Phillips and Rene on stage between 1916 and 1920, though. For example, he and Fred Witt were 
engaged by the Fullers to play a vaudeville turn at their Bijou Theatre (Melb) at the same time Stiffy and Mo were appearing in 
The Bunyip's Melbourne season at the Princess's Theatre (ca. May 1917).  
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death, and possibly put strain on his relationship with Rene and other members of the 
company.
308
 It is also likely that over time their almost opposite personalities had begun to ware 
thin on each other, leading to an increased and constant state of tension. As Rene himself recalls 
when talking about how he would wag rehearsals. Nat "used to get mad at me and shake with 
rage" (Mo's Memoirs 65). 
  
 The issue of authorship in relation to the Stiffy and Mo revusicals is another aspect of the 
history that appears to have denied Nat Phillips due recognition.  Several publications, including 
Entertaining Australia indicate, for example, that Vic Roberts, an Englishman, was responsible 
for writing the productions:  
In spite of the Australian character of Rene's work, many of the scripts that he and Phillips 
performed as Stiffy and Mo were written in London by an Englishman hired by Ben Fuller. He 
did not even see the duo perform until he had been writing for them for several years (178). 
 
The entry then goes on to propose that Roberts was able to write these revues because English 
music-hall lauded drinking, gambling and sport and scorned work, authority and moderation all 
of which "fitted Australian myths." Any role Nat Phillips had in authoring these productions is 
further reduced because Rene apparently "transformed scripts that were written for him" (178).  
The Companion to Theatre in Australia gives this perception historical weight by reproducing 
the same account in its entry on Stiffy and Mo. "Rene's comic genius," it notes "brought [the 
scripts] alive and quickly made him one of Australia's biggest stars" (561). Not only is Phillips' 
celebrity status ignored in favour of Rene's, but the entry also indicates that "many of Stiffy and 
Mo's early scripts were written in London by Vic Roberts," and implies that Phillips only "wrote 
and produced" later revues. Confusion over this issue is furthered by Charles Norman in his 
book When Vaudeville was King. Although Norman doesn't directly associate Roberts with 
their career, his loose temporal grounding of events and incidents does present an opportunity 
for misreading by anyone not familiar with the era or the Phillips and Rene partnership. When 
he states, for example, that "their" sketches were written by Victor Roberts (185), a close 
reading reveals that he is talking not about Stiffy and Mo, but about the company Roy Rene and 
Sadie Gale formed in 1928 shortly after parting a second time with Phillips. Norman in fact 
makes no reference to Roberts being the author of the Stiffy and Mo productions. 
 
 A number of problems can be seen in any historical record which proposes that Vic 
Roberts wrote the early Stiffy and Mo revusicals, and possibly even all the later ones.  While it 
is not being denied that he may have contributed scripts for the company, it is being argued that 
the number was much less and much later on in the partnership than the current literature would 
                                                          
308    According to Kim Phillips, Daisy Merritt's death little more than two years after her husband's was linked to her serious 
drinking problem. This information is supplied on a family history CD-ROM compiled by Ms Phillips that was given to me by 
Jon Fabian (see Acknowledgments). 
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have us believe. Evidence for this comes from a variety of sources, including Roberts himself. 
He states in Roy Rene's autobiography, for example: 
I came out here for Fullers, and the ship stayed at Perth for a little while. That was when 
Roy had split with Stiffy and was on at the Luxor Theatre, Perth in his own revue. Well I 
got off the boat and decided to go and see him, but I was determined to dislike his work… I 
hadn't been in the theatre three minutes before I fell for his humour… I have been seeing 
him and continuing to write for him ever since that day in 1925 when I first saw him in the 
flesh (189).  
 
The first concern raised by Roberts here is why did the Fullers wait until 1925 (and after Rene 
and Phillips had broken up the troupe) to bring Roberts to Australia, particularly if he had been 
writing Stiffy and Mo material since the early days of the company? Furthermore, Roberts 
openly admits to both disliking and being unfamiliar with Phillips' and Rene's humour - a highly 
unusual admission for someone who it is claimed had been writing their material for some time. 
Contrary to the claims stated in Entertaining Australia and the Companion to Theatre in 
Australia, Roberts' own comments suggest the possibility that he first became involved with 
Rene during the two and a half years Stiffy and Mo were separated.
309
 
 
 No one reason for Vic Roberts having been accorded authorship of most of the Stiffy and 
Mo revusicals can at this stage be determined. Mo's Memoirs, for example, contains no actual 
reference to him writing for Stiffy and Mo. Indeed, each reference to Roberts providing scripts 
is made only in relation to Rene (or Mo), and with no specific, or even general, time period 
being identified. The words "long before" in the quotation below provide no precise temporal 
framework through which we can establish even a precise year. It is feasible, then, that instances 
such as the following (contributed by Elizabeth Reed and Max Harris) have been collapsed from 
Roy Rene's solo years (ca.1925-1927) into the earlier Stiffy and Mo years: 
We found out how Mo's most famous scenes came into being from his principal script 
writer, Vic Roberts… Long before he had ever seen Roy Rene he was writing scripts for Mo 
over in England… "How was it Mo's name and fame arrived in England?" "Via Sir Ben 
Fuller," [he] replied. Ben Fuller came over the England shortly after Stiffy and Mo reviews 
[sic] started. After Sir Ben arrived I used to get Stiffy and Mo, Stiffy and Mo all the time, 
and I can tell you I got very tired of hearing what great comics they were (188). 
 
It is possible to surmise, too, that accounts such as this, in combination with the accepted belief 
that Rene was the dominant member of the troupe, provided the basis for this erroneous account 
being manufactured as historical fact. Another reason why this account has been accepted by 
historians since Rene's autobiography was published in 1945 is that his post-WWII stature as 
"Mo McCackie," among other career achievements, had by then begun to inadvertently 
overshadow the reputations of Phillips and Stiffy. A few decades later Rene's "comic genius" 
was being hailed as almost the sole reason for Stiffy and Mo's success.  Phillips' relegation to 
                                                          
309   Roberts' own recollection, too, is that he shortly afterwards returned to England and began contributing material for Rene 
from his base in London before eventually immigrating to Australia in 1932 (Rene 191).  
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the sidelines in the Rene and Parsons' publications, therefore, served to reinforce his minor 
status and allowed Vic Roberts to be acknowledged as the primary author of the Stiffy and Mo 
revusicals in his place.   
 
 A good deal of additional evidence has been found in the Nat Phillips Collection and from 
primary sources such as newspapers and programmes which indicates that Phillips wrote all the 
early Stiffy and Mo productions - certainly up to 1918/1919 - and most, if not all, the 
productions up until 1925. If he did turn to Roberts more in later years this was very likely in 
response to the increased production and performance duties he was undertaking for the Fullers 
- particularly the writing and producing of the company's pantomimes. Although Phillips and his 
troupe were under contract to the Fullers and the shows were produced by their organization (in 
accordance with the Fullers' entertainment policies), Phillips nevertheless operated largely along 
the lines of an independent production house. Any decision regarding the outsourcing of Stiffy 
and Mo scripts would therefore not have taken place without Phillips' prior agreement and most 
certainly his input into both the negotiations and the content of those scripts. That Roberts 
doesn't acknowledge this further suggests that his creative role was at some distance from the 
inner-Stiffy and Mo sanctum. Of the productions staged by Phillips and advertised in Fuller 
News during 1922, for example, all were credited as being wholly "written and produced by Nat 
Phillips."  Further to this, much of the Nat Phillips' Collection material held in Boxes 1, 2 and 3 
(being manuscripts identified as belonging to Phillips) indicates that he was a prolific writer, not 
only of revusicals and comedy routines, but also of songs - both lyrics and music.
310
  Several 
manuscripts in the collection also raise the question as to why Phillips would have been required 
to purchase scripts from Roberts to suit his partner's comedy talents, as Parsons indicates (25), 
when they were often available for pirating through overseas industry magazines like Madison's 
Budget (USA). One particular Stiffy and Mo revusical held in the collection, A Pretty Kettle of 
Fish, has clearly had much of its story adapted from a comedy sketch called The Dooleys. This 
can be ascertained because part of the original script is included in the collection. Phillips 
appears to have fashioned his own work by changing the title and some of the characters' names 
and situations, and then inserting Stiffy and Mo into the story.
311
  Another script in the 
collection, Fun in Mexico, provides similar evidence that Phillips made "subtle" changes to pre-
existing sketches - in this instance by simply replacing the names of the characters Mike and 
Cohen with Stiffy and Mo. Thus while Fun in Mexico (aka Mexicans amongst other titles) was 
one of the troupe's more popular revusicals, the Nat Phillips Collection manuscript includes the 
                                                          
310    See Appendix I for further examples of his work. 
311    See Appendix G; Box 2 - P.2. The extract is from Madison's Budget No 18 (1921), 55-58, 61-68 only. There is at this stage 
no record of this production having been staged in Australia.  
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names Stiffy and Mo only once, in the form of a handwritten note beside Mike and Cohen in the 
'Cast of Characters' listed on the first page.  
 
 
 
The cover of Nat Phillips' "Bert Hinkler" 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
The argument that an Englishman based in London could write the material for Stiffy and 
Mo and provide the degree of social relevance necessary to form a bond with Australian 
audiences requires much closer examination, too, particularly in light of the factors discussed in 
the earlier chapters of this thesis. Although it must be considered that any scripts contributed by 
Roberts would very likely have been modified, or at least localised, by Phillips with additional 
material also being added over time in response to both audience reactions and improvisation, 
the issue of having an Englishman write the bulk of material seems to have been accepted too 
easily by historians to date. While there no doubt existed similarities between English music-
hall audiences and Australian popular culture audiences, some doubt must exist in relation to the 
suggestion that someone writing from so great a distance could be in tune with the day to day 
issues of importance to the Australian audiences and could create vehicles for two characters 
whom the audiences recognised as innately local. This is an issue that Edgar Waters draws 
attention to in his examination of the popular arts in Australia to 1915. His observations of 
 274 
Australian poetry and lyrics during the first two years of the war indicate that a quite obvious, 
and fast-moving, shift in the national psyche was taking place - and it was quite clearly non (or 
perhaps even anti)-English. 
Australians seem once again to have felt the need to emphasise that they were unlike the 
English, that they lacked that respect for authority and for convention which they 
regarded as a characteristic of the English. Of all Australian types, it was the larrikin who 
was most marked by his disrespect for authority and convention. It was the aspect of the 
larrikin which had most appeal for other Australians (256). 
 
A close analysis of reviews and commentary during the early Stiffy and Mo years shows that 
Phillips was acknowledged for his pioneering of a distinctive Australian larrikin identity on the 
local variety stage. This is another aspect of his career that has been denied historical 
recognition in favour of Roy Rene. Entertaining Australia, for example, gives Rene credit for 
articulating an Australian identity via Mo's picturesque colloquialisms and local expressions 
(like "strike me lucky"), while failing to acknowledge that Phillips had fashioned an original 
Australian character in Stiffy some two years before Stiffy and Mo first appeared together on the 
stage. In reviewing What Oh Tonight, on the other hand, Australian Variety records, that 
Phillips' Stiffy character was not only particularly original but also "typically Australian" 
("Princess Theatre" 10).     
 
 The fact that Stiffy had been a major part of Phillips' repertoire for at least two years prior 
to teaming up with Mo suggests that the character had undergone an extensive development 
period. The first appearance of Stiffy on the Australian stage appears to have been some time 
during late 1914 or early 1915. We can be certain that by early February 1915 the character had 
become a regular part of Phillips turn, as Australian Variety mentions in its 10 February issue 
that "Stiffy is [being] presented in a series of concluding farces at the Princess" (6). Whether 
Phillips included Stiffy in the act he and Merritt presented during their mid-1915 tour of the East 
(which included a season at the Empire Theatre, Colombo, Ceylon, in September) is not known. 
Stiffy's popularity by this stage, however, was such that not long after returning to Australia he 
was forced to write to Australian Variety warning other practitioners that he held the Australian 
rights "to the 'Stiffy' series of sketches recently worked by him over the Fuller circuit… [and 
that it was his] intention to proceed against any performers infringing on them" (13 Oct. 1915, 
12).  Phillips continued working Stiffy into his act throughout the first half of 1916, and it is 
believed that much of the material written around this time served as a basis for the productions 
he presented during the Tabloid Musical Comedy Company's debut season.
312
 
 
                                                          
312   The Nat Phillips Collection contains at least three Stiffy sketches from around this period, these being "Stiffy the Steward," 
described as a nautical comedy in 3 spasms (see Appendix I), "Sowing the Patch" (UQFL9 - Box 2, S.9) and "Stiffy the Lunatic" 
(UQFL9 - Box 2, S.13). See also "Belgravia" (UQFL9 Box 1, B.12). The "Stiffy the Steward" manuscript indicates that it was 
written on 31 May 1916, barely six weeks prior to the Stiffy and Mo premiere in July.   
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Daisy Merritt and Nat Phillips (pre-Stiffy and Mo era) 
"The People of Joy and Gladness." 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 Reviews of the Stiffy and Mo shows throughout most of their partnership together clearly 
contradict the view that Phillips had submitted to Rene's genius. Not only are the two performers 
rarely split in terms of their performance or their impact on the audience, but most reviews give 
more space to Phillips than any other performer. Throughout the first Sydney season of 1916, 
for example, reviews routinely point to Stiffy's role opposite Mo in equal terms at the very least, 
but more often highlight Phillips' impact because he was viewed as the dominant factor in each 
show's overall success. The Theatre's August 1916 review of A Sporting Chance typifies the 
view that Phillips was the undoubted "scream" in the company:  
His character is that of a hard-up, red-nosed, coatless Irish Australian with a particularly 
old-well-greased pair of pants, held up by a belt. Phillips is never so good as in roles of a 
low-comedy or burlesque character. He gets roars where another wouldn't get a smile. The 
explanation is that he has by nature the gift of being funny (53). 
 
Although individual reviews of the period only rarely provide a level of insight into 
performance and production sufficient for historical purposes, sifting through the numerous 
reports available nevertheless provides enough collective information to allow the historian to 
draw an overall picture of the company and its productions - if not always of any one particular 
performance. An example of this can be seen in the jokes and scene descriptions that often 
accompany these reviews. It is clear, for example, that Phillips provided the punch line to many 
of the jokes and scenes played out between himself and Rene - an aspect of their onstage 
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dynamics which departs from the traditional straight-man role. This is not unexpected in terms 
of Phillips' early revusicals as he had gained much of his comedic experience directing and 
starring in farces and society sketches, two variety genres that rely heavily on the interplay 
between two or more principal comics. Although it was common practice for earlier burlesque 
companies to split the lead roles into those of comic and straight-man, Phillips' conceived his 
first season of shows as vehicles through which he could highlight his particular strengths as 
much as Rene's.
313
  This is very likely one of the keys to the success of the Stiffy and Mo 
revusicals. By all accounts not only was there an instinctive rapport between the two when 
called upon to improvise comedic "business," or even make a set comedy piece look improvised 
(as would no doubt have been the case in many instances),
314
 but each was working for laughs, 
and thus a sense of friendly rivalry would most likely have been provoked right from the start. It 
needs to be remembered, however, that not only was Nat Phillips vastly more experienced than 
Rene when they first began working together, being more than a decade older and having 
worked extensively for laughs on leading variety circuits across America, Europe and Great 
Britain; but that as a senior Fullers' producer and manager it is again inconceivable that he 
simply gave in to Rene's comic genius within "months" as Fred Parsons would have us believe 
(18).  
 
 Interestingly, the role and importance of the ensemble cast is one factor that has been 
almost entirely overlooked up until now, largely because the Stiffy and Mo, as well as the Roy 
Rene, legends have dominated the historical interest. A closer examination of the company and 
its critical and public reception indicates, however, that the fundamental appeal of the Nat 
Phillips-led troupe should be attributed not just to the Phillips and Rene partnership, nor Phillips' 
pivotal role in developing the Australian revusical genre. Much of the company's success was 
also due to the supporting cast's ability to respond to the requirements placed on them. In 
essence Phillips' approach effectively redefined the revusical's potential as a popular culture 
entertainment form by more effectively articulating the genre's innate capacity to provide 
productive bodily pleasures (as discussed in the previous chapter). He did this, for example, by 
situating the chorus girls within the narratives, and by infusing socially relevant themes and 
outlooks with a more overt sense of Australian identity - both in terms of the stories and the 
                                                          
313   Perhaps the closest example of this type of comedic interplay in modern times can be seen in the work of Graham Kennedy 
and Bert Newton, and later between Don Lane and Newton. Even though Kennedy and Lane effectively anchored their 
respective In Melbourne Tonight shows as hosts, Bert Newton's comedic role and input was a significant factor. In fact he 
routinely took centre stage in terms of gags and punch-lines. 
314    The Nat Phillips Collection manuscripts frequently include "bis" in the stage directions, sometimes with specific titles (i.e. 
"Boxing Bis") and at other times unspecified. These directions indicate that it was not just Rene and Phillips who were required 
to provide some improvised 'bis." Although long regarded as improvised by historians, and perhaps viewed as such by 
audiences, there is reason to suspect, as mentioned earlier, that these comic business scenes were often founded on set routines 
and made to look improvised. Certainly whenever a successful improvised routine was developed few performers were likely to 
discard it. The frequently fluid relationship between performers and audiences is also an aspect of variety entertainment that 
must be considered as having helped artists develop and "originate" new comedy material.   
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characters. One can read into these shows, particularly the texts available in Appendix B, an 
egalitarian logic and implicit realisation of larrikin attitudes that audiences not only found 
pleasurable but which they themselves identified with, or at least understood. A clear indication 
of this second issue can be discerned from the revues and commentary generated not only during 
the 1916 Princess Theatre season but over the course of the period being examined in this 
chapter. It is evident, for example, that even though Roy Rene's reputation with the Sydney 
popular culture audience was clearly beginning to rise above the level he had established to that 
date, most early reviews position him more or less as one of the ensemble cast, while 
articulating a consensus that Phillips was the principal star. In the Theatre's August review of A 
Sporting Chance (1916), for example, Rene gets only five lines (which although positive in 
terms of his "posturing" nevertheless suggests that singing wasn't his forte). On the other hand, 
several other members of the troupe receive considerably more attention from the critic, with 
much of it of a positive nature - Peter Brooks (10 lines), Daisy Merritt (5 lines), Ivy Davis (9 
very flattering lines), the chorus girls (9 lines), Mann and Franks (11 lines) and Nat Phillips with 
20 lines of glowing tribute to his efforts as both producer and performer (52-3). Thus while 
contemporary logic proposes that Stiffy and Mo must have captivated the public and critical 
attention right from the start, this does not appear to have entirely be the case.    
 
 Evidence contradicting the currently held belief that Stiffy was Mo's feed can be found in 
a variety of sources. Nat Phillips' reputation as a performer prior to the company's debut in July 
1916 was already well-established in the minds of the Sydney and Melbourne public not just as 
a writer and director, but as skilled and seasoned comedian in the society sketch and farce 
genres. Indeed, the sheer volume of coverage Phillips received in both the industry magazines 
and newspapers throughout the Stiffy and Mo era indicates that the public would have 
considered him as one of variety's elite, and regarded his comic ability as being the equal of, if 
not superior to, Roy Rene. An April 1915 Theatre report notes, for example, that prior to being 
sent to Melbourne in March by the Fullers to manage its theatre there, Phillips had managed the 
Princess Theatre for them for some five months. He "contrived to give [his patrons] a fresh 
[farce] every week - twenty in all," notes the magazine. The report further indicates:  
Mr Phillips is a strong believer in farces, in the way of a finale… In all of them [he] himself 
played the principal comedy part. For acting of this kind he has a distinct gift, and in the 
farces he was responsible for some excellent - indeed, memorable - character studies (43). 
 
Material from the shows, published in both Australian Variety and the Theatre provide 
additional supporting evidence that Phillips was viewed as one the company's two lead 
comedians. During a scene in All Aboard, for example, Stiffy and Mo discuss the question of 
gender. When Stiffy asks Mo why he keeps referring to the ship as a she, Mo replies "all ships 
are a she." Stiffy's punch line is: "Well, what about mail-boats?" A review of A Sporting Chance 
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in the August issue of the Theatre similarly indicates that Phillips delivered the show's final 
punch-line (53). The corresponding script held in the Nat Phillips Collection supports the review 
(see Appendix B.2). In this scene, in which the pair successfully trick the Hotel Keeper out of 
the money they owe him, Rene and Phillips share the lines in the scam. The punch-line, 
however, is left to Phillips.
315
   
 
 
 
Nat Phillips' Stiffy and Mo Company programme 
Fuller News 22 July (1922), 12. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
The four original Nat Phillips scripts included as Appendix B, further indicate that 
Phillips originally conceived these revusicals around Stiffy as his parts are given more comedic 
scope and are also larger. Phillips even appears in a number of key scenes without Rene, 
suggesting that his character was conceived ostensibly as the lead. In What Oh Tonight, for 
example, Phillips again gets the laugh lines in their brief scene with Helen, the co-owner of the 
beauty parlour: 
   Helen:    Good morning gentlemen. 
   Sol:
316
    And me too. What’s your name? 
   Helen:    Helen Summer. 
   Stiffy:     What is it in winter?  
317  
                                                          
315    The Theatre's review indicates that Horace Mann played the Hotel Keeper. The Nat Phillips manuscript and the Theatre 
critic's recall of the scene are quite similar in respect of the dialogue, although Phillips originally referred to "sticks" instead of 
"apples." See Appendix B.2, lines 310-334. 
316    As mentioned in the Introduction, Roy Rene's character was initially called Sol. According to the Princess Theatre stage 
manager, Bill Sadler, Rene intended to change it to Ikey, but at the last moment took Sadler's suggestion - 'Mo.' For further 
details see Roy Rene Mo's Memoirs (63) and the Nat Phillips entry in Appendix D.  
317    See Appendix B.1., 5. 
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Two scenes between Stiffy and Mo presented during the 1918 Babes in the Wood pantomime 
further demonstrate that Phillips' punch-line delivery was common. "In a particularly well-given 
song," records the Theatre, "Mr Phillips says to Mr Rene: 'They thought you were a lord.' 'Lord 
Lancaster?' inquires Mr Rene. 'No,' Mr Phillips informs him, 'Lord Helpus!'" Also recalled was 
this piece of repartee - "Roy Rene: 'I saw you to-day outside the Hotel Australia.' Nat Phillips: 
'Yes; that's where I'm staying - outside the Hotel Australia.'"
318
 This type of comedic interplay 
continued to be part of the pair's formula throughout their career together, as the Theatre 
magazine records in an article on the Rene and Phillips in its January 1919 issue: 
Ignoring the precedent in comedy doubles, neither Stiffy or Mo works straight. Both play 
for laughs. There is a difference, however - Stiffy is "a head," and Mo is a would-be sport. 
Stiffy relies on slang, and Mo attempts it and gets tangled up in the lingual meshes so to 
speak (3). 
 
Reviews of the Stiffy and Mo appearances in the various Fullers' pantomimes often 
include snippets of their material as well as invariably commenting on the success of their 
appearance. These reviews provide additional evidence to support the argument that the pair 
worked the routines as comic equals (see various Phillips' pantomime entries in Appendix C). 
Further to this almost every review situates the partnership as the key to their success rather than 
singling out one over the other. Typical of such reports is the Age critic's view of their efforts in 
The Bunyip, staged at the Bijou Theatre, Melbourne in April 1917. "Mr Nat Phillips and Mr 
Roy Rene, as the rouseabout, Stiffy and Moe [sic] Lazarus, bore with success the burden of the 
comic interludes."
319
  Those reviews that do make additional positive comment directed at either 
Rene of Phillips also seem to be shared fairly equally between the two. Mo's Bunyip appearance 
in the 1918 Brisbane season attracted the critic's attention, for example, leading him to write, 
"Mo danced unusually well, and performed some dexterous wringles [sic] in time which seemed 
little short of miraculous and at the same time exceedingly funny."
320
  X-Ray's review of the 
1919 Grand Opera House production of Cinderella, on the other hand, highlights one of Phillips' 
"highly applauded topicalities, purporting to be addressed to a political gathering."
321
 Perhaps 
the biggest surprise in terms of contradicting the 'Phillips as foil' perception is a review of Stiffy 
and Mo's 1918 production of Two Stripes:  
Stiffy and Mo are packing the Empire at every performance, which is only to be expected by 
all who know Nat Phillips. As a "rabbit-oh" he is one of the most delightfully humorous 
personas vaudeville has had. There is something about him that brings the laughs, no matter 
what kind of mood one may have been in on entering the theatre. Roy Rene is a fine 
"feeder." 
322 
 
 
                                                          
318    Theatre Magazine Feb. (1919), 17. 
319    Age 9 Apr. (1917), 7.  See also other reviews of The Bunyip, including Table Talk 27 Dec. (1917), 27; Brisbane Courier 1  
Apr. (1918), 8. 
320    Brisbane Courier 12 Aug. (1918), 4. 
321    Theatre Magazine Jan. (1920), 23. 
322    "Empire." Truth 10 Feb. (1918), 6. 
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A week earlier the same newspaper had written of the company's debut Brisbane performance: 
Nat Phillips, as a real merino Australian comedian, is it. He carries a punch or a joke that 
wins every time. We in Brisbane have had that proved to us before. He has now proved that 
he is some producer. And he has some splendid artistes with him. Roy Rene as "Mo," Daisy 
Merritt, Mann and Franks, Pollard and Jackson, Peter Brooks, Vince Courtney, Dan Dunbar, 
Cliff O'Keefe and twelve dancing darlings comprise an array of talent rarely seen on the 
same bill.
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Nat Phillips as a Porter 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 
Nat Phillips as Stiffy 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
As noted previously, the onstage relationship does appear to have changed somewhat by 
around 1924. The Theatre indicates in 1924, for example, that Stiffy was mainly the foil in their 
scenes together during the run of In Mexico ("In Mexico" 29). Other reviews from this period 
also record that Roy Rene's improvisations were becoming more pronounced, as was his 
tendency to lapse into vulgarity, which suggests that the comic interplay was being taken over 
by Rene. The aforementioned  In Mexico review notes, too, that Phillips had wisely refrained 
from copying Mo's blue humour "knowing [full well] that he could not put it over" (29).  
However, even though differences between the two comic's interpersonal dynamics may have 
been building gradually for some time prior to the 1925 split,
324
 the relationship between them 
appears to have been one of equals for the majority of the nine years they were together. 
Certainly reviews of the company's productions from around 1922, when Mike Connors' had 
been firmly ensconced in the troupe for some two years, still imply that Phillips and Rene were 
                                                          
323    Truth 3 Feb. (1918), 6.   Few Australian revusicals of this era comprised a 12-member ballet/chorus. This rare occurrence is 
believed to have been a Fullers directive called upon in response to the fact that the company was touring The Bunyip 
pantomime as part of the same Stiffy and Mo season, and hence required a much larger cast size. Members of the vaudeville first 
part most likely also played parts in the pantomime as a means of keeping costs down. 
324    See Mo's Memoirs. Rene mentions the "little friendly jokes" and fights - during which Phillips' would get "really crazy 
mad" at him, "especially when Daisy and me would ad-lib and carry an act on for five minutes longer than it should have been 
going" (85-6). See also pages 64-5.  
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being viewed as equals in terms of their performances and impact on the audience. The industry 
(and hence public perception) of who was running the operations does not appear to have been 
unclear, however, with Phillips' name still predominant. Indeed, advertisements published in 
Fuller News in 1922 still demonstrate that the company was being run by Nat Phillips. The 
wording of the July 8, 1922 advertisement, as with all others that year states, for example: "Nat 
Phillips presents his 'Stiffy and Mo.' Coy in The Club" (7). 
 
Although regarded as Phillips' company, it is clear that Rene and Phillips were the 
principal attraction, and notably this perception appears to invariably implicate both performers 
not one more than the other. Rarely is one highlighted over the other. A review of the 1924 
Bunyip revival published in the Sydney Morning Herald again typically refers to Stiffy and Mo 
on equal terms. "Phillips and Rene," notes the critic, "assume various characters but maintain 
throughout the strongest appeal to the laughter-loving audiences who flock to see them."
325
 A 
sample of reviews form the 1924 Fullers' Theatre season (Syd) further support this argument. 
"Nat Phillips and Roy Rene," writes the Everyone's critic in the 12 November issue, are 
"comedians who do as they like and who are liked by the audience" (44). The Theatre's October 
review of In Society also implies that Phillips and Rene were both lead comedians, when noting 
that they had wisely surrounded "themselves with 'excellent' straight people" so as to avoid the 
possibilities of their "humorosities… becoming too boresome" (15). Earlier in the season, too, 
Everyone's had reported that: 
As two absurd-looking sailors, Stiffy and Mo have the crowd in a perpetual simmer of 
merriment from the time of their stage arrival. At times the hilarity is deafening, as Roy 
Rene, in most inimitable manner, finds himself in most absurd predicaments; or the 
dominating Nat Phillips adds further to the ludicrous attempts of his co-conspirator to create 
mirth (3 Sept. 1924, 36). 
 
The 4 March 1925 issue of Everyone's, published not too long before the ill-fated Adelaide 
season which became Stiffy and Mo's last appearance for several years, does indicate that by 
that stage Roy Rene had begun to carry the weight of several others in the company. It is likely, 
too, that the tension between the two principals may well have begun to have an impact on the 
troupe as a whole, possibly separating the company between those whose loyalties were with 
one or the other. This also likely led to an increase in tension, if not always noticeable on stage 
then certainly off it. This negativity and unpleasantness would have been at odds the generally 
harmonious atmosphere of previous years - a hypothesis supported by the rather stable 
composition of the ensemble. In this respect the core group or supporting actors remained 
relatively unchanged for long periods, an aspect that very likely contributed to the company's 
success  over the years, and certainly during its formative phase. 
 
                                                          
325
 "The Bunyip." Sydney Morning Herald 22 Dec. (1924), 5. 
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While the revusical form itself played a key part in allowing the surprising connection to 
be made between production and reception, what seems to have set the company apart from 
others at that stage was the fact that Stiffy and Mo were wholly identifiable Australian types  - 
even despite Mo's Hebrew characterisation. At first glance Nat Phillips' revusicals appear to 
differ little from others being staged at that time. These early productions include: What Oh 
Tonight, A Sporting Chance, Watch The Step, Gee Whiz, All Aboard and Yes We Don't. What 
seems to have captured the attention of both audiences and critics, however, was Phillips' 
unusually clear delineation of what audiences accepted as Australian identity in the characters 
(notably Stiffy and Mo, but also in the other roles) and his ability to create situations that 
allowed all the performers an opportunity to show what they could do. Indeed, these productions 
were far from being two-man shows. The Australian Variety critic writing in the 30 August 
1916 special edition provides an idea of the effect the company had on the public and critical 
consensus at that time:  
It is safe to say that no greater laughing hit has ever been registered at any other theatre in 
Sydney. This is no idle assertion, but is the honest conviction of this scribe, who has seen 
every production in the last five weeks, when the laughter has been so great it has stopped 
the show repeatedly - even the principals becoming engulfed in the wave of cacchination 
[sic] spreading over the house (16). 
  
 
 
Nat Phillips' Stiffy and Mo Company, Lead Male Cast 
(L-R) Peter Brooks, Nat Phillips, Walter Jackson (aka Walter Whyte), Roy Rene, Horace Mann 
Theatre Magazine Sept. (1918), 29. 
(Courtesy of the Fryer Library, U of Qld) 
 
 Significantly, the core membership of the first Stiffy and Mo line-up was particularly 
strong, comprising well-established and experienced variety performers. This is just one aspect 
that appears to have been forgotten as the legend of Stiffy and Mo took shape over the 
forthcoming decades. Indeed, hardly any reference is made in the currently available literature to 
the fact that this was an ensemble company  - a troupe that relied very heavily on the ability of 
the whole cast to rise to the levels expected and not just rely on Phillips and Rene to carry the 
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show. Had this been the case, the revusical genre would most likely have been withdrawn as a 
performance vehicle to allow Rene and Phillips to work instead as a variety duo. In this respect 
Phillips was aware of the same need to surround himself with quality performers that Bert Le 
Blanc admits made his career so successful. "I am very fortunate in securing the services of the 
people whom I have," he says in "A Chat with Bert Le Blanc." "To my way of thinking no man 
should attempt to produce unless he is a capable actor, and [and he should be] a man… not be 
afraid to do the same things he is telling his actors to do" (17). Similarly Phillips, being highly 
regarded by the Fullers, was able to extend his influence to most areas of his operations, and 
thus the members of his troupe were each aware that their continued livelihood depended on 
maintaining a consistent level of performance.  The Theatre hints at the possibility of the 
pressure felt by members of the troupe in response to the spectacular success achieved in such a 
short space of time, when it records that Phillips was garnering too much on-stage attention 
from the other cast members. "They should leave [the boisterous laughter] to the audience," 
writes the magazine's critic. It "gives you the unpleasant feeling that they are trying to sweeten 
themselves with Mr Phillips as the boss of the show.
326
   
 
 
 
Stiffy and Mo Chorus "The Radio Six" 
Green Room June (1922), 9. 
(Courtesy of the Fryer Library, U of Qld) 
 
   
 Whatever criticisms were made of the cast during the first Princess Theatre season appear 
to have been either heeded or unnecessary because the nucleus of that troupe remained much as 
                                                          
326    See Phillips' entry in Appendix D for information. 
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it was over the next two years - a factor that may well have further impacted on the capacity of 
the actors to respond to the mayhem created by Roy Rene's increasing instances of 
improvisation. This core group of performers included Caddie Franks and Horace Mann (aka 
Mann and Franks) who, like Phillips and Merritt, were leading sketch artists of the era. The 
handsome young lead, Peter Brooks, described by the Theatre as having a "particularly good 
stage appearance" (Sporting Chance" 53), provided the cast with a suitably heroic character, 
while ex-J. C. Williamson star Walter Whyte
327
 (along with Horace Mann) provided the all-
important elderly targets of Rene and Phillips' larrikinism. Reviews of the Tabloid Musical 
Comedy Company's performances indicate, too, that Daisy Merritt's role in the proceeding was 
vital to their overall success - particularly in the repartee between herself and Phillips. Certainly 
she receives a good share of space within most reviews. It can be assumed in this respect that, as 
a regular low-comedy foil to Stiffy, the intuitive timing between the pair (the result of years of 
practice) and her intimate understanding of Phillips as a producer, writer and actor, provided 
Merritt with an ideal vehicle through which she could establish her credentials as one of the 
most accomplished, and certainly one of the funniest variety artists of the era. Typically, as the 
Theatre records of one particular scene in A Sporting Chance, Merritt's characters scored just as 
much laughter as her husband's ("Sporting Chance" 52). Another key member of the initial 
company was Maisie Pollard, whose career stretched back to early childhood. Again, her 
experience provided the troupe with a high level of professionalism, while her "principal girl" 
looks and demeanour provided an appealing female love interest for Peter Brooks' juvenile 
characters. Often the company was required to bring in additional actors to fill out roles, and in 
these situations Phillips could draw on any performers available from the first part vaudeville 
programme. This occurred for example with A Sporting Chance, when popular sketch artists, 
Courtney Ford and Ivy Davis, were brought in to play additional roles.  
 
 It is reasonable to suppose that the process of manufacturing the Stiffy and Mo (or more 
precisely the Roy Rene) legend over other company members has gone unchecked largely 
because those writing the accounts have either had a personal investment in the legend, in most 
instances either through association with Roy Rene, or because their status as former variety 
performers has been granted unconditional testimonial status. An example of this latter aspect 
occurs in Billy Maloney's Memoirs of an Abominable Showman. "For sixteen years, Australia 
and New Zealand were regaled with Stiffy and Mo as jockeys, lords, waiters, Frenchmen, 
sailors, boy-scouts," he records. "In fact any social status was good enough for the theme of a 
revue. There was little plot, a dancing specialty of two, a tenor and a soprano, and a line of six 
                                                          
327    Walter Whyte appears in the company under the name Walter Jackson. The reason for this is unknown. See the Theatre 
Magazine Oct. (1916), 49. Whyte came to prominence in the early 1900s through his roles in J. C. Williamson's Gilbert and 
Sullivan productions. His fellow Australian stars included John Ralston and Dolly Castles (see c1905/06). 
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girls, but week after week Stiffy and Mo packed Fullers' theatres to the rafters" (22). As well as 
there being several inconsistencies in this recollection, a  number of issues emerge which 
deserve closer scrutiny - notably the reference to "theme" and "lack of plot"  and the relegation 
of the company to the chorus, a tenor, soprano and one or two specialty acts. Later insights 
focusing specifically on Stiffy and Mo, such as those by John West, Victoria Chance 
(Companion to Theatre in Australia), Katrina Bard or Katherine Brisbane contains very little if 
any reference to the early members. Interestingly, although Mike Connors and Queenie Paul 
only joined the troupe in mid-1920 they nevertheless receive greater attention than those who  
comprised the initial ensemble. Even Fred Parson's account in A Man Called Mo reveals little 
regarding the other members of the troupe.  This is compounded by an almost incredible lack of 
interest even in Nat Phillips, who surely must be regarded as one of the most influential and 
significant practitioners working in the Australian variety industry during the era in which it saw 
its greatest impact on the country's popular culture.  
 
 
 
Roy Rene and Nat Phillips (mid to late-1920s) 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
 
Although it is not clear how much time Phillips had to prepare his first season of 
revusicals, Australian Variety indicates that not much time elapsed between his taking over the 
reigns of Albert Bletsoe's company and turning it into the Nat Phillips Tabloid Musical Comedy 
Company. It is likely, however, that Phillips had perhaps as many as six productions ready prior 
to starting his season at the Princess, which corresponds to the length of the Phillips' initial 
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contract with Sadler and Kearns. That he reused a good deal of his previous material in these 
productions is almost certainly the case. This claim is supported by the comedy routine "Stiffy 
the Steward" (see Appendix I). Written only a few weeks prior to the formation of the Tabloid 
Comedy Musical Company, it contains several passages which found their way into the first few 
revusicals. After their contract with Sadler and Kearns was renewed, the company repeated the 
same revusicals - as much a response to demand as it was to necessity. The next six weeks and 
the season that followed gave Phillips enough time to not only prepare new material, but also 
begin pre-production on The Bunyip for Christmas that year. These first half a dozen revusicals, 
and the success they generated, therefore effectively crystalised the Stiffy and Mo format, and 
subsequently offered a template for the local industry. Of particular appeal (as noted earlier) 
were the distinctive Australian characters - as purveyed by Stiffy and Mo. This facet perhaps 
more than any other encouraged most of the other, and later, revusical creators to do likewise, 
primarily because they were also operating at an intimate level with their audiences, and were 
therefore aware of the social changes occurring. Indeed, as Appendix C shows, there are 
numerous examples of Australianness  - characters, situations, settings and ideological intent - in 
the revusicals emerging from 1916 onwards. In many instances, however, the degree of 
Australian identification on the variety stage is one of subtlety rather than the more overt and 
parochial manifestations of Australianness exhibited in the dramatic stage. It is for such a reason 
that leading variety star Jim Gerald, long regarded as an "internationalist" in his approach to 
staging revusicals, can now at last be recognised for producing revusicals with a distinctive 
Australian bent, even though his stories were sometimes set in foreign climes - a practice 
commonly undertaken by most Australian revusical writers, including Nat Phillips.  
 
 The manuscripts held in the Nat Phillips Collection allow the historian access to texts of 
the pre-1930s era that are driven by popular culture needs and not aesthetically-orientated 
literature, and are therefore an important site from which we might better understand what 
motivated the Australian variety theatre industry and its audience to share in this form of 
entertainment. To reiterate David Mayer's comments from the Introduction, we need to move 
beyond the long-held security of analysis founded on the standard text-driven and aesthetically 
respectable critical approach. Only when we accept the possibility that inartistic, energetic, 
mindless, unliterary dramatic genres enjoy a vast popularity and appeal to the greater part of the 
population, can we begin to see the theatrical expressions of an age in a more accurate 
perspective (259). Minstrelsy, vaudeville, revues, revusicals, follies and musical comedies were 
collectively the dominant entertainment medium of the popular culture during the period under 
investigation. It becomes evident, then, that a popular culture-based historical survey into 
Australian popular music theatre of the period is certainly justified, if not long-overdue. Just as 
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cultural studies theorists now investigate seeming never-ending nuances of popular culture 
entertainment reception and production in an effort to understand the machinations of modern 
society, so an historical examination must also explore the popular entertainment forms if we are 
to come to some level of understanding of our cultural and social past. To do this effectively the 
historian has to engage with the industry and social aspects of its production and reception so as 
to be better able to draw conclusions about the history of that era. This case study focusing on 
Nat Phillips demonstrates that not only do we still have a long way to go, but that there exists an 
entire industry worthy of our attention. 
 
 
 
Stiffy and Mo promotion image 
Nat Phillips Collection (UQFL 9). 
(Courtesy of the Fryer Library, University of Queensland) 
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CONCLUSION 
 
 
"A Matter of Time: Australian Theatre History in the 
Twenty-First Century" 
 
 
A nation's conception of itself is fashioned not only by the myths, traditions and 
stereotypes of popular culture but by its historians' selective interpretations of past 
events. An awareness of the way historians have 'manufactured' our past and a 
knowledge of the different models of Australian history which they have advanced or 
downplayed is therefore vital to our understanding of the Australian national ethos 
(Pascoe 3). 
 
Theatre history is still a young discipline, but it has begun to reach its maturity at a happy 
moment when pervasive attention is being given throughout humanistic scholarship to 
means and methods, to theory and practice… [but] unless we thoroughly scrutinize these 
fundamental and far reaching issues relating to the evidence we use and the tools and 
methods of its accumulation and identification, we risk producing a puerile, superficial, 
and ultimately useless scholarship (Donahue 178). 
 
 
 
 Writing in the late 1970s and mid-1980s Rob Pascoe and Joseph Donahue argue a case 
for historical investigation to continually redefine its objectives and approached. Both 
emphasise the importance of being aware of the relationship between facts and argument and the 
need to indicate the gaps as well as the connections between sources, while also acknowledging 
the existence of a fundamental approach to research and analysis. For Pascoe this has manifested 
itself in certain features of style and outlook which he sees as having separated historians into 
various schools of thought. His critique is also not so much interested in the intellectual, social 
and political backgrounds of historians but in "what they have actually produced." The 
Manufacture of Australian History concentrates almost exclusively on output - "analysing the 
inner logic of selected historian's interpretations of the past and exploring their ideological 
implications and underpinnings" (3). In focusing on points of difference, however, Pascoe finds 
it difficult to accept that contrasting ideologies can find common points within their respective 
approaches.  
 
 For Donahue, the critical factor underpinning his critique of how historians collect and 
document their evidence is less a matter of competing ideologies than the danger of the 
"unexamined method."  Interpretation is not being ignored as much as being put into 
perspective. The key to his approach is the "primacy of argument" – that is, the historian's initial 
engagement with a subject or area should not be dictated by the quantity or structure of facts. "A 
moment's thought," he writes, "should convince us that the survival of sources is subject to all 
the vagaries of life and is itself no guarantee of significance" (193).  
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 Even though both Pascoe and Donahue tackle a similar area of concern regarding 
historical research, one difference between the two authors impacts on this thesis. While 
Pascoe's critique is concerned with analysing the published output of some fifty prominent 
historians and separating them into different and often competing camps, Donahue highlights 
the need to defer to scholarly tradition, whatever its background. His reason is that "if we can 
manage to keep a sense of where we stand in the sometimes stormy process in which old 
knowledge is scrutinized, rejected or revised and new knowledge created, we may more 
effectively seize the moment for useful scholarship of our own" (195). Although this study's 
methodological and ideological approach is very much in line with Donahue's, from a practical 
perspective it also falls within the "empiricist" paradigm described by Pascoe in his third 
chapter. It must be stated, however, that the variety methodology is not opposed to speculation 
and ideological interpretation - two aspects Pascoe describes as akin to "grievous crime" and 
"cardinal sins" for the empiricists (84) - as long as these are signalled as such. One problem with 
Pascoe's critique is that he sees the "obsession" with facts and "the desire to narrow the field of 
study down so sharply as to permit low-level generalization and the marked distrust for ideas" 
(90) as nitpicking and overly conservative (92). As this dissertation clearly demonstrates in the 
case of Nat Phillips and Roy Rene, the revusical, and indeed much of the pre-1930s' variety 
industry, the failure of past research to identify factual data has led to far too many erroneous 
conclusions about the level and type of activity produced and the relationship between this 
activity and the Australian populace.  
 
 Although it has been necessary on occasion to draw attention to flaws within past 
historical approaches, I am mindful that my own education as an emerging historian has been 
shaped by the important work of many of those same individuals. To a large degree this 
dissertation's focus on a small number of published historical accounts is a consequence of there 
having been too little research conducted in the area of pre-1930s' popular culture music theatre 
to date, and hence certain historians appear to have been targeted, perhaps unfairly so.  
Donahue's observation that "everyone's knowledge is partial… [and] that today's deeper insight 
may prove tomorrow's meretricious trendiness" (194), is a welcome reminder that historical 
reconstruction can never be static and that new methods and approaches can only derived at in 
response to the efforts of those come before. It is also clear that only in very few instances have 
the errors or bias of past research and memoir been intentional. Indeed, the motivation driving 
this project from its inception has not been one of levelling blame or attempting to dismantle the 
traditional approaches to theatre history, but rather as an attempt to find a more appropriate way 
of acknowledging the achievements of a long-forgotten Australian theatre industry. The end 
result, however, is one that posits another reminder that historical scholarship cannot progress if 
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remaining bound to tradition. Historians must necessarily continue to reassess their approach 
and the parameters of their area of study, as well as the perceived limits of its coverage, if the 
field of scholarship is to continue as a viable academic enterprise. Perhaps the most problematic 
aspect of past theatre history research is that too often conclusions have been drawn based on 
inadequate primary research or through an over-reliance on untested memoir and secondary 
sources. As Donahue argues, it is imperative that the historian invoke a measure of skepticism 
(to both the subject and the sources), to accurately treat and respect the circumstances of source 
origin, and to signpost gaps and assumption, so as to allow fellow scholars the ability to either 
retrace or follow on with their own related research into the area (194).  
 
 Throughout the preceding chapters I have demonstrated a number of instances in which 
historical interpretation has been undertaken with very little attempt to fulfill the fundamental 
obligations of historical research. This is an approach that operates contrary to the principles of 
historicism. "Theory-building cannot claim a privileged immunity from empirically-grounded 
critiques," Raphael Samuel argues, because "the two are necessarily dependent, even if they 
occupy different planes of abstraction" (xlix). If the theory is not grounded on empirical 
research, the possibility of fabrication increases. While on an individual basis such occurrences 
may not operate to overly distort any one field of inquiry, the problem increases exponentially 
as the errors are repeated by successive generations of historians or used to form the basis of 
accepted belief. In the case of Australian variety entertainment during the pre-1930s era, for 
example, the erroneous understanding that Roy Rene was the dominant comedian in the Stiffy 
and Mo partnership has no significant impact on the way the nation perceives its own history. 
Such an error can be effectively remedied within a short period of time as new accounts are 
published. What is of greater significance, on the other hand, is the impact that negligence or 
error has on the scale of national identity or esteem. There has long been a perception, for 
example, that Australian creative industries have rarely been able to match or surpass foreign 
forms, both in terms of box office success and aesthetics (or structural form). The point to be 
made here is that debates over the existence (or reality) of an Australian cultural cringe or low 
national self-esteem within academic forums is neither here nor there. It is when the perception 
is continually reinforced within the popular media forms that the issue becomes instead a de 
facto reality. A casual glance over the past century of comments relating to the perceived failure 
of Australian music theatre is testament to the power of media reinforcement in shaping opinion 
- even though the historical evidence (in relation to the Australian-written revusical) suggests 
otherwise. 
 
 In the late nineteenth and early twentieth centuries, the inadequacy of Australian-written 
high culture works was invariably to focus of media criticism: 
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It was a sad reflection that few works of art, music or literature were accepted in Australia 
until they had received the seal of approval of recognition in England.  It was this mental 
attitude of the average Australian which had driven away such novelists as Mrs Humphrey 
Ward, Mrs Campbell Praed, and others… and Signor Lardelli, in the same way, was now 
forced to visit London to produce an opera which should be hailed with enthusiasm on the 
Australian stage"  (Bruce Smith. Sydney Morning Herald 22 Mar. 1895, 6). 
 
Without attempting to predict the future of [the comic opera] The Coquette was produced for 
the first time upon any stage at the Palace Theatre last night, it may be pronounced one of the 
very few pieces originated in this city that stand a reasonable chance of permanent success 
("Palace Theatre - The Coquette." Sydney Morning Herald 29 Aug. 1905, 8). 
 
As early as 1958, Age critic Bruce Grant asked the question "What will the Australian musical 
look like when it establishes itself?.... Australia has no tradition to steer it through. I doubt if a 
line of development can be detected.
328
 By the end of the 1970s, following the rush of creative 
enthusiasm and self-reflection that had begun to emerge as early as the mid-1960s, the attention 
had turned primarily towards our inability to create popular successes and export them overseas. 
"Is it really what critics (and everyone) are still looking for in an Australian play - a commercial  
success at home which will then prove to the West End and Broadway that we can do it too? It 
seems very like it," wrote Margaret Williams in 1977 ("Australian Drama" 445).  Despite there 
being some positive critical responses and good public support for musicals like Albert Arlan's 
The Sentimental Bloke (1961), the issue of continual failure was being put increasingly into an 
historical perspective, with the cultural cringe and low self-esteem factors becoming 
increasingly noticeable: 
Since 1900 over 300 musicals have been professionally produced in Australia. Do you know 
how many of those shows were written by Australians? About 40. And that’s the good news! 
The bad news is that out of those 40 shows, only 13 have been seen in more than one state 
(Tony Sheldon, Theatre Australia Sept/Oct. 1977, 9). 
 
Far from being an adherent to the cultural cringe theory of Australian arts, [John] Diedrich 
believes it is possible [for the Australian musical industry] to emulate the achievements 
abroad. It will, however, require the same dedication and discipline exhibited overseas 
(Simon Hughes, Theatre Australia Apr. 1982, 15). 
 
What happened to the Australian musical?.... Or did it ever exist? Or are The Venetian Twins 
and Dorothy Hewett's Muckinupin the closest we’re ever going to get? (Graeme Blundell, 
Sydney Morning Herald 3 July 1982, 39). 
 
Have there been any really successful Australian musicals? Clearly the answer is a 
resounding no! (Peter Johnston, Melbourne Review 8.3 1992, 30). 
 
This same line of inquiry continued through into the 1990s. Although some measure of 
perceived optimism became noticeable following the debut of The Boy from Oz in 1998, and 
the question of its export potential was seized upon by the media, the issue of Australia's long-
held perception of failure in terms of both musical theatre and the ability to compete against 
foreign products was never far from the surface: 
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     Literary Supplement 15 Feb. (1958), 19. 
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Whether [The Boy from Oz is] "the great Australian musical" some people have willed or 
expected it to be, the dedication of the creative team, cast and technical crew has paid off 
handsomely... What audiences at Her Majesty’s Theatre in Sydney have in front of them is a 
long overdue, confident and heaven-sent musical (Bryce Hallet, Australian 7-8 Mar. 1998, 
12). 
 
For years the pitiless search for "the Great Australian musical" has gone on. Dough has been 
done and early baths taken as show after show stepped up to the footlights only to fail, either 
bravely or dismally. And as the latest Lloyd-Webber or revived Rogers and Hammerstein 
sucked in the crowds and the dollars, we began to suspect it was true: Australia just couldn't 
do musicals (Diana Simmonds, Bulletin 17 Mar. 1998, 66). 
 
One definition of optimism these days would be involvement in the development of an 
Australian musical (Helen Thomson, Age 15 Mar. 1999, 16). 
 
Somehow, [The Boy From Oz] has boldly gone where few local musicals have gone before: 
successville. It is being talked about as the Great Australian Musical. The subtitle crops up 
inevitably, confidently and proudly. We have had Great Australian films, plays, rock groups, 
artists, but not, until now, something from musical theatre (Michael Shmith, Age 15 May 
1999, Saturday Extra 6). 
 
 
 In light of the findings presented in this thesis what becomes a new issue is that for at 
least the past orty years Australian inadequacy in the field of music theatre production and 
creativity has established a national psyche built around the perception that nothing of any 
significance ever happened until the 1970s. Even then the success was limited to a market 
largely fashioned around tertiary educated, white youth and the wider Australian popular culture 
as the term "popular theatre" seemingly implies. The accepted belief that Australia has never 
been able to establish a successful popular culture music theatre industry must therefore now be 
seen as a failure of historians and the industry itself to acknowledge that the country did succeed 
in doing this on a wide scale and for several intermittent decades prior to the 1930s. 
Interestingly, too, of all the reviews located during my research into post-1930s Australian 
musicals, rarely is there any mention of Oscar Asche's musical extravaganza, Chu Chin Chow, 
which premiered in London's West End in 1916 and held the record for the longest run (2,238 
performances) for almost forty years, and which also ran on Broadway for six months (Oct. 
1917 - Apr. 1918). This lack of recognition (for a production written, produced, directed and 
starring an Australian) within the wider Australian public provides further evidence of neglect 
by historians in the area of popular culture theatre research and its dissemination into the public 
record. 
 
 To a large extent the problems encountered in the initial research stage of this project are 
those which have inadvertently occurred as a result of an ad hoc approach to Australian theatre 
history research over the past three or four decades. As a field of academic inquiry it is 
unsystematic because theatre historians have traditionally preferred to investigate their own 
interest areas in their own way. With no over-arching structure or direction, the human resource 
factor is inefficiently utilised. Individual historians, for example, too often cover the same 
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territory as their peers (past or present). This inefficient practice is of a type that has no place in 
contemporary industry management because it ignores fundamental time and motion principles - 
the result being that overall output is decreased. Thus although historians network through 
academic channels - conferences or at a departmental level, for example, the separate nature of 
their research means that  information valuable to one researcher is often overlooked by others 
researching another field of inquiry from the same period or sources. Of further concern is the 
continued downgrading of pure theatre history research both at a school level, where it is 
invariably seen as a poor cousin of theory-based analysis; and at an industrial level, which sees 
the paradigm pushed further towards the margins of academia.  
 
 Concerning the first issue, as has been demonstrated throughout this thesis, the problem 
for any historian attempting to interpret Australian social attitudes and behaviour or industrial 
activity in response to pre-1930s' popular culture entertainment is that there has simply not been 
enough research undertaken. The methodology that I have applied to this dissertation has 
therefore been an attempt to demonstrate a more effective way of surveying this industry, so as 
to maximise the quantity and quality of data required. The evidence presented in this thesis is an 
example of what can be achieved.   
 
 Two further concerns relating to methodology have also been identified within the thesis. 
In each instance the variety methodology has accounted for limitations by organising its 
research around industrial activity and by providing primary source evidence. The first of these 
issues relates to an inherent bias within the field of theatre history research. The traditional 
approach sees history unfold largely as a result of the interests of historians. The validation of 
particular historical figures, for example, reinforces the self-enclosed territory of historical 
analysis, because it reconstructs a history built not so much from an engagement with the theatre 
industry as it operated in its contemporary setting, but in accordance with  what the researchers 
decide is important. The second concern is that traditional methodology is inadequate other than 
for "known" history. Although traditional methodology works effectively with "known" or 
"assumed" history, it cannot cope with activity or individuals of which the historian has no prior 
knowledge. This has been a major flaw, for example, in the way historians have attempted to 
engage with pre-1930s' popular culture entertainment. Because most professional variety 
performers were required to move constantly around the country and to take up engagements 
under various levels of management, any research concentrating either on the upper echelons of 
the industry (Harry Rickards) or in a limited location (i.e. Sydney and Melbourne) cannot 
adequately account for overall activity. 
  
 294 
 An additional concern that is not specifically related to this study, but which supports my 
argument that Australian theatre history requires further re-assessment is that too little history is 
being unearthed, and that this situation is likely to get worse because of the economic pressures 
being brought to bear on the humanities overall. In one respect, the issue counters Bruce 
McConachie's assertions that "the romantic re-telling of individual history as a means of 
demonstrating why a particular person is a crucial element in the nation's past cannot hope to 
change or re-shape the way nations perceive their history."
329
 This thesis provides compelling 
evidence that in the Australian context the issue is not one of re-shaping the way we think about 
our history through uncovering individual careers, but rather the need to uncover an entire 
industry that operated over the course of half a century and which serviced Australians across 
the length and breadth of the country during its formative years as a Federated nation. One 
conclusion to be inferred by the evidence of activity presented in this study is that the long-held 
and mistaken belief that nothing of any importance occurred in Australian theatre until the latter 
part of the twentieth century is erroneous.   
  
 The second and final issue to be raised here concerns the shifts in tertiary institution 
structuring and planning. While the work carried out by the relatively small (and shrinking) 
band of theatre historians to date has undoubtedly been an achievement, the current trend 
towards marginalising and downgrading theatre history research raises the possibility of the 
field being less attractive to post-graduates. The result may well be that theatre history will in 
the not too distant future find itself out of business. The perception that theatre history research 
is unwarranted may soon be reached by university administrators and bureaucrats because the 
history itself currently reinforces the impression that little activity of any great significance 
could have happened in our past because if it had, surely we would have uncovered it by now. 
Theatre history might therefore be said to be a victim of its own making. It is not surprising that 
its image and relevance is suffering.  
 
 Joe Siracusa observed in 2002 that the humanities, and history in particular, had been 
undergoing a slow, painful death for some thirty years. "Like other important branches of 
learning concerned with human thought and relations," he notes, "history has been hammered, 
harassed and finally marginalised by forces it could not have forseen" (8).  As universities 
increasingly rationalise their function and future they appear to be directing more resources into 
scientific research and more firmly embrace corporate institutions. The pressure on schools 
within the humanities to justify their relevance is evident in the new programs and courses that 
have emerged in the past decade. Not surprisingly traditional fields of inquiry have been pushed 
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England Theatre Theater Journal 8 (1997): 29-44. 
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evermore towards the margins. As Siracusa further notes, "it wouldn't have taken a rocket 
scientist to work out that the post-Dawkins era would see the humanities attacked first, and that 
perhaps in the long run some traditional schools and courses would be done away with 
altogether" (9). Evidence of this pressure on traditional fields of academic inquiry can also be 
observed both in the world-wide demise of academic publishing houses the decline of interest 
by those still operating towards all but the most "saleable" products, and the gradual 
undermining of tenured research positions within the tertiary education system.
330
 
 
 While successive Australian governments and tertiary institutions are an easy and perhaps 
not unwarranted target for blame, theatre history's slide towards possible irrelevance has not 
been entirely one-sided. To a large degree it might be said that history has failed to catch up 
with the times. Concerning Australian theatre history, for example, is it a case of too little and 
too late? A little over a year after Siracusa's article was published, I presented a seminar at the 
School of English, Media Studies and Art History
331
  titled "Fresh Insights into Australian 
Theatre History: The Methodology Factor and Variety Theatre." During the conclusion to that 
paper I made the point that theatre history research today is a nineteenth century paradigm 
attempting to be relevant in the twenty-first century, and that if it were a business it would be 
now on the verge of bankruptcy. Constrained in terms of its overall results, ineffective in its 
scope and capacity to sustain growth (through results), with its practitioners under increasing 
teaching and administration workload, and of little interest to the wider community, academic 
theatre history is possibly on borrowed time. It certainly cannot compete with the emerging 
"popular" media and cultural studies paradigms. 
 
 That theatre history may be pushed to the extreme margins of academic inquiry is, of 
course, at this stage more a possibility than a prediction. While pressure to "make it pay" is 
being applied to the discipline by the schools and institutions that administer it, there is also the 
possibility that the current trend towards rationalisation may correct itself - either across the 
board or by allowing certain institutions the capacity to interrogate aspects of history without the 
need to prove economic viability. Even so, the need to further assess and continually deploy new 
methodological approaches to surveying history is paramount to the discipline's future 
relevance. The ultimate purpose of this thesis has been to demonstrate a means by which 
historians can counter the seeming lack of primary source materials that allows them to interpret 
past popular culture activity. The evidence presented in both the thesis chapters and appendices 
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clearly shows that the methodology is effective. The new insights into the level and nature of 
industry production and its leading practitioners suggest, too, that much more work is required if 
this industry is to be better understood and its achievements fully acknowledged. Even so, this 
methodological approach has its own limitations, and will require further modification in later 
years. The strength of this methodology is its capacity to locate and collate data that is available 
from primary sources that may best be described as relatively small and incomplete. For 
historians in the future, perhaps those attempting to interrogate this era's theatre activity, the 
problem will be reversed due to the enormous amount of information available through 
advances in technological data storage. The possibility that future historians can continue to 
work in isolation may be tested in the coming years, simply because the effort required to 
identify, collate and interpret the massive amount of information which will then available will 
very likely be beyond the capacity of any one individual. 
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FOREWORD TO APPENDICES 
 
[The following has been abridged from the Introduction to this dissertation] 
 
 
 
 The motivation for this study was sparked during my previous post-graduate research into Australian-
born entrepreneur, Harry Clay. While the pre-1930s Australian variety industry's historical neglect was not a 
focus of that study's research parameters, it nevertheless became an issue of increasing interest. I began that 
project knowing almost nothing about great-great-great uncle except that he was a Sydney-based variety 
manager. Some twenty years previous I'd even lived a few blocks away from Newtown's Hub Theatre 
(previously the Bridge Theatre) unaware that Uncle Harry had built and run his organisation from there. 
With so little information available my initial approach to the MA thesis was to try an demonstrate his 
significance by identifying who he employed - the premise being that if he was an important industry 
manager he would have engaged a number of people who were either leading performers while on his circuit 
or who later became well-known.  
 
 The survey of Clay's operations eventually resulted in an extensive data collection of more than 2,200 
individual acts. Very few of these people have ever been acknowledged in the historical record, however. 
Even despite early indications that quite a few were considered local stars The evidence gathered for this 
dissertation further demonstrates that several hundred of these artists were clearly recognised as celebrities, 
if not stars, by variety audiences right around Australia. Many of these practitioners were not only 
performers, but also writers, songwriters, managers, and producer/directors, who presented entertainment 
that was both appealing and relevant to their contemporary public. The data contained in both these 
appendices also indicates that a high percentage of people working as Australian-based variety performers 
were long-term professionals who operated within an established, viable and connected industry.   
 
 This dissertation's initial research inquiry was based then on two clearly defined issues: 1) why and how 
has the Australian variety industry and its leading practitioners been neglected to such an extent that the 
industry appears not to have existed aside from the Rickards/Tivoli and Fullers' operations; and 2) was it 
possible to locate enough primary evidence to prove that the Australia variety industry produced not only a 
large number of performers of social and historical worth, but also created an original homegrown theatrical 
genre (the revusical). Having identified this line of inquiry my underlying objective was to improve and 
extend on the methodology used for my Masters research so that this project could overcome the problems 
identified during the course of that study. As a result of developing this new methodological approach the 
thesis has been able show that an entire era of theatrical activity disappeared from historical records as a 
result of a complex series of external factors during the late 1920s and early 1930s. The evidence also 
suggests that much of what we currently believe about the Australian variety industry, and its relationship to 
the popular culture audience that engaged with it, needs to be re-evaluated.    
 
 As Appendices C and D readily demonstrate, this newly devised research approach more readily copes 
with the vagrancies of the variety industry, its ephemeral nature, its widespread infrastructure and the 
seemingly limited amount of primary evidence available in respect of production and individual 
performance activity. The dissertation has already argued in this respect that the traditional historical 
approach has failed to piece together the vast industry activity produced within the popular culture sphere of 
the pre-1930s because it simply has not been able to identify or even recognise much of that activity. The 
consensus that one (or possibly two companies) dominated the market has existed for so long in the minds of 
historians that no one has yet attempted to put the industry under the microscope of academic investigation. 
Indeed, it is now clear that the current historical record pertaining to Australian variety is not so much the 
result of rigorous investigative research, but more a case of secondhand reporting - often the repetition of 
inaccurate memoir, long-standing myth and previously unchecked historical claims. Furthermore, the current 
history reflects a problem that until now seems not to have been considered by academics. I refer here to the 
very real probability that our current understanding of the past is less a reflection of real world activity than 
a culmination of the collective personal research interests of individual historians. The methodology devised 
for this study is therefore an attempt to circumvent such research flaws by focusing almost exclusively on 
primary source evidence - using secondary sources only when they can be aligned with uncontested original 
evidence, and treating the data with an egalitarian logic rather than through preconceived notions of value or 
success.  
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 This appendices includes an extensive, though still not exhaustive, chronological survey of Australian-
written popular culture music theatre works staged between the 1870s and 1935.  The findings effectively 
overturn the way we currently understand this period of theatrical activity in Australia. The research clearly 
demonstrates, for example, that the local variety industry was a significant part of Australian social and 
cultural life, and that it maintained its high profile presence for more than fifty years through a number of 
factors that have until now gone unrecognised. Appendix C in particular demonstrates that the Australia-
wide variety industry comprised of many dozens of high profile managers and entrepreneurs during that 
period and employed many thousands of artists each year.  
  
 Much of the initial research was undertaken at the Fryer Library, University of Queensland, during my 
MA candidature (beginning in 1997). Two research trips to Sydney were also undertaken in 1997, with 
much of the time spent in the Mitchell Library (State Library of New South Wales). Additional research was 
conducted at the New South Wales State Government Archive, the Stanton Library (North Sydney) and the 
Australian Music Centre.  
 
 One of the problems that will be noted throughout these appendices is the large number of missing page 
numbers in the citations - particularly those relating to Australian Variety and Show World. This has 
occurred largely as a result of two issues. In a number of instances the photocopies I made while researching 
at the Mitchell Library did not reproduce the page numbers. With Australian Variety, however, many issues 
do include page numbers. I was unable to identify the pages by the completion of this thesis because no 
microfilm copies of the magazine were available in Brisbane. This means that there are still incomplete 
citation records for many reviews and advertisements from that magazine. Other primary sources where this 
problem sometimes occurs include the Theatre Magazine (aka Theatre Society and Home) and Everyone's. 
 
 
Note for the 2014 University of Queensland eSpace publication. 
 
Much of the information contained within these appendices has been transferred to the 
Australian Variety Theatre Archive (AVTA).  
Entries on the site are updated as new information is identified. 
 
 
The AVTA's primary objectives is three-fold: 
 To celebrate and advance our knowledge of the Australian variety theatre industry which 
operated between the mid-1800s and the late-1920s/early-1930s. 
 To identify and correct myths, errors and gaps in the published history of Australian 
variety theatre. 
 To provide an on-going information archive which will serve as the basis for further 
research by both academics and historians, as well as by the general public. 
 
The website's online address is: www.ozvta.com 
 
Pandora: Australia's Web Archive (an initiative of the National Library of Australia) now includes the 
Australian Variety Theatre Archive. This will allow future generations permanent access to archived 
versions of the website. 
 
The AVTA's Persistent URL identifier is: 
http://nla.gov.au/nla.arc-143747 
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ABBREVIATIONS 
 
(Production/Performance Details) 
 
 
Adapt:  Adapted by 
Add Lib: Additional Libretto 
Add Lyr: Additional Lyrics 
Add Mat: Additional Material  (libretto/music not specified) 
Add Mus: Additional Music 
Add Txt: Additional Text 
[am]:  Amateur Production 
 
 
B Mngr:  Business Manager 
 
 
Choir Mast: Choir Master   
Chor:  Choreographer     
Com Sc:  Comic Scenes Director  (specific to late 19
th
 century productions) 
Cond:  Conductor   
Cost:    Costumes 
  
 
Dir:     Director   
 
 
[f/k]:  First known performance - premiere status unknown 
 
 
Lse:   Lessee/Lessees   
Lib:   Libretto (the text written specifically for a musical, operetta, opera or  
         pantomime) 
Lig:     Lighting Operator 
Lyr:   Lyrics 
 
 
Mngr:  Manager(s)/management 
M Dir:    Music Director 
Mus:  Music 
Mus Arr: Music Arranger 
 
 
[n/e]:  Details not established 
n. pag:  No page number (page not established in referenced source ) 
n. yr:  No year of publication (year not established in referenced source) 
 
 
Op:     Operator 
Orch Ldr: Orchestra Leader 
 
 
Pfm(s):  Performance / Performances 
[pro/am]: Combined Professional and Amateur  
Prop:  Proprietor 
Prpt:  Properties 
 
 
[rnib]  Reference not in bibliography 
 
 
 
 
 x  
 
S Art:  Scenic Art 
S Mngr:  Stage Manager 
S Des:   Sound Designer 
 
 
T Mngr:  Tour Manger 
Txt: Text - author of any music theatre work (incl. play with music). Not used for 
opera, operetta, musical or pantomime.  
 
 
v. pag:  Various pages (check index in referenced source) 
 
 
 (Appendix C Symbols) 
 
 No performance to date. Entry entered in the year the work was completed or published. 
*  Performance reported but few or no details have been located (i.e.; venue but no date) 
# Publication details (text/libretto).  Also includes archive/library which holds unpublished text) 
+ Sound recording details (recording company and year) 
                
 
 
 
(Theatre Companies/Production and Management Organisations/Performing 
Arts Museums/Venues and Archives) 
 
ANL:  Australian National Library (Canberra) 
BTN:  Bridge Theatre (Newtown, Syd) - Harry Clay's headquarters (1913-c1930) 
DC&H  Delohery, Craydon and Holland 
FHC:  Fryer/Hanger Collection, Fryer Library, U of Queensland 
GM/UM  Granger Museum, University of Melbourne 
JCW:  J. C. Williamson's Ltd 
NSWA:  New South Wales Archives 
QPAM:  Queensland Performing Arts Museum 
SL:   Stanton Library (North Sydney) 
SLNSW: State Library of New South Wales (incl. Mitchell Library) 
SLQLD:  State Library of Queensland 
WGM:  Williamson, Garner and Musgrove 
   
 
 
 
(Newspapers, Magazines, Journals, Databases and Miscellaneous Sources) 
 
A:  Age 
AA: Adelaide Advertiser 
ACAB: American Composers Alliance  
      Bulletin 
ACP1: Annotated Calendar of Plays  
      Premiered in Australia 1850 - 1869 
ACP2: Annotated Calendar of Plays  
      Premiered in Australia 1860 - 1890 
ADB: Australian Dictionary of Biography 
ADS: Australasian Drama Studies 
ADW: Advertiser (Wollongong, NSW) 
AHS: Australian Historical Studies 
AJ:  Australian, The (aka The Australian  
       Journal / Australian Daily Journal) 
AJT: Australian Jewish Times  (aka  
      Australian Jewish News) 
ALS: Australian Literary Studies 
AM:  Advocate  (Melb) 
AMM: Australian Monthly Magazine 
AMND:   Australian Musical News Digest 
ANJ: Australia National Journal 
ARG: Argus (Melb) 
ASA: Australasian Stage Annual 
AUS: Australian 
AUSN: Australasian 
AV: Australian Variety and Show World 
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B:  Bulletin 
BC:  Brisbane Courier 
BL:  Bell's Life in Victoria 
BLS: Bell's Life in Sydney 
BN:  Brisbane News 
BS:  Ballarat Star 
 
 
CSA: CentreStage Australia 
CTTA: Companion to Theatre in Australia 
 
 
DAW: Daily Advertiser (Wagga Wagga) 
DM: Daily Mirror (Syd) 
DPAA: Dictionary of Performing Arts in  
      Australia (1996):  
      - Vol 1. Theatre, Film and Television 
       - Vol 2.  Opera, Music and Dance 
DSB: Daily Sun  (Bris) 
DT:  Daily Telegraph (Syd) 
DTM: Daily Telegraph-Mirror (Syd) 
DTMB: Daily Telegraph (Melb) 
 
 
E:  Everyone's 
EMP: Empire 
EN:  Evening News 
 
 
FH:  Fremantle Herald 
FG:  Fremantle Gazette 
FN:  Fuller News 
FR:  Financial Review 
 
 
GA: Geelong Advertiser (Vic) 
GN: Geelong News 
 
 
HM: Hobart Mercury 
HSM: Herald Sun (Melb) 
HUM: Humbug 
 
 
IM:  Illawarra Mercury 
ISN: Illustrated Sydney News 
LE:  Launceston Examiner 
LDR: Leader (Melb) 
LH: Lone Hand 
LNQ: Literature in North Queensland 
LOR: Lorgnette 
LR:  Literary Review 
 
 
MAR: Margin 
MB: Morning Bulletin (Rockhampton) 
MD: Mosman Daily (Syd) 
MF: Music Forum 
MG: Mountain Gazette (NSW) 
MH: Melbourne Herald 
MP: Melbourne Punch 
MQ: Meanjin Quarterly 
MR: Melbourne Report 
MS: Melbourne Sun 
MT: Melbourne Times 
MUT: Musical Times 
 
 
NR: Nation Review 
NLAN: National Library of Australia  
      News 
NAT: National Times 
NEWS:  News (Adel) 
NGDM: New Grove Dictionary of Music  
      and Musicians  (Ed. Stanley Sadie)  
NH: Newcastle Herald (NSW) 
NLR: New Literatures Review 
NSWE: New South Wales Examiner 
NTA: New Theatre Australia 
NTQ: New Theatre Quarterly (Eng) 
NZH: New Zealand Herald 
 
 
OCAL: Oxford Companion to Australian  
      Literature  (Ed. William Wilde et al) 
OCAM: Oxford Companion to Australian  
      Music  (Ed. Warren Bebbington) 
O:  Overland 
OS:  On Stage  (Victorian Theatres Trust) 
 
 
PA:  Parramatta Advertiser 
PAD: People's Advocate 
PAUS: Pictorial Australian 
PMG: Pall Mall Gazette 
PNCH: Punch (Syd) 
PPP: Port Phillip Patriot (Melb) 
 
 
Q:  Quadrant 
 
 
S:  Southerly 
SA:  Sunday Age 
SAA: South Australian Advertiser 
SAJ: Sounds Australian Journal 
SAR: South Australian Register 
SB:  Sun (Bris) 
SH:  Sun Herald (Syd) 
SHM: Sunday Herald (Melb) 
SHSM: Sunday Herald-Sun (Melb) 
SMH: Sydney Morning Herald 
SOM: Star Observer (Melb) 
SP:  Sunday Press 
SR:  Sydney Review 
SS:  Sydney Sun 
SSB: Sunday Sun (Bris) 
SSL: Sunday Sun (London, UK) 
SSM: Sunday Sun (Melb) 
 xii 
 
 
SSO: Sydney Star Observer 
ST:  Sunday Telegraph 
STG: The Stage 
STHR: Southern Review 
STP: Sunday Times (Perth) 
SW: Smith's Weekly 
SYM: Sydney Mail 
 
 
T:  Telegraph (Syd) 
TA:  Theatre Australia 
TAA: The Australian Author 
T&C: Town and Country 
TAUS: Theatre Australasian 
TBT: Table Talk 
TF:  24 Hours 
TG: Theatregoer 
TH: Theatre 
THS: Theatre History Studies 
TIMA: Time Australia 
TM: Telegraph/Mirror (Syd) 
TN:  Theatre Notebook 
TNEW: Theatre News 
TOS: Times on Sunday 
TOWN: Town Talk 
TRTH: Truth 
TS:  TheatreScope 
TT:  The Theatre (Syd) 
 
 
VASJ: Victorian Artists Society Journal 
 
 
W:  Westerly 
WA: West Australian 
WARG: Weekly Argus (Melb) 
WLWE: World Literature Written In English
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APPENDIX A 
 
CHAPTER THREE SOURCE BIBLIOGRAPHY : 
CHRONOLOGY OF PRACTITIONER ENGAGEMENTS – 
ca.1870-1914  
 
NB: All practitioners in this appendix are included in the Australian Variety Theatre Archive. Their entries are updated 
whenever new information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
Introduction 
 
•  The data in each record is entered chronologically.   
 
• Primary details, in order are: COMPANY/ENTREPRENEUR (venue, city/town; and first known date of engagement)     
 
 NB: In most instances the length of an artist's season is not included.  If the premiere and closing dates for a company  
 or entrepreneur have been identified such dates are included. 
 
• For partnership entries (i.e. Carlton and Sutton) all engagements refer to that team unless otherwise noted. For example,  
 with Carlton and Sutton any solo engagements are entered in the following manner: BULLOCK'S VARIETY CO (Harry  
 Carlton - Foresters' Hall, Bris; 8 Dec.)  
 
• Additional details might include overseas engagements - i.e. Manila (followed by citation source) 
 
 The dates for all entries with a Sydney season correspond with advertisements in the Sydney Morning Herald unless  
 otherwise noted. 
 
• The dates for all entries with a Melbourne season correspond with advertisements in the Age unless otherwise noted. 
 
• The dates for all entries with a Brisbane season correspond with advertisements in the Brisbane Courier unless otherwise  
 noted. 
 
• The dates for all entries with a Perth season correspond with advertisements in the West Australian unless otherwise noted. 
 
ABBREVIATIONS / SYMBOLS 
 
Symbols: ►  This symbol separates different/unrelated companies, i.e:   
     BONDI AQUARIUM (Syd; 13 Jan.) ► GORDON'S ELITE HARBOUR EXCURSIONS (Syd; 28 Mar.)  
    ●  This one separates different seasons staged by the same company or organisation, i.e: 
      TIVOLI Co (Th Royal,  Perth; 17 Jan.) ● (Opera House, Melb; 22 Apr.) 
 
Venue:    A of M:    Academy of Music 
      MH:    Music Hall  (i.e. Alhambra MH) 
    Op:    Opera (i.e. Opera House) 
    P of Varieties  Palace of Varieties (i.e. Haymarket Palace of Varieties) 
    P of Wales:  Prince of Wales Theatre 
    Prot Hall:   Protestant Hall 
    S of A:   School of Arts   
    SJB Pav:   Sir Joseph Banks Pavilion 
      St Geo's Hall:  St George's Hall 
      Temp Hall:  Temperance Hall 
      Th:     Theatre (i.e. Th Royal) 
      TH:    Town Hall   (i.e. Toowoomba Town Hall) 
      Vic:    Victoria (i.e. Victoria Hall, Victoria Theatre or Royal Victoria Theatre) 
      YOEF:   Ye Olde Englysh Fayre  (Fremantle or Perth) 
 
Management:  DC&H:   Delohery, Craydon & Holland 
      HHS&C:   Hennings, Harwood, Stewart & Coppin 
      W&M:   Williamson & Musgrove 
      WGM:   Williamson, Garner & Musgrove 
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Index 
 
    
ADSON, Steve: ……………………………  3. 
ARMSTRONG, Tom:  (see Priscilla Verne) 
 
 
BAIN, J. C. (James): ……………………  3. 
BARRINGTON, Harry: ………………..  4. 
BATES, Elsie:  (see Arthur Morley) 
BENT, W. Horace:  ……………………  4. 
BLACKIE, Amy: (see Cottier Family) 
BOVIS BROTHERS: ……………………..  5. 
 
 
CARLTON and SUTTON: ………………  5. 
CASS, BILLY:  ……………………………  6. 
CLARK, F. M.:  .………………………….  6. 
CLAY, Harry:  ……………….......... …….  7. 
COGILL BROTHERS: ……..................  7. 
COTTIER FAMILY (incl. Walter Cottier 
 and Amy Blackie):  …………………….  7. 
COWAN, Johnny:  ………………………..  8. 
CRAYDON, James:  ………………………    9. 
CRAYDON, James: (see also Delohery  
Craydon and Holland) 
 
 
DELOHERY, Thomas:   …….....................  9. 
DELOHERY, Thomas: (see also Delohery  
Craydon and Holland) 
DELOHERY, CRAYDON and HOLLAND:  
 See also Thomas Delohery, James Craydon  
and Ted Holland 
DELOHERY, CRAYDON and HOLLAND:  9. 
DEVOE, Georgie:  (see Charles Fanning):   
 
 
EASTON, Hosea:  ………………………...  10. 
EDWARDS, Tom:  …………................  10. 
EDWARDS, Wally:  …………................  10. 
ELLIOTT SISTERS: (incl Lulla Fanning, see  
Maud Fanning) 
 
 
FANNING, Charles (incl. George Devoe  
and Bertha Fanning):  ………..............  11. 
FANNING, Maud (incl. Lulla Fanning / The  
Elliott Sisters):  ………….....................  12. 
FRASER, Lucy: (see Martyn Hagen) 
 
 
GAFFNEY, JIM:  (see Les Shipp) 
GARDNER, Dave:  ……………………….  12. 
GARDNER, Johnny (incl. Janzt  
Kohlman):  …………………………….  13. 
GILMORE, Johnny:  ……………………..  13. 
 
 
HAGAN, Martyn and Lucy Fraser (incl.  
Jack and Will Hagan):  …......................  13. 
HISCOCKS, F.E.:  ………………………..  14. 
HOLLAND, Alf:  ………………………….  15. 
HOLLAND, Ted:  …………………………  15. 
 
 
HOLLAND, Ted:  (see also Delohery Craydon  
and Holland / Percy St John) 
HOPE, MINNIE:  (aka Minnie Shipp - see 
 Edwin and Minnie Shipp) 
 
 
JONES, George A.:  ……………………….  16. 
 
 
KEARNS, Jack "Porky":  ………………...  16. 
KEENAN, Sam (and Sam Keenan Jnr):  …  17. 
KING, W. (Billy): (see Walsh and King) 
KOHLMAN, Janzt:  (see Johnny Gardner) 
 
 
LA FEUILLADE, Nicholas:  ……………..  18. 
LAWTON, Alf (incl. Clara Spencer): ……  18. 
LEAR, Ward:  ……………………………..  19. 
LENTON, Lance:  …………………………  19. 
LEOPOLD FAMILY:  ……………………  20. 
LESLIE BROTHERS:  ……………………  21 
LESTON, Harry:  …………………………  21. 
 
 
MATLOCK, Johnny: ……………….... …  22. 
MORENI, Con (incl. Con Moreni Snr): …  23. 
MORLEY, Arthur and Elsie Bates:  …......  23. 
MURRAY, Slade:  …………………………  24. 
PORTER, J. S.:  …………………………..  24. 
 
 
RAINFORD, Thomas H.:  ………………..  24. 
RHODES, T. W.:  …………………………  25. 
RICKARDS, Harry: ……………………  25. 
ROCKLEY, Wal:  …………………………  27. 
ROWE, Amy:  …………………………….  27. 
ROX, Joe:  …………………………………  28. 
 
 
SADLER, Harry:  ………………………..  28. 
ST JOHN, Percy:  …………………………  29. 
ST JOHN, Percy: (see also Ted Holland) 
SHIPP, Edwin and Minnie:  ………………  29. 
SHIPP, Les (incl. Shipp andGaffney):  …..  30.  
SLAVIN, Art and Lily Thompson:  ……....  30. 
SPEED, W. H. (Billy):  …………………….  30 
STANFIELD, D'Arcy and Eva: …………...  31. 
 
 
THOMPSON, Lily:  (see Art Slavin) 
TRACEY, Dan: ……………………………  31 
 
 
VERNE, Priscilla (incl. Tom  
Armstrong): .............................................  32.  
 
 
WALSH and KING: …………………….  32. 
WARNER, W. B.:  ………………………...  32. 
WARTON, Les:  …………………………...  33. 
WHITBURN, Will: ………………………...  33. 
 
 
YORK, Frank: …………………………….  34. 
 3 
STEVE ADSON 
 
1888:  HUGO'S BUFFALO MINSTRELS (Geelong, Vic; no details. See MP: 28 Dec. 1888, 564) 
1889:  MARTYN HAGEN'S Co (Darlinghurst Hall, Syd; 12 Oct.) 
1890:  HUGO'S BUFFALO MINSTRELS (Haymarket P of Varieties, Syd; 15 Mar.) ► DAN TRACEY & HARRY  
  RICKARDS (S of A, Syd; 13 Sept.)  ► TRACEY & ADSON MINSTRELS (S of A, Syd; 20 Dec.) 
1891:  COOGEE PALACE AQUARIUM (Syd; ca. Jan.) ► GORDON'S ELITE HARBOUR EXCURSIONS (Syd; 28  
   Mar.) 
1892:  DAN TRACEY Co (Gaiety Th, Melb; 20 Feb.)  
1893: HARRY RICKARDS (Op House, Syd; 4 Feb.) ● (Tivoli Th, Syd; 25 Feb.) 
1894:  GEORGE RIGNOLD PANTOMIME Co (Her Majesty's, Syd; 22 Dec.)  
1895:  HARRY RICKARDS (Tivoli Th, Syd; 9 Mar.) ► YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 13  
   Apr.) ● (Qld regional tour; ca. Jan/Feb.  See BC: 22 Jan. 1895, n. pag.) ● (Gaiety Th, Bris; 23 Mar. Return season) ●  
   (Empire Th, Syd; 7 Sept.) ► DELOHERY & SPEED Co (Empire Th, Syd; 14 Sept.)  
1897:  F. M. CLARK'S ALL STAR Co (Th Royal, Bris; 5 June)  
1898:  MACMAHON BROS DRAMA Co (Qld regional tour; ca. Feb/Mar; Incl. Charters Towers 23 Feb.) ► HARRY  
   RICKARDS (Cremorne  Th, Perth; 9 July) ►  ST GEO'S HALL MINSTREL Co (St Geo's Hall, Melb; 8  
   Oct.)  
1899:  MACMAHON BROS DRAMA Co (Lyceum Th, Syd; 25 Feb.) ► DELOHERY & ST JOHN ELITE Co (Th  
   Royal, Bris; 8 July)  
1904: F. M. CLARK (Gaiety Th, Melb; 6 Aug.). 
1905:  HARRY RICKARDS (Th Royal, Perth; 17 Jan.) ● (Op House, Melb; 22 Apr.) ● (Tivoli Th, Syd; 17 June);  
   (Op House, Melb; 25 Nov.)  
1907:  POST MASON Co (Centennial Hall, Bris; 1 June)  
1908/09:  RAMOS BROTHERS (Manila/China/Hong Kong; no details. See TT: Apr. 1909, 14 and Nov. 1909, 16) 
 
 ●    1917: India; see AV: 23 May 1917, n. pag.)  
  1918: USA (see AV: 25 Jan. 1918, n. pag.) 
 
 
J. C. (JAMES) BAIN 
 
1895:  YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 14 Mar. One night only) ► HARRY RICKARDS 
   (Tivoli Th, Syd; 6 July)  ► HELEN GORDON BENEFIT (Gaiety Th, Bris; 5 Oct.) ► COGILL BROS (Th  
   Royal, Bris; 19 Oct.) ► POLLARD'S LILIPUTIAN OPERA Co (Her Majesty's, Bris; 2 Dec. One night only) 
1896   HARRY RICKARDS (Tivoli Th, Syd; 26 Dec.)  
1897:  ELITE BURLESQUE Co (Gaiety Th, Bris; 20 Feb.)  ► F. M. CLARK BENEFIT (Gaiety Th, Bris; 2 July)  ►  
   SHILLING POPS CONCERTS (Cent Hall, Bris; 15 May, 4 Sept, 9 Oct., 4 Dec.)  
1898:   KATE HOWARDE Co (Gaiety Th, Bris; 8 Jan.)  ► JAMES BAIN BENEFIT (Centennial Hall, Bris; 12 Feb.)  ►  
  SEYMOUR DICKER TESTIMONIAL (Centennial Hall, Bris; 14 Mar.)  ► BAIN'S ENTERTAINERS  
  (Centennial Hall, Bris; 30 Apr.)  ► BAIN'S ENTERTAINERS (Qld regional tour; ca. Mar/Apr. See NM: 30 Mar.) ►  
  HARRY RICKARDS (Cremorne Th, Perth/WA tour; ca. 9 July)  
1899:   HARRY RICKARDS (Tivoli Th, Syd; 1 Apr. ● (Tivoli Th, Melb; 6 May) ► CONTINENTAL VAUDEVILLE  
   Co (Th Royal, Bris; 5 Aug.)  ► J. F. MACMAHON THEATROPHONE Co (Th Royal, Charters Towers; 9  
   Oct.)  ► BAIN'S ENTERTAINERS (Qld regional tour; ca. Oct.; Incl. Charters Towers ca. 14 Oct. 1899)  ► ST  
   JOHN'S EMPIRE VARIETY Co (Op House, Bris; 25 Dec.)  
1900: ► ST JOHN'S EMPIRE Co (Op House, Bris; 1 Jan.) ► HARRY RICKARDS (Bijou Th, Melb; 13  Jan.) 
1901:   HARRY RICKARDS (Melb; ca. July. See A: 30 July 1901, 7) 
1902:  ST JOHN'S ROYAL BURLESQUE Co (Th Royal, Bris; 4 Jan.)  
1904/05:  BAIN'S ENTERTAINERS (Hobart; no details. See TT: Aug. 1905, 6)  
1906:  BAIN'S ENTERTAINERS (Hobart, Launceston, regional Victoria - incl. Ballarat, Geelong and Bendigo; ca.  
   June-Aug. See TT: June 1906, 5, 7; July 1906, 5; Aug. 1906, 5)  
1909/10:  JAMES BRENNAN (National Amph, Syd; ca. Apr. 1909 - early 1911. See TT: Apr. 1909, 17 and SMH adverts  
   thereafter (to ca. 1911). See also Gaiety Th, Syd May 1910 onwards) 
1911   JAMES BRENNAN (National Amph, Syd; 14 Jan. Ends relationship with Brennan ca. Apr.)  
1912:   J. C. BAIN (Sydney circuit - incl. Princess Th, Syd; Coronation Th, Bondi; and ACME Theatre, Rockdale. See  
   TT: Feb. 1912, 3, SMH: TT: Oct. 1912, 23 and 27 Nov. 1912, 2) 
1913:   J. C. BAIN (Sydney circuit. See TT: Jan 1913, 16 and SMH adverts from 6 Jan. thereafter)  
1914:   J. C. BAIN (Princess Th, Syd. See AV: 14 Jan 1914, 4 and SMH/AV adverts to Oct.)     
 
 ● 1915:  J. C. BAIN THEATRICAL AGENCY (Inglis Chambers, Pitt St, Syd; ca. July - Dec.)  
  1916:  J. C. BAIN THEATRICAL AGENCY (Inglis Chambers, Pitt St, Syd; ca. Jan.)  ► J. C. BAIN (Coliseum Th, North Syd; ca. Feb. See  
    AV: 2 Feb. 1916, n. pag.) ► DIX-BAKER (Vic Hall, Newcastle; 11 Mar. See AV: 15 Mar 1916, 3 and 29 Mar. 1916, 11) ►  
    FULLERS (Empire Th, Bris; 30 Mar.) ► BIRCH & CARROLL (Qld circuit; ca. Apr/May; ie Olympia Pictures, Charters Towers;  
    12 May) ► ELITE THEATRE Co (Elite Theatre, Toowoomba; 3 June)  ► FULLERS (no details; ca. Sept/Oct. See TT: Oct. 1916,  
    48 and Nov.  1916, 49).   
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  1917:  AFRICAN THEATRES LTD (South African tour; ca. Jan - Mar. See AV: 11 Apr. 1917, n. pag. and 23 May 1917, n. pag.) ►  
    HARRY SADLER (Temp Hall, Hobart; ca. Apr. See AV: 11 Apr. 1917, n. pag. and 18 Apr. 1917, 10) ► J. C. BAIN (Tasmanian  
    tour; ca. May.  Incl. Launceston 3 May. See AV: 9 May 1917, n. pag.)  ► HARRY CLAY (Bridge Th, Newtown, Syd; ca. June. See  
    AV: 13 June 1917, n. pag.) ► BILLY READE (Audley Picture Theatre, Petersham, Syd; ca. June. See AV: 22 June 1917, n. pag.) ►  
E. BUCKER (Asian circuit; ca. July/Aug. 10 week tour incl. Surabaya. See AV: 4 July 1917, n. pag. and 29 Aug. 1917, n. pag.)  ►  
FULLERS (NZ circuit; ca. Nov/Dec. Incl. Dunedin ca. 17 Dec.  See AV: 23 Nov. 1917, n. pag.) 
  1918:  FULLERS (NZ circuit; 1 Jan.-  30 Mar. See AV: 4 Jan. 1917, n. pag. and 18 Jan. 1917, n. pag.) ► J. C. BAIN (NZ tour; ca. Apr.  
    See GR: Apr. 1918, 11) ►  TOM POLLARD (NZ tour; ca. May) ► BIRCH & CARROLL (Qld circuit; ca. Sept; i.e. Rockhampton  
    20 Sept.)  ► FULLERS (Empire Th, Bris; 12 Oct – ca. Nov.) 
  1919:  ANDY KERR (Gaiety Th, Syd; ca. Oct. – ca. Dec. As Mngr. See AV: 5 Sept. 1919, n. pag. and 23 Oct. 1919, n. pag.)   
  1920:  NB: The Theatre reports that Bain was employed in a government job in Sydney (TT: June 1920, 17) 
  1921:  BAIN'S VAUDEVILLE ENTERPRISES (Elite Th, Bris; 24 Oct. Bain presented hypnotist, Dr Raymond) 
  1923:  NB: The Theatre reports that Bain had returned to performing ca. 23 May. No details are available (TT: June 1923, 10-12) 
  1924:  J. C. BAIN (Hippodrome, Syd; ca. Aug. - Dec. See TT: Sept. 1924, 41-2 and E: 26 Nov. 1924, 34) 
  1925:  J. C. BAIN (Hippodrome, Syd; Jan – ca. May)  J. C. BAIN BENEFIT (Hippodrome, Syd; 11 Mar.) 
  1929:  TIVOLI  THEATRES LTD (Tivoli Th, Syd; 26 Sept. Final Tivoli show) 
 
 
HARRY BARRINGTON 
 
1884:   FRANK SMITH (Alhambra MH, Syd / SJB Pav, Botany. See AV: 15 July 1914, 8)   
1885:   FRANK SMITH (Alhambra MH, Syd / SJB Pav, Botany. See 23 May and SMH adverts thereafter) 
1886: FRANK SMITH  (Alhambra, Syd; 1 Jan. ) 
1887:   FOURTH IMPERIAL IMPS MATINEE  (Op House, Syd; 11Aug.)   
1888:   FRANK SMITH (Alhambra MH, Syd / SJB Pav, Botany; 13 Jan.)  
1889:   FRANK SMITH (Alhambra MH, Syd / SJB Pav, Botany; 25 May)  
1890:   FRANK SMITH (Alhambra MH, Syd / SJB Pav, Botany; 1 Jan.)    
1891: FRANK SMITH (Alhambra Th, Syd; 29 Dec.) 
1892: FRANK SMITH (Alhambra MH, Syd; 26 Mar.)   
1893:  BARRINGTON'S ALHAMBRA Co (Alhambra MH, Syd; 4 Feb.) ► BARRINGTON'S IMPERIAL  
   MINSTREL Co (Op House, Syd; ca. May onwards)   
1894:  BARRINGTON'S VARIETY & BURLESQUE Co (S of A, Syd; 4 Aug.)  
1898:  HARRY RICKARDS (Tivoli Th, Syd. See ca. Mar. and SMH adverts thereafter) 
1899-1912:  HARRY RICKARDS (Tivoli Th, Syd. See TT: Dec. 1913, 7; as S Mngr.)  
1913:   HARRY RICKARDS (Tivoli Th, Syd. See TT: Dec. 1913, 7)  ► BARRINGTON'S ALHAMBRA Co (Alhambra  
   MH, Syd; 7 June. See also SMH adverts to early Nov.)   
1914:   BARRINGTON'S VARIETY Co (Sydney circuit - incl. Coronation Th, Leichhardt. See AV: 6 Jan. 1914, n. pag.)     
 
 ●   ca. 1915:  KENSINGTON PICTURE PALACE (Syd) no details. 
 
 
W. HORACE BENT 
 
1866: CHRISTY'S MINSTRELS (Varieties Th, Melb; 24 Dec. Billed as first appearance in Melb in 3 years) 
1873: BACHELDER'S COLOSSEAN Co (S of A, Syd; 27 Sept.)  
1877: US MINSTRELS (St Geo's Hall, Melb; 7 Apr.) 
1878: COALITION MINISTRY (St Geo's Hall, Melb; 2 Feb.) ► CHEEVERS, KENNEDY & BENT'S MINSTRELS  
   (S of A, Syd; 27 Dec.) 
1879:   HISCOCKS & HAYMAN'S MINSTRELS (St Geo's Hall, Melb; 27 Sept.) 
1880:   KELLY & LEON'S MINSTRELS (St Geo's Hall, Melb; 30 Oct.)  
1881:  KELLY & LEON'S MINSTRELS  (St Geo's Hall, Melb; 15 Jan.)   
1882:   BENT & BACHELDER'S MINSTRELS  (Op House, Syd; 23 Feb.) 
1883:   HISCOCKS' FEDERAL MINSTRELS  (Vic Hall, Melb; 21 May) ● (Masonic Hall, Syd; 15 Sept.) ●  (Gaiety  
   Th, Syd; 13 Oct.)   
1884:   HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 5 Apr.)   
1885:  HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (Vic Hall, Melb; 31 Oct.) ● (A of M, Syd; 19  
   Sept.)    
1886:   HISCOCKS' FEDERAL MINSTRELS  (A of M, Syd; 27 Feb.) ● (A of M, Bris; 14 May) ● (A of M, Syd; 5  
   June) ● (St Geo's Hall, Melb; 16 Oct.) ● (A of M, Syd; 18 Dec.)  
1887:   F. M. CLARK Co  (Vic Hall, Melb; 4 June)   
1888:   HISCOCKS' FEDERAL MINSTRELS  (A of M, Syd; 21 Jan. ● (Vic Th, Newcastle; 9 Apr. ● (Gaiety Th, Bris;  
   21 Apr.) ● (A of M, Syd; 14 July  ► KRON & Co (St Geo's Hall, Newtown, Syd; 3 Nov.)  
1889:   HISCOCKS' LONDON PAVILION Co (New Op House, Syd; 5 Oct.)  
1890: PICTURESQUE CONCERTS (S of A, Syd; ca. Mar/Apr.) 
1891:   US MINSTRELS Co  (Vic Hall, Melb; 17 Jan. Lse/Prod. J. Billin)  ► DAN TRACEY MINSTRELS (S of A, Syd;  
   10 Oct.)  ► F. E. HISCOCKS & W. J. WILSON Co (Garrick Th, Syd; 19 Dec.)  
1892:  HISCOCKS' FEDERAL MINSTRELS (Polytechnic Hall & Royal Museum, Syd; 26 Mar. Lse/Mngr. M. Hegarty)   
   ► FRANK SMITH  (Alhambra MH, Syd; 7 Nov.)   
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1893:  DAN TRACEY Co (Gaiety Th, Syd; 10 Feb.)  ►  WORLD STAR GAIETY Co (Gaiety Th, Syd; 4 Mar. - B  
   Mngr. Alf. M. Hazlewood)  ► DAN TRACEY MINSTRELS (Op House, Syd; 24 June)  
1894:  HARRY BARRINGTON'S BURLESQUE Co (S of A, Syd; 4 Aug.)   
1895:  LAWLER & MORRISON (Sydney MH; 9 Nov.)   
1897:  BOVIS BROS NEW ELITE (Gaiety Th, Bris; 6 Nov.)  
1899:  BENT'S TESTIMONIAL (Tivoli Th, Syd; 30 Aug.)  ► PEOPLE'S CONCERTS (Temp Hall, Melb; 21 Oct.)      
 
 ●   Horace Bent died in 1907 
 
 
BOVIS BROTHERS 
 
1885: COTTIER'S PEOPLES' CONCERTS (Prot Hall, Syd; 21 Nov.) 
1886:  COTTIER'S PEOPLES' CONCERTS (Prot Hall, Syd; 26 June)  ► DAMPIER & GRANT'S PANTO Co (Royal  
   Standard, Syd; 27 Dec.)  
1887: COTTIER'S PEOPLES' CONCERTS (Prot Hall, Syd; 29 Jan.) 
1888:   RYAN, FANNING & HAGEN'S XLCR Co (Prot Hall, Syd; 14 July)  
1889:   FRANK SMITH (Alhambra MH, Syd; 28 Jan.) ► WILLARD & SHERIDAN Co (Gaiety Th, Syd; 15 June) ►  
   MARTYN HAGEN Co (Darlinghurst Hall, Syd; 12 Oct.)  
1890:  JOHN F. SHERIDAN Co (Op House, Bris; 5 Apr. Lse/Prod. MacMahon Bros) 
1891:  JOHN F. SHERIDAN Co (Garrick Th, Syd) 25 Apr. ● (Darlinghurst Hall, Syd; 26 Dec.) 
1892:  JOHN F. SHERIDAN Co (Darlinghurst Hall, Syd; 1 Jan. Lse. Hiscocks & Wilson) ► US MINSTRELS  (Vic Hall,  
   Melb; 18 June. Lse/Prod. J. Billin) ► FRANK SMITH (Alhambra MH, Syd; 1 Aug.) 
1893:   FRANK SMITH (Alhambra MH, Syd; 1 Jan.) ► HARRY RICKARDS (Tivoli Th, Syd; 7 Oct.)   
1894:   HARRY RICKARDS (Tivoli Th, Syd; 19 May)  ► HARRY BARRINGTON Co (S of A, Syd; 29 Sept.)  
1895:   YORK & JONES Co  (Gaiety Th, Bris; 13 Apr.) ●  (Qld regional tour; ca. Jan. See BC: 22 Jan. 1895, n. pag.) ●  
   (Gaiety Th, Bris; 23 Mar. Return season) ● (Empire Th, Syd; 29 June)   
1897:  ELITE BURLESQUE Co (Gaiety Th, Bris; 13 Mar. Lse/Prod. Delohery, C. Bovis & S. Deane) ► BOVIS BROTHERS  
   NEW ELITE Co  (Gaiety Th, Bris; 6 Nov.) 
1898:   DC&H Co (YOEF, Perth; 12 Feb.) ►  F. M. CLARK Co (Th Royal, Perth; 18 Apr.) ►  HARRY COGILL'S 
   BURLESQUE Co (Gaiety Th, Melb; 30 July) ► HARRY RICKARDS (Tivoli Th, Syd; 12 Nov.)   
1899: ELITE BURLESQUE Co (Th Royal, Bris; 28 Jan. - Lse. Delohery, C. Bovis & S. Deane) 
1904:   GEORGE STEPHENSON Co  (Princess Th, Syd; 13 Aug.)   
1905:   GEORGE STEPHENSON Co  (Criterion Th, Syd; 13 May ● (His Majesty's Th, Perth; 26 Aug.)   
1906:   FULLERS NZ  (Op House, no details. See TT: Aug.1906, 22)  ► GEORGE STEPHENSON Co  (Palace Th, Syd;  
   28 Apr.)   
1907:   BOVIS BROS AUSTRALIAN VAUDEVILLE Co (National Amph, Syd; 23 Feb. Lse. James Brennan)   
1910:   HARRY CLAY (Royal Standard, Syd; 5 Feb.) ► BENEVOLENT FUND BENEFIT (Tivoli Th, Syd; 19 Mar.)  
   ► HARRY RICKARDS (Tivoli Th, Syd; 3 Sept.)     
 
  ●   1925:  FULLERS (Billy Bovis - Fullers' Theatre, Syd; 22 Aug.) 
   1929:  HARRY CLAY Co (Billy Bovis - Qld tour. See Clay Djubal (1998), Appendix C for details) 
 
 
CARLTON and SUTTON 
[Harry Carlton and Ted Sutton] 
 
1893:  DAN TRACEY Co (Imperial Op House, Syd; 31 July) ► BONDI AQUARIUM (Syd; 23 Dec.)  
1894:  GEORGE GIBBONS Co (Alhambra MH, Syd; 30 June)   
1895:  LYRIC OPERATIC & VARIETY Co (Op House, Syd; 20 Apr.) ► MAGGIE MOORE Co (Th Royal, Syd;  
   1 May)  ► WARREN'S SURPRISE PARTY (Gaiety Th, Bris; 9 Sept.)  ► W.A. BALL'S GAIETY  
   SURPRISE PARTY  (Gaiety Th, Bris; 14 Sept.) 
1897:  ELITE BURLESQUE Co (Gaiety Th, Bris; 15 Mar.) ► BOVIS BROS NEW ELITE Co (Gaiety Th, Bris; 6  
   Nov.)  
1898:   DC&H Co (Op House, Bris; 24 Dec.)  
1899: J. C. BAIN Co (Qld regional tour; ca. Oct. Incl. Charters Towers: ca. 14 Oct.)  ► CHARLES FANNING'S MINSTREL  
   Co (Op House, Syd; 4 Nov.)  ► JONES & LAWRENCE VAUDEVILLE Co (Cremorne Gardens, Perth;  
   16 Dec.) 
1900:   JONES & LAWRENCE VAUDEVILLE Co (Cremorne Gardens, Perth; 6 Jan.) 
1902:  HAZLEWOOD & NEAL'S EMPIRE Co (Harry Carlton - Cremorne Gardens, Bris; 10 Nov.) ► BULLOCK'S  
   VARIETY Co (Harry Carlton - Foresters' Hall, Bris; 8 Dec.)  
1905:  TED HOLLAND (Ted Sutton - Th Royal, Bris; 27 May)  
1906:   HARRY RICKARDS (Tivoli Th, Syd; 6 Jan.)  
1907:  TED HOLLAND (Th Royal, Bris; 10 Aug.)  
1909:  HARRY CLAY (Royal Standard, Syd; 4 Dec.)  
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1910:  HARRY CLAY (Royal Standard, Syd; 1 Jan.) ► JAMES BRENNAN (Gaiety Th, Syd; 2 July) ● (National  
   Amph, Syd; 1 Oct.)  ► HUMBERT PUGLIESE (Alhambra MH, Syd; 29 Oct.)  
1912:  J. C. BAIN (Princess Th, Syd; ca. Dec. See SMH: adverts ca. Dec.) 
1913:  JACK KEARNS SURPRISE PARTY (Sydney circuit; ca. June. See SMH: 7 June) ► HARRY BARRINGTON  
   (Alhambra MH, Syd; 28 June) ► J.C. BAIN (Princess Th, Syd; 12 July)  
1914:   FULLERS (New Zealand circuit ca. Jan-May.  See TT: Feb. 1914, 25)        
  
        ●   1915:  TED HOLLAND (Ted Sutton - Empire Th, Bris; ca. Feb.) 
  1916:  HARRY CLAY (Sydney circuit, ca. July. See AV: 12 July 1916, n. pag.) ► TUP SMITH (Newcastle circuit, NSW; ca. Aug/Sept. See  
    AV: 6 Sept.1916, n. pag.) 
  1917:  HARRY CLAY (Sydney  circuit; ca. Jan/Feb. See AV: 7 Feb. 1917, n. pag.) ► FULLERS (New Zealand circuit ca. June) ►   
    HOLLAND & ST JOHN (Empire Th, Bris; 12 Oct.)   
  1918:  FULLERS (Empire Th, Bris. See BC: ca. Aug-Oct.)  
  1919:  ALHAMBRA  MH CO (Alhambra MH, Syd. See TT: Oct. 1919, 9)  
  1920:  FULLERS (Fullers Th, Syd; ca. Dec.)  
  1921:  FULLERS (Fullers Th, Syd; ca. Jan). ● (Empire Th, Bris; ca. Jan.) ● (New Zealand circuit. See E: 30 Mar. p 15) ► ALHAMBRA MH  
    Co (Alhambra MH, Syd; ca. May) ► FULLERS (Fullers Th, Syd. ca. Dec.). 
 
 
BILLY CASS 
 
1910:   HUMBERT PUGLIESE  (Alhambra Th, Syd; 20 Aug.)   
1912:   J. C. BAIN  (Sydney circuit; ca. May.  See SMH: 11 May 1912, 2)   
1913:   HARRY CLAY (NSW/Qld tour; see Djubal (1998) + Toowoomba; 22 Mar.) ► J. C. BAIN (Princess Th, Syd; 15 Nov.)  
1914:   PALACE THEATRE Co (Palace Th, Syd; ca. May. See AV: 20 May 1914, n. pag.) ► POST MASON'S CARNIVAL  
   Co (Qld regional tour, ca. May-June. See Rockhampton 11 June)  ► GRAHAM & HOWARD (Sydney circuit; ca.  
   June/July. See SMH adverts ca. late June/July) ► J. C. BAIN (Princess Th, Syd; ca. Sept. See AV: 23 Sept. 1914, 10) ►  
   HARRY CLAY (Sydney circuit; ca. Oct. See AV: 28 Oct. 1914, 45)     
 
         ●   1915:  CAHILL'S Co (Western NSW regional tour; ca.Jan. See adverts in AV: ca. Jan.) ►  HARRY CLAY  (Sydney circuit; ca. Mar-July.  
    See AV:  17 Mar. 1915, 6  / AV: 7 July 1915  n. pag. and 14 July 1915, 7)  
  1916:  WALTER MORRIS  (Sydney circuit; ca. Sept. See AV: 27 Sept. 1916, n. pag.) ► HARRY CLAY  (Sydney circuit; ca. Nov/Dec. See  
    AV: 1, 8 Nov.1916, n. pag. and  29 Dec. 1916, n. pag.) 
  1917:  HARRY CLAY  (Sydney circuit; ca. Jan. See AV: 3 Jan., n. pag.)   
  1918:  DIX-BAKER (Hunter  circuit;ca. July. See AV: adverts ca. July) ► HARRY CLAY (Princess Th, Syd; ca. Dec. See TT: Dec. 1918,  
    32)   
  1919:  HARRY CLAY (Sydney circuit; ca. Sept/Oct. See AV: 3 Oct. 1919, p3)   
  1920:  HARRY CLAY (Sydney circuit. See AV: 3 Oct. 1919, 3. Re: long-term contract) ►  E. J. CARROLL (The Jackaroo of Coolabong -  
    film - see AV: 5 Nov. 1920, p12)  
  1924:  BERT HOWARD'S DROLL Co  (Sydney; ca. Dec. See AV: adverts) ► BAMBURY & WHITE Co (Sydney ca. Dec. See AV: adverts.  
  1925:  HARRY CLAY  (Sydney circuit -  See TT: Sept. 1925, 41)  
  1926:  HARRY CLAY  (Gaiety Th, Syd - See JI: 14 Oct. 1926, 29)   
  1928:  HARRY CLAY (Gaiety Th, Syd - See adverts in JI: ca. Feb.)  
 
 
FRANK M. CLARK 
 
1885:   CLARK & RYMAN'S RED STOCKING Co (Gaiety Th, Syd; 12 Sept. ● (St Geo's Hall, Melb; 28 Nov.)  
1886:  F. M. CLARK'S SILK STOCKINGS Co (Vic Hall, Melb; 14 Aug. - Lse. F.E. Hiscocks)   
1887:  F. M. CLARK'S ALL STAR NOVELTY Co (Vic Hall, Melb; 4 June ● (Op House, Syd; 3 Dec.)  
1888:  F. M. CLARK'S ALL STAR NOVELTY Co  (Op House, Syd; 2 Jan. ► F. M. CLARK'S SILK  
   STOCKINGS Co (Vic Hall, Melb) 25 Feb. ► F. M. CLARK'S ALL STAR Co (A of M, Syd; 23 June)  
1889:  F. M. CLARK'S EUROPEAN CELEBRITIES (A of M, Syd; 13 July) ► AUSTRALIAN WAXWORKS Co  
   (Syd; 17 Aug.)  
1890:   F. M. CLARK'S LAST SENSATION Co (Gaiety Th, Melb; 9 Jan.) ►  CLARK & HISCOCKS (Lse/Mngr. for  
   Harmston's Circus - Crystal Palace Rink, Syd; 15 Mar.) ► F. M. CLARK'S BOSTON IDEAL Co (New Op  
   House, Syd; 5 Apr. - Lse. MacMahon Bros) ● (Th Royal, Bris; 28 Apr. ► F. E. HISCOCKS' AMERICAN  
   ENGLISH Co (Gaiety Th, Syd; 12 July) ► F. M. CLARK'S ALL STAR COMBINATION (Vic Hall,  
   Melb; 6 Oct.) ► BONDI AQUARIUM (Syd; 25 Oct.) ► F. M. CLARK'S NEW FOLLY Co (Gaiety Th,  
   Melb; 22 Nov.)  
1891:  F.M. CLARK'S NEW FOLLY Co (Gaiety Th, Melb; 3 Jan.)  
1892:  F. M. CLARK'S SILK STOCKINGS Co (St George's Hall, Melb; 13 Feb.) ► US MINSTRELS (Vic Hall,  
   Melb; 22 Oct. Lse/Prod. J. Billin)  
1897:   F. M. CLARK'S ALL STAR Co (Th Royal, Bris; 5 June) ► F. M. CLARK BENEFIT (Gaiety Th, Bris; 2  July)   
1898:   F. M. CLARK Co (Th Royal, Perth; 18 Apr.) ► CLARK & C. W. COGILL'S SILK STOCKINGS Co (YOEF,  
   Fremantle; 30 Apr.) ● (New Pavilion Th, Fremantle; 18 June)► CLARK & SPEED'S SHILLING POPS  
   CONCERTS (New Pavilion Th, Fremantle; ca. 20 Aug.) ► CLARK & SPEED Co (Bijou Th, Fremantle; 17  
   Sept.) ►  F. M. CLARK CONTINENTAL Co (New Pavilion Th, Fremantle; 29 Oct.) ► F. M. CLARK  
   BENEFIT (Fremantle TH; 2 Dec.)  
1899: JOHN COLEMAN VAUDEVILLE Co (Th Royal, Perth; 9 Dec.) 
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1900: CLARK & SPEED'S ROYAL BIOGRAPH Co (Th Royal, Perth; 26 May) ● (Western Australian regional tour,  
   ca.  June. See WA: 9 June 1900, 1) 
1904:  F. M. CLARK'S NEW FOLLY Co (Gaiety Th, Melb; 6 Aug.)   
1905:  F. M. CLARK'S NEW FOLLY Co (Gaiety Th, Melb; 7 Jan.) ► F. M. CLARK'S NEW FOLLY CO (Queen's  
   Hall, Syd - NB: Clark ran both venues simultaneously until ca. July at which time he closed down his Queen's Hall operations)  
 
● 1911-1938: Clark returned to the USA ca. 1911 to work as a film actor. He appeared in at least 197 films to 1938. His early years in Hollywood  
   were spent with the Selig company (see TT: Nov. 1914, 35.).  
 
 
HARRY CLAY 
[see Clay Djubal. "Harry Clay and Clay's Vaudeville Company, 1865-1930" (1998) for details.] 
NB: The following research data was not identified for that thesis: 
 
1892: WALSHE'S NOVELTY Co (S of A, Syd; 24 Dec. Return season) 
1895: WARREN'S SURPRISE PARTY (Gaiety Th, Bris; 24 Aug.)  ► W. A. BALL'S GAIETY SURPRISE PARTY  
   (Gaiety Th, Bris; 14 Sept.) ► HELEN GORDON BENEFIT (Gaiety Th, Bris; 5 Oct.) 
1899: CONTINENTAL VAUDEVILLE Co (Th Royal, Bris; 5 Aug. - As Mngr.) 
 
 
COGILL BROTHERS 
 
1885: BILLY EMERSON'S MINSTRELS (Gaiety Th, Syd; 11 Apr.) ● (St Geo's Hall, Melb; 20 July) ● (St Geo's Hall,  
   Melb; 31 Oct. "Grand Re-opening") 
1886:  WG&M (Th Royal, Melb; 27 Dec. Robinson Crusoe pantomime)  
1887:  COGILL BROS MINSTRELS (Gaiety Th, Syd; 2 Apr. ● (St Geo's Hall, Melb; 10 Sept.)  
1888:  COGILL BROS MINSTRELS (St Geo's Hall, Melb; 25 Feb.) ► COGILLS & HARRY RICKARDS Co (St  
   Geo's Hall, Melb; 7 July - 14 Sept.)  ► WGM (Th Royal, Melb; 26 Dec.)  
1889:  WGM (Th Royal, Melb; 2 Jan.)  ► COGILL BROS MINSTRELS (St Geo's Hall, Melb; 26 Jan.) ● (Gaiety Th,  
   Syd; 20 Apr.) ● (Gaiety Th, Bris; 30 May) ● (St Geo's Hall, Melb; 9 Nov.) 
1890:   COGILL BROS MINSTRELS (St Geo's Hall, Melb; 16 Feb.)  ► COGILLS & HARRY RICKARDS Co (St  
   Geo's Hall, Melb; ca.15 May - 13 June)   
1892:  COGILL BROS MINSTRELS (St Geo's Hall, Melb; 16 Apr.)  ► COGILLS & HARRY RICKARDS Co (St  
   Geo's Hall, Melb; 20 Aug.)  ► COGILL BROS' NEW MINSTRELS (St Geo's Hall, Melb; 8 Oct. – ca. Dec)  
1895:  COGILL BROS' NEW MINSTRELS (Th Royal, Bris; 8 Oct.) ● (Qld regional tour; ca. Nov. Incl. Charters Towers 14  
   Nov.) ● (Th Royal, Bris; 26 Dec. Return season) 
1896:  COGILL BROS NEW MINSTRELS (Th Royal, Bris; 1 Jan.) ● (Op House, Syd; 22 Feb.)  ► HARRY  
   RICKARDS (Charles Cogill - Tivoli Th, Syd; 29 Aug. See also 12 Dec.)  
1897:  HARRY RICKARDS (Charles Cogill - Tivoli Th, Syd; 22 May) ● (Op House, Melb; 23 Oct.)    
1898:  HARRY RICKARDS (Charles Cogill - Op House, Melb; 1 Jan.) ● (Cremorne Gardens, Perth; 19 Feb.)  ► F. M.  
   CLARK & CHARLES COGILL'S SILK STOCKINGS Co (YOEF, Fremantle; 30 Apr.) ● (New Pavilion Th,  
   Fremantle; 18 June) ► HARRY COGILL'S FEDERAL MINSTREL Co (Harry Cogill - Gaiety Th, Melb; 4  
   June) ► HARRY RICKARDS (Charles Cogill - Cremorne Gardens, Perth; 16 July) ● (Op House, Melb; ca. Nov.)  
1899:  HARRY RICKARDS (Charles Cogill - Tivoli Th, Syd; 18 Mar.) ● (Bijou Th, Melb; 7 Oct.)  
1900:  HARRY RICKARDS (Charles Cogill - Bijou Theatre, Melb; 1 Jan.)  ► HARRY COGILL'S Co (Harry Cogill -  
   Op House, Bris; 27 Oct.)  
 
 
COTTIER FAMILY / WALTER COTTIER 
[Incl. Amy Blackie] 
 
1876: HHS&C (Master Cottier - Th Royal, Melb; 26 Dec.) 
1878: MRS REYNOLDS (Mr Cottier - Princess's, Melb; 16 Nov.) 
1880: SAM HOWARD (Wal Cottier - Op House, Syd; 27 Dec.) 
1881: SAM HOWARD (Wal Cottier - Op House, Syd; 6 Jan.)  ► HARLEQUIN BLUEBEARD Co (Harry Cottier - Queen's  
   Theatre, Syd; 24 Dec.) 
1882: HARLEQUIN BLUEBEARD Co (Harry Cottier - Queen's Theatre, Syd; 1 Jan.) ► TOMMY HUDSON'S  
   SURPRISE PARTY  (Wal Cottier - Queen's Th, Syd; 18 Mar.)  ► A. L. BURTON Co (Mr Cottier - Vic Hall, Syd;  
   8 Apr.)  ► FRANK SMITH (Mr Cottier - SJB Pav, Syd; 8 Apr.) ► L. M. BAYLESS (Gaiety Th, Syd; 26 Dec.) 
1883:  L. M. BAYLESS (Gaiety Th, Syd; 6 Jan.)  ► HOWARD & SIMMONS (A of M, Syd; 19 Nov.) 
1884: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; 18 Oct. - Dec.) 
1885: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; 10 Jan. - Dec.) ► SCOTTISH NATIONAL CONCERT  
   (Prot Hall, Syd; 18 Aug.) 
1886: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; 2 Jan. - Dec.) ► DAMPIER & GRANT PANTO Co  
   (Royal Standard,  Syd; 27 Dec.) 
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1887: ALFRED DAMPIER Co (Royal Standard, Syd; 1 Jan.)  ► COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd;  
   29 Jan. - Dec. NB: The Cottiers transferred briefly to Oddfellows Hall ca. Sept and then to the Protestant Hall,  
   Newtown]  ► BONDI AQUARIUM (Harry & Lucy Cottier - Syd; 28 Aug.)  ► WGM (Th Royal, Syd; 26 Dec.) 
1888: FRANK SMITH (Amy Blackie - Alhambra MH, Syd; 4 Aug.) ► WGM (Th Royal, Syd; 26 Dec.)  
1889: FRANK SMITH (Amy Blackie, Wal and Harry Cottier - Alhambra MH, Syd; 28 Jan.)  ► H. FLORACK'S FEDERAL  
   MINSTRELS (Lucy and Harry Cottier - Haymarket MH, Syd; 27 May)  ► HARRY RICKARDS (Amy Blackie -  
   Palace Th, Syd; 25 Nov.) ► FRANK SMITH (Amy Blackie - Alhambra MH, Syd; 25 Dec.) 
1890: FRANK SMITH (Amy Blackie - Alhambra MH, Syd; 1 Jan.) ► BONDI AQUARIUM (Amy Blackie - Syd; ca. Sept.)  
   ► COOGEE AQUARIUM (Amy Blackie - Syd; ca. Nov.)  
1891: BONDI AQUARIUM (Amy Blackie - Syd; ca. Oct. - Dec. See SMH: adverts.)  
1892: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; ca. Oct.) 
1897: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; 21 Aug.) 
1898: HARRY CHAPMAN'S MAMMOTH MINSTRELS (Wal Cottier and Amy Blackie - Op House, Syd; 17 Sept.) 
1899: WAL COTTIER (Royal Standard, Syd; ca. Mar. See SMH: ca. Mar - as Mngr.)  ► HARRY RICKARDS (Amy Blackie -  
   Palace Th, Syd; 25 Nov.) ► CHARLIE FANNING'S MINSTREL & BURLESQUE Co (Wal Cottier - Prot Hall,  
   Syd; 23 Dec.) 
1900:  HARRY RICKARDS (Wal Cottier and Amy Blackie - Palace Th, Syd; 6 Jan.)  ► PERCY ST JOHN Co  (Amy Blackie  
   and Wal Cottier - Th Royal, Bris; 1 Sept.)  
1901: FULLERS (Amy Blackie - Empire Th, Syd; 26 Dec.) 
1902: FULLERS (Amy Blackie - Empire Th, Syd; 1 Jan.) 
1905: HARRY CLAY (Amy Blackie - NSW/Qld regional tour; see Djubal (1998). Incl. West Maitland 9 Mar. / Toowoomba 17 Mar.)  
   ► FRANK SMITH (Wal Cottier - Queen's Hall, Syd; 25 Nov.)  NB: "When the Autumn Leaves were Falling," sung by  
   Amy Blackie, was published in Imperial Music Annual (2nd Edition). See SMH: 9 Sept. 1905, 2; and Tivoli Music Album. See also SMH:  
   25 Nov. 1905, 2) 
1906: F. M. CLARK (Amy Blackie - Gaiety Th, Melb; 3 Mar.) 
1907: BOVIS BROS (Wal Cottier - National Amph, Syd; 23 Feb. Lse. James Brennan) ► HARRY CLAY (Harry Cottier -  
   Royal Standard, Syd; 16 Mar.) ► TED HOLLAND (Amy Blackie - Th Royal, Bris; 9 Nov.) 
1910: HARRY CLAY (Wal Cottier - Royal Standard, Syd; no details) ► HUMBERT PUGLIESE (Wal Cottier - Alhambra  
   MH, Syd;  ca. June. See TT: July 1910, 16) 
1913: JACK KEARNS SURPRISE PARTY (Wal Cottier - Syd circuit; 7 June)  ► HARRY BARRINGTON (Wal Cottier - 
   Alhambra MH, Syd; 20 Sept.) 
1914: JACKY LANDOW'S ENTERTAINERS (Wal Cottier - Crown Star Th, Syd; ca. June) ► HARRY  
   BARRINGTON (Wal Cottier - Coronation Th, Leichhardt, Syd; See adverts in AV: ca. July) 
 
 ●  1916:  WALTER  MORRIS  (Wal Cottier - Sydney circuit; See AV: 27 Sept. 1916, n. pag.)  
  1917: LES JAMES (Wal Cottier - NSW South Coast circuit; ca. Sept. - as Mngr/Perf) 
  NB: Amy Blackie died ca. Nov. 1917  
 
JOHNNY COWAN 
 
1868: JAMES ELLIS (Ellis' London Music Hall, Melb; 7 Aug.) ►  MR DE LA CHAPPELLE  (Varieties Th, Melb; 18  
   Aug.) ●  (Princess's Th, Melb; 28 Dec.) 
1871: WESTON AND LA FEUILLADE'S MINSTRELS (Haymarket Th, Melb; 10 Apr.) 
1873: ROYAL COLOSSEUM VARIETY Co (Royal Colosseum, Melb; 23 Dec.) 
1874: COLOSSEUM VARIETY Co (Royal Colosseum, Melb; 1 Jan.) ► GREAT HIBERNICON Co (S of A, Syd; 16  
   June. Mngr/Dir/Prod. Ainsley Scott) ●  (St Geo's Hall, Melb; 25 July) ►  (Town Hall, Prahan, Melb; 24 Dec.) 
1875: ROYAL COLOSSEUM VARIETY Co (Royal Colosseum, Melb; 27 Feb.) ► CALIFORNIA MINSTRELS  
   (Fitzroy TH, Melb; 19 June) 
1877: ROYAL COLOSSEUM VARIETY Co (Royal Colosseum, Melb; 24 Dec.) 
1882: FRANK SMITH (SJB Pav, Syd; 8 Apr.) 
1883: GREAT HIBERNICON VARIETY Co (A of M, Syd; 19 May) 
1884: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 20 Sept.) ► NEW MASONIC HALL Co (Masonic Hall,  
   Castlereagh St, Syd; 12 July) 
1885: ANGLO-AUSTRALIAN COMBINATION (Masonic Hall, Syd; 2 Mar. Mngr. T. Smith) ► GREAT  
   HIBERNICON VARIETY Co (A of M, Bris; 16 May) 
1888: WALSH & KING MINSTRELS (Prot Hall, Syd; 11 Feb.) ► ROSE CLIFFORD'S BOHEMIAN MUSICAL  
   COMEDY Co (A of M, Syd; 19 May) ► PERRY RYAN'S XLCR MINSTRELS (Pro Hall, Syd; 3 Nov.) 
1889: H. FLORACK'S FEDERAL MINSTRELS (Haymarket MH, Syd; 27 May) 
1890: FRANK SMITH (Alhambra MH, Syd; 17 Feb. See also 15 Dec. onwards) 
1891: FRANK SMITH (Alhambra MH, Syd; 1 Jan.) 
1892: DAN TRACEY SPECIALTY Co (S of A, Syd; 6 Feb.) ► FRANK SMITH (Alhambra MH, Syd; 27 Oct.)  ► 
   BONDI AQUARIUM (Syd; 24 Dec.) 
1893: EMPIRE MINSTREL & SPECIALTY Co  (no details, Toowoomba, Qld; 20 Jan.) ● (Gaiety Th, Bris; 22 May) ●  
   (Qld regional tour; ca. May/June. Incl. Gympie 23 May) ● (S of A, Syd; 21 June)  ELITE MINSTREL &  
   VARIETY Co (Royal Standard, Syd; 31 July) 
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1899: JOHNNY COWAN TESTIMONIAL (Royal Standard, Syd; 15 Mar.) 
1910: JOHNNY COWAN TESTIMONIAL (Gaiety Th, Melb; 21 Apr.) 
 
 
JAMES CRAYDON 
[See also Delohery, Craydon and Holland ca.1884-1900] 
 
1884: F. E. HISCOCKS (A of M, Syd; 26 Dec.) 
1885: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) 
1887: ALF LAWTON Co  (A of M, Syd; 4 June.  Lse. F. E. Hiscocks) 
1889: GEORGE BARR  (New Haymarket MH, Syd; 26 Jan.) 
1892: RALPH WALSHE NOVELTY Co (S of A, Syd; 24 Dec. With Ted Holland) 
1902: HARRY RICKARDS (Th Royal, Bris; 8 Nov.) 
1905: F. M. CLARK (Gaiety Th, Melb; 27 May) ► TED HOLLAND (Th Royal, Bris; 7 Aug.) 
1906: FULLERS (Op House, Auckland, NZ; ca. Nov. See TT: Dec. 1906, 21) 
1909: JAMES BRENNAN (Gaiety Th, Melb; 2 Oct.) 
1910: JAMES BRENNAN (Gaiety Th, Melb; 2 Jan.) 
1911: JAMES BRENNAN (Gaiety Th, Melb; 2 Jan.) ● (Th Royal, Bris; c June) 
1912: J. C. BAIN (Princess Th, Syd; ca. Feb. - Dec. - See TT: Sept. 1914, 29; as S Mngr/Dir/Perf.) 
1913: J. C. BAIN (Princess Th, Syd; Feb. - Dec. - See SMH adverts / TT: Sept. 1914, 29 - as S Mngr/Dir/Perf.)  
1914:  J. C. BAIN (Princess Th, Syd; Jan. - Dec. - See AV: 13 May / SMH adverts and TT: Sept. 1914, 29 - as S Mngr/Dir/Perf.) 
 
 ●  1916:   FULLERS (Princess Th, Syd; Jan. onwards - as S Mngr/Dir/Perf. See SMH: adverts) 
  1917:  HARRY CLAY (Sydney/suburban circuit; ca. May. Also appeared with his daughter, Letty Craydon)   
  1919:  ANDY KERR / HARRY CLAY (Gaiety Th, Syd; 2 Aug. See AV: 30 Oct. 1919, n. pag. Also Sydney agent for Melrose Theatre, Perth) 
 
 
THOMAS DELOHERY  
[see also Delohery, Craydon and Holland ca.1884-1900] 
 
1899: L. M. RAPHEL ROYAL PANTOMIME Co (Op House, Bris; 10 Nov. Lse. Tom Delohery & Percy St John) 
1902: PERCY ST JOHN BENEFIT (Th Royal, Bris; 21 Mar.) 
 
 
DELOHERY, CRAYDON and HOLLAND 
[see also Ted Holland, James Craydon and Thomas Delohery] 
 
1884: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; 12 July) 
1885: LEON & CUSHMAN'S BURLESQUE Co (Nugget Th, Melb; 26 Dec.) 
1886: LEON & CUSHMAN'S BURLESQUE Co (Nugget Th, Melb) 2 Jan. ► HUGO'S BUFFALO MINSTRELS  
   (Vic Hall, Melb; 17 Apr.) ● (Princess Th, Syd; 28 June) ► CHICAGO MINSTRELS (Gaiety Th, Syd; 9 Oct.)  
1887: FRANK SMITH (SJB Pav, Syd; ca. Dec. See SMH: adverts) 
1888: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 25 Feb.)  
1889: GEORGE BARR Co (New Haymarket MH, Syd; 2 Feb.) 
1890: HARRY FRIEDMAN (Gaiety Th, Melb; 22 Sept.) ► FRANK SMITH (Alhambra MH, Syd; 27 Oct.) 
1891:  FRANK SMITH (Alhambra MH, Syd; 20 June) 
1892: FRANK SMITH (Alhambra MH, Syd; 26 Mar.) ► WALSHE'S NOVELTY Co (S of A, Syd; 24 Dec.) 
1893: HARRY BARRINGTON (Alhambra MH, Syd; 25 Feb.) ► DC&H (Alhambra MH, Syd; 8 July) ► HARRY  
   RICKARDS' TIVOLI Co (Tivoli Th, Syd; 23 Dec.) 
1894: HARRY RICKARDS' TIVOLI Co (Tivoli Th, Syd; 20 Jan.) 
1895: YORK & JONES EMPIRE MINSTRELS (Empire Th, Syd; 29 June) ► SPEED & DELOHERY Co (Empire Th,  
   Syd; 14 Sept.) ► SPEED / DC&H (Gaiety Th, Bris; 30 Nov.) 
1896: SPEED / DC&H (Gaiety Th, Bris; 1 Jan.) ► DC&H (Qld regional tour; ca. Apr/May. See Charters Towers 27 Apr.)  
1897: DELOHERY, C. BOVIS & S. DEANE (Gaiety Th, Bris; 6 Feb.) ► F. M. CLARK (Gaiety Th, Bris; ca. June. See  
   pre 2 July) ► JONES & LAWRENCE VAUDEVILLE Co (YOEF, Fremantle; ca. Dec.) 
1898: JONES & LAWRENCE VAUDEVILLE Co (YOEF, Fremantle; 1 Jan.) ► DC&H'S ELITE Co (Th Royal,  
   Perth; 12 Mar. ► HARRY COGILL'S NEW FEDERATION MINSTRELS (Gaiety Th, Melb; 25 June) ►   
   HARRY RICKARDS (Op House, Melb; 30 July) ► RICHARDS & Co (St Geo's Hall, Melb; 22 Oct. ►  
   ST JOHN & WILSON Co (Alhambra MH, Syd; 3 Dec.) 
1899: DC&H ELITE Co (Th Royal, Bris; 14 Jan.) ● (Qld regional tour; ca. Feb/Mar. See Gympie; 22 Feb.) ►   
   DELOHERY, ST JOHN & HOLLAND'S ELITE Co (Th Royal, Bris; 20 May) ► DELOHERY & ST JOHN  
   (Th Royal, Bris; 10 July. Lses.) ► DELOHERY, ST JOHN AND HOLLAND ELITE Co (Op House, Bris;  
   17 June) ● (Th Royal, Bris; 5 Dec.) 
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HOSEA EASTON 
 
1877: C. B. HICKS' GEORGIA MINSTRELS (Australian tour; began in Tasmania; See HM: 25 July 1877, n. pag.) 
1878: C. B. HICKS' GEORGIA MINSTRELS (Australian tour; See Brisbane; 2 Mar. / Princess Th, Melb; 1 June - 3rd season)  
1879: C. B. HICKS' GEORGIA MINSTRELS (Australian tour; See Hobart ca. Apr/May / Apollo Th, Melb; ca. May/June ) 
1880: NEW GEORGIA MINSTRELS (Apollo Th, Melb; ca. June, Oct/Nov. See Richard Waterhouse (1986), 33, 39.) 
1881: R. B. LEWIS MASTERDON MINSTRELS (Australian tour; See Richard Waterhouse (1986), 33, 39.) ► EASTON &  
   TURNER (Australian tour; See Richard Waterhouse (1986), 33, 39.) 
1886: PEOPLES' CONCERTS (Temp Hall, Melb; 17 Apr.) 
1887: WALSH & KING STANDARD MINSTRELS (Royal Standard; 17 Oct. Lse. Frank Smith) 
1890: JOHN F. SHERIDAN Co (Op House, Bris; 5 Apr. Lse/Prod. MacMahon Bros) ► C. B. HICKS' COLOURED  
   MINSTRELS (Op House, Syd; 31 May) ● (Gaiety Th, Bris; 18 Aug.)  SLADE MURRAY'S GAIETY  
   BURLESQUE Co & C. B. HICKS' COLOURED MINSTRELS (Liddy's Gaiety Th, Bris; 6 Dec.) 
1891: JAMES B. HICKIE (Her Majesty's, Bris; 26 Dec.)  
1892: BONDI AQUARIUM (Syd; 24 Dec.) 
1893: HARRY RICKARDS (Op House, Syd; 4 Feb.) ► ORIENTAL MINSTRELS & SPECIALTY Co (Op House,  
   Syd; 25 Feb.) ► BONDI AQUARIUM (Syd; 30 Sept.) 
1898: MAGGIE MOORE DRAMATIC Co (Op House, Bris; 3 Sept) 
1899: HARRY RICKARDS (Tivoli Th, Syd; 20 May) 
 
 
TOM EDWARDS 
 
1882: TOMMY HUDSON'S SURPRISE PARTY (Queen's Th, Syd; 18 Mar.) 
1888: GEORGE RIGNOLD DRAMATIC Co (Her Majesty's, Syd; 8 Sept.) 
1890: GEORGE RIGNOLD PANTO Co (Her Majesty's, Syd; 24 Dec.) 
1891: US MINSTRELS [aka REPRESENTATIVE METROPOLITAN Co] (Vic Hall, Melb; 2 May. Lse. J. Billin) 
1892: DAN TRACEY MINSTRELS (S of A, Syd; 9 Apr.) ► EMERSON & WOODS ALABAMA MINSTRELS  
   (Op House, Syd; 8 Oct.) 
1893: ALF M. HAZLEWOOD BENEFIT (Gaiety Th, Syd; 3 Mar.) 
1895: YORK & JONES EMPIRE Co (Gaiety Th, Bris; 30 Mar.) ► LITTLE IVY SCOTT BENEFIT (Empire Th, Syd;  
   13 Sept.) ► PROTESTANT HALL Co (Prot Hall, Syd; 28 Sept.) ► JOHN LAWLER (Sydney MH; 23 Nov.) 
1896: MARTYN HAGEN Co (Qld regional tour; ca. Dec. Incl. Th Royal, Charters Towers; 29 Dec.) 
1897: MARTYN HAGEN Co (Qld regional tour; ca. Jan. Incl. Th Royal, Charters Towers; 1 Jan.) 
1898: MACMAHON BROS (Qld regional tour; ca. Feb/Mar. Incl. Th Royal, Charters Towers; 23 Feb.) ► J. L. TRAVERS  
   CONTINENTAL VAUDEVILLE Co (Op House, Bris; 23 Sept.) 
1900:  PERCY ST JOHN BURLESQUE Co (Th Royal, Bris; 18 Aug.) ► HARRY RICKARDS (Bijou Th, Melb; 10  
   Nov.) 
1904: HARRY CLAY (NSW/Qld regional tour; See Clay Djubal (1998) + S of A, Bathurst; 27 Feb. / Toowoomba TH; 29 Mar. etc) ►  
   LEONARD DAVIS (Palace Gardens, Perth; 28 Nov.) 
1905: TED HOLLAND (Th Royal, Bris; 20 May) 
 
 ● Tom Edwards died in July 1918 
 
 
WALLY EDWARDS 
 
1892: EMPLOYEES BENEFIT (Alexandra Th, Melb; 13 Aug. W. Edwards - yet to be confirmed as Wally Edwards.) 
1894: RAINBOW CRICKET CLUB (S of A, Charter's Towers; 10 Jan.) ► CHARTERS TOWERS HOSPITAL  
   BENEFIT (n. details; Charters Towers; 19 Apr.) ► GRAND MOONLIGHT CONCERT (Charters Towers  
   Show Grounds; 18 Oct.) 
1895: PROTESTANT HALL Co (Castlereagh St, Syd; 28 Sept.) ► BLACK DIAMOND MINSTREL & VARIETY  
   Co (Th Royal, Charters Towers; 13 Nov.) 
1896: BLACK DIAMOND MINSTREL & VARIETY Co (Th Royal, Charters Towers; 10 Mar.) 
1897: ALFRED DAMPIER Co (Lyceum Th, Syd; 18 Sept. - Robbery under Arms) 
1898: J. L. TRAVERS CONTINENTAL VAUDEVILLE Co (Op House, Bris; 23 Sept.) 
1902: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1903: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1904: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1905: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1906: HARRY CLAY (NSW/Qld tour; See Clay Djubal(1998) for details) 
1907: HARRY CLAY (Royal Standard, Syd; 5 Jan.) ● (NSW/Qld tour; See Clay Djubal (1998) for details) 
1909: HARRY CLAY (NSW/Qld tour; see Clay Djubal (1998) for details) ► JAMES BRENNAN (National Amph, Syd;  
   ca. Sept. See TT: Oct. 1909, 22-3 / Nov. 1909; 69) 
1910: JAMES BRENNAN (National Amph, Syd; 1 Jan.) 
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1911: JAMES BRENNAN (Gaiety Th, Melb; 15 Apr.) 
1912: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1913: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1914: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
 
 ● 1915:   HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
  1916:   HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
  1917:   HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
  1918:   HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) ►WALLY EDWARDS (Oddfellows Hall, Lithgow. See AV: 4 Jan.  
    1918, n. pag. Lse/Mngr.) 
  1919:   WALLY EDWARDS BENEFIT (Princess Th, Syd; See AV: 18 July 1919; 3, 8 Aug. 1919, 5) 
  1920:   JOE ARCHER BENEFIT (ca. May; no details) 
 
 
CHARLES FANNING (and GEORGIE DEVOE) 
[Incl. Bertha Fanning] 
 
1885: FRANK SMITH (Alhambra MH, Syd; 23 May) 
1886: FRANK SMITH (Alhambra MH, Syd; 24 July) 
1887: F. M. CLARK'S SILK STOCKINGS Co (Vic Hall, Melb; 4 June. Lse. Clark & F. E. Hiscocks) 
1888: HISCOCKS' FEDERAL MINSTRELS  (A of M, Syd; 21 Jan.) ► HARRY RICKARDS' NEW COMEDY &  
   SPECIALTY Co (Georgie Devoe - New Opera House, Syd; 12 May. Lse/Mngr. F. E. Hiscocks) ► PROTESTANT  
   HALL Co (Prot Hall, Syd; 14 July) ► RYAN, FANNING & HAGEN XCLR Co (Prot Hall, Syd; 8 Sept.) ►  
   GEORGE BARR (Haymarket MH, Syd; 20 Oct.) ► PROTESTANT HALL Co (Prot Hall, Syd; 17 Nov.) 
1889: FRANK SMITH (Bertha Fanning - Alhambra MH, Syd; 28 Jan.) ► HARRY RICKARDS (Georgie Devoe - St Geo's  
   Hall, Melb; 12 July) ► COGILL BROS MINSTRELS (St Geo's Hall, Melb; 9 Nov.) ► HARRY  
   RICKARDS' NEW ENGLISH & IRISH Co (Georgie Devoe - S of A, Syd; 25 Dec.)  
1890: HARRY RICKARDS' NEW ENGLISH & IRISH Co (Georgie Devoe - S of A, Syd; 1 Jan.) ► FRANK SMITH  
   (Alhambra MH, Syd; 8 Feb.) ► HARRY RICKARDS' NEW MUSICAL & SPECIALTY Co (Georgie Devoe - S  
   of A, Syd; 24 Aug.) ► H. FLORACK'S FEDERAL MINSTRELS (Charlie Fanning + Bertha Fanning - Bondi  
   Aquarium, Syd; 8 Nov.) ► HARRY RICKARDS NEW MUSICAL COMEDY & SPECIALTY Co (Georgie  
   Devoe - S of A, Syd; 15 Nov.) ► BONDI AQUARIUM (Syd; 6 Dec.) ► CHARLIE FANNING CONCERT  
Co (Prot Hall, Syd; 13 Dec.) ● (Bondi Aquarium, Syd; 13 Dec.) 
1891: DAN TRACEY (Charlie Fanning + Bertha Fanning  - S of A, Syd; 3 Jan.) ► US MINSTRELS  (Georgie Devoe - Vic Hall,  
   Melb; 12 Sept.) ► FRANK SMITH (Alhambra MH, Syd; 24 Oct.) 
1892: DAN TRACEY (Bertha Fanning - S of A, Syd; 13 Feb.) ► FRANK SMITH (Alhambra Th, Syd; 26 Mar.)  ►  
   HARRY RICKARDS' NEW ENGLISH Co (Georgie Devoe - Garrick Th, Syd; 21 May) ► FRANK SMITH  
   (Alhambra MH, Syd; 1 Aug.) ► DAN TRACEY Co & HARRY RICKARDS' NEW MUSICAL COMEDY  
   Co (Charlie Fanning + Bertha Fanning from 12 Nov. - S of A, Syd; 13 Sept.)  
1893: DAN TRACEY Co (Charlie Fanning + Bertha Fanning - Gaiety Th, Syd; 25 Feb.) ► ALF M. HAZLEWOOD  
   BENEFIT (Gaiety Th, Syd; 3 Mar.) ►HARRY BARRINGTON (Alhambra Th, Syd; 25 Feb.) ► HARRY  
   RICKARDS (Charlie Fanning + Georgie Devoe - Tivoli Th, Syd; 23 Sept.)   
 NB: All entries from 1894 onwards are Charlie Fanning and Georgie Devoe unless otherwise noted) 
1894: HARRY RICKARDS (Tivoli Th, Syd; 7 July) ► HARRY BARRINGTON (Alhambra Th, Syd; 1 Sept.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; 9 Feb. See also SMH adverts. June - Oct.) 
1896: HARRY RICKARDS (Qld tour; ca. Oct/Nov. Incl. Charters Towers, 30 Oct.) 
1897: HARRY RICKARDS (Tivoli Th, Syd; ca. Jan) ● (Op House, Melb; 13 Mar. See also adverts in A: Apr. - July) ●  
   (Tivoli Th, Syd; 31 July) 
1898: HARRY RICKARDS  (Tivoli Th, Syd; 22 Mar.) ● (Op House, Melb; 28 May) ● (O House, Melb; 13 Aug.) ●  
   (Tivoli Th, Syd; 24 Sept.) ●  (Op House, Melb; 24 Dec.) 
1899: HARRY RICKARDS (Op House, Melb; 1 Jan) ● (Bijou Th, Syd; 6 Feb.) ● (Tivoli Th, Syd; 4 Mar.)  ►  
   CHARLES FANNING Co (Op House, Syd; 4 Nov.) ● NEWBURY/SPADA SHILLING POPS  CONCERTS  
   (Bertha Fanning - Sydney TH; 6, 11 Nov.)  ► CHARLIE FANNING'S MINSTREL & BURLESQUE Co (Prot  
   Hall, Syd; 23 Dec.) 
1900: JONES & LAWRENCE (Cremorne Gardens, Perth; 29 Jan.) 
1901-1908:  Although Fanning and Devoe are believed to have spent much of the early 1900s overseas, particularly in the UK, the exact time  
   period is yet to be established. While in Britian the pair played such venues as the South London Palace of Varieties, Oxford Palace  
   (Middlesbrough), Barnards Palace of varieties (Greenwich), Royal Standard Music Hall (London). See TT: Jan. 1909, 15 and Feb. 1909,  
   9). 
1909: JAMES BRENNAN (National Amph, Syd; ca. Sept. See TT: Oct. 1909, 22-3) ● (Gaiety Th, Melb; 13 Nov.) 
1910: HOLLAND & ST JOHN (Th Royal, Bris; 2 July)  HUMBERT PUGLIESE (Alhambra Th, Syd; 24 Sept.) 
 
 ●  Charles Fanning died in South Africa in Jan. 1916. 
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MAUD FANNING 
 
1890: CHARLIE FANNING'S CONCERT PARTY (Bondi Aquarium, Syd; 6 Dec.) 
1892: BONDI AQUARIUM (Syd; 26 Dec.) 
1893: ALF M. HAZLEWOOD BENEFIT (Gaiety Th, Syd; 3 Mar.) ► BONDI AQUARIUM (Syd; 1 Oct.)    
1894: GEORGE GIBBONS (Alhambra Th, Syd; 26 May) 
1895: COSGROVE & STUART'S MUSICAL COMEDY Co (S of A, Syd; 4 May) ► WARREN'S SURPRISE  
   PARTY (Gaiety Th, Bris; 24 Aug.)  ► W. A. BALL'S GAIETY SURPRISE PARTY (Gaiety Th, Bris; 14  
   Sept.) ► HELEN GORDON BENEFIT (Gaiety Th, Bris; 5 Oct.) 
1897: BOVIS BROS (Gaiety Th, Bris; 6 Nov.) 
1898: COOGEE AQUARIUM (Syd; 6 Mar.) ► HENRY'S DRAMATIC Co (Royal Standard; 4 June)  ► PERCY ST  
   JOHN & W. J. WILSON (Alhambra Th, Syd; 1 Oct.) 
1899: COOGEE AQUARIUM (Syd; 10 June) 
1900:  JOHN F. SHERIDAN Co  (Op House, Bris; 14 July. Prod. William Anderson) ● (Qld tour; ca. Aug/Sept.  Incl. Charters  
   Towers; 27 Aug.) ► BELL'S WAXWORKS & BOER WAR Co (Qld tour; ca. Sept/Oct. Incl. Th Royal, Charters  
   Towers; 17 Sept.) ► PERCY ST JOHN Co (Theatre Royal, Bris; 20 Oct.)  
1903: HARRY RICKARDS (Tivoli Th, Syd; 26 Dec.) 
1904: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ● (Op House, Melb; 24 Dec.) 
1905: HARRY RICKARDS (Op House, Melb; 24 Dec.) ● (Tivoli Th, Syd; 2 Sept.) ● (Op House, Melb; 30 Dec.) 
1906: HARRY RICKARDS (Op House, Melb; 1 Jan.) ● (Tivoli Th, Syd; 16 June) 
1907: HARRY CLAY (Qld regional tour; See Djubal (1998) + S of A, Rockhampton; 6 May - return leg) ● (Centennial Hall, Syd; 6 July) 
1908: TED HOLLAND (Th Royal, Bris; 14 Nov.) 
1909: HARRY RICKARDS (Op House, Melb; 9 July) ► HARRY CLAY (Royal Standard, Syd; 4 Dec.) 
1910: JAMES BRENNAN (Gaiety Th, Melb; 19 Mar.) ► HARRY CLAY (Royal Standard, Syd; 17 Sept.) ► BIRCH,  
   CARROLL & COYLE (Qld circuit; ca. Oct. Incl. Th Royal, Charters Towers; 22 Oct.) ► PAT FISHER  
   ENTERTAINERS (Royal Standard, Syd; 19 Nov. Lse. Harry Clay) 
1912: HARRY CLAY (NSW/Qld tour; See Djubal (1998) + Toowoomba TH; 9 Mar. etc) ► BRENNAN-FULLERS (National  
   Amph; 27 Nov.) 
1913: J. C. BAIN (Princess Th, Syd; 24 May) ● HARRY BARRINGTON (Alhambra Th, Syd; 28 June) 
1914: FULLERS (NATIONAL Amph, Syd; 29 July) ●  J. C. BAIN (Princess Th, Syd; ca. May to July. See SMH adverts)  
   ● FULLERS (12 month contract for Australian/New Zealand circuit from ca. July. See TT: July 1914, 1) ●  
   HOLLAND & ST JOHN (Empire Th, Bris; ca. Oct. See BC adverts. Engaged from Fullers circuit) 
 
 ● 1915:  FULLERS (from 1 Jan. onwards. See Bijou Th, Melb; ca. Feb. / National Amph, Syd; 10 Apr.) ► HARRY CLAY  / Princess Th, Syd;  
    ca. May/June. See AV: 2 June 1915, n. pag. / See also ca. Dec.) 
  1916:  MAUD FANNING BENEFIT (Coronation Th, Leichhardt, Syd; 8 Feb.) ► HARRY CLAY (Sydney circuit; ca. Sept/Oct. See AV: 4 Oct.  
    1916, n. pag.) 
  1917:  FULLERS AUSTRALIAN / NZ CIRCUIT (Opera House, Christchurch, NZ; ca. May-June; Princess Th, Dunddin, NZ; ca. May. See  
    TT:  May 1917, 41 and AV: 16 May 1917, n. pag.) ● (Majestic Th, Syd; 15 Aug.) ● (Empire Th, Bris; 12 Oct.  Lse. Holland's  
    Vaudeville Deluxe Co) ●  (Grand Opera House, Syd; 24 Dec.) 
  1918:  BERT HOWARD Co (Sydney circuit, ca. May) 
  1940:  TIVOLI ANNIVERSARY SHOW (Tivoli Th, Syd; 2 Sept.) 
 
 
DAVE GARDNER 
 
1874: H. COLLIER BENEFIT (Princess's Th, Melb; 16 May. Octoroon)  ►  (Temp Hall, Melb; 8 June) 
1877: MR AND MRS G. B. W. LEWIS Co (A of M, Melb; 24 Dec. Robinson Crusoe harlequinade) 
1882: TOMMY HUDSON'S SURPRISE PARTY (Queen's Th, Syd; 8 Apr.) ►  THYNNE & SIMPSON'S OLYMPIC  
   REVELS (Vic Hall, Syd; 29 Apr.) 
1886: HUGO'S BUFFALO MINSTRELS (Vic Hall, Melb; ca. Feb.- Apr.) ● (Princess Th, Syd; 28 June) ►  
   CHICAGO MINSTRELS (Gaiety Th, Syd; 9 Oct. Lse. John Solomon) 
1890: SMITH, J. S (Gaiety Th, Melb; 22 Sept. Mngr. Harry Friedman) 
1892: PEOPLE'S CONCERTS (Temp Hall, Melb; 11 June) ► DAN TRACEY (Gaiety Th, Melb; 23 July) 
1894: HARRY BARRINGTON (S of Art, Syd; 4 Aug.) 
1898: PEOPLE'S CONCERTS (Temp Hall, Melb; 22 Oct.)  ST GEO'S HALL MINSTREL & VARIETY Co (St Geo's  
   Hall, Melb; 12 Nov. Lse/Prop. Richards & Co.) 
1899: PEOPLE'S CONCERTS (Temp Hall, Melb; 4 Mar. Performed on a regular basis throughout the year) 
1900: PEOPLE'S CONCERTS (Temp Hall, Melb; 6 Jan. Performed on a regular basis throughout the year) 
1904: PEOPLE'S CONCERTS (Temp Hall, Melb; 18 June. Performed on a regular basis throughout the year) 
1905: PEOPLE'S CONCERTS (Temp Hall, Melb; 28 Jan.) 
 
 
 
 
 
 13 
JOHNNY GARDNER 
[Incl. Janzt Kohlman] 
 
1883: HISCOCKS' FEDERAL MINSTRELS (Johnny Gardner - Vic Hall, Melb; 21 July) ► PEOPLE'S CONCERTS  
   (Temp Hall, Melb; 28 July) 
1885: PEOPLE'S CONCERTS (Temp Hall, Melb; 5 Sept.) 
1886: PEOPLES' CONCERTS (Temp Hall, Melb; 17 Apr.) 
1891: FRANK SMITH (Alhambra MH, Syd; ca. Nov. See SMH adverts) 
1892: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 12 Mar. Perform on a regular basis throughout the year) 
1897: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 13 Feb. Perform on a regular basis throughout the year) 
1898: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 13 Aug. Perform on a regular basis throughout the year) 
1899: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 24 Feb. Perform on a regular basis throughout the year) 
1900: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 3 Mar. Perform on a regular basis throughout the year) 
1904: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 18 June. Perform on a regular basis throughout the year) 
1905: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 28 Jan. Perform on a regular basis throughout the year) 
1906: PEOPLE'S CONCERTS (Kohlman & Gardner - Temp Hall, Melb; 10 Feb. Perform on a regular basis throughout the year) 
 NB: Kohlman & Gardner were not in partnership ca. 1909-1910. See Kolhman & Bartlett (People's Concerts 4 Dec. 1909; 16 Apr. 1910) 
1909: PEOPLE'S CONCERTS (Temp Hall, Melb; 16 Oct. Performed on a regular basis throughout the year) 
1910: PEOPLE'S CONCERTS (Temp Hall, Melb; 8 Jan. Performed on a regular basis throughout the year) 
1911: PEOPLE'S CONCERTS (Temp Hall, Melb; Performs on a regular basis throughout the year.) 
 
 ●  1917: PEOPLE'S CONCERTS (Temp Hall, Melb; 15 Apr. Special appearance) 
 
 
JOHNNY GILMORE 
 
1878: C. B. HICKS' GEORGIA MINSTRELS (no details. See TT: Aug. 1912, 38) 
1881: R. B. LEWIS MASTERDON MINSTRELS (Australian tour. See TT: Aug. 1912, 38)  
1882-83: (Alhambra Th, Syd. See TT: Aug. 1912, 38)  ► PEOPLE'S CONCERTS (Temp Hall, Melb; 9 June) 
1884: FRANK SMITH (Alhambra Th, Syd; 24 May) 
1885: FRANK SMITH (Alhambra Th, Syd; 4 July) ►LEON & CUSHMAN'S BURLESQUE Co (Nugget Th, Melb;  
   26 Dec. Lse/Mngr. Frank Western) 
1886: LEON & CUSHMAN'S BURLESQUE Co (Nugget Th, Melb; 1Jan.) 
1888: F. M. CLARK'S SILK STOCKINGS Co (Vic Hall, Melb; 25 Feb.) ► HISCOCKS & FRIEDMAN'S NEW  
   ENGLISH SPECIALTY Co (New Op House, Syd; 1 Dec.) 
1889: GEORGE BARR (New Haymarket MH, Syd; 26 Jan.)  ● (New Haymarket MH, Syd; 25 Dec.) 
1890: GEORGE BARR (New Haymarket MH, Syd; 1 Jan.)  ► DAN TRACEY Co & HARRY RICKARDS' NEW  
   MUSICAL COMEDY Co (S of A, Syd; 13 Sept.) ►  HARRY RICKARDS' NEW MUSICAL COMEDY  
   Co (Th Royal, Bris; ca. Nov/Dec. See BC: adverts from late Nov.)  
1891: FRANK SMITH (Alhambra Th, Syd; 29 Dec.) 
1892: FRANK SMITH (Alhambra Th, Syd; 1 Jan.) ► COGILL BROS (St Geo's Hall, Melb; 18 June) ► HARRY  
RICKARDS' TIVOLI Co (Op House, Syd; 24 Dec.) 
1893: HARRY RICKARDS' TIVOLI Co (Op House, Syd; 2 Jan.) ● (Tivoli Th, Syd; 25 Feb.) 
NB: 1893-1910:  Gilmore moved to the UK, and appeared at such London theatres as: The Pavilion, The Royal, Tivoli, Canterbury, Paragon and  
  Gatti's halls. He also spent several years on the Moss and Stoll circuit, and toured Europe. See TT: Aug. 1912, 38 for further details)  
1910: HARRY RICKARDS' TIVOLI Co (Op House, Melb; 26 Mar. First appearance back in Australia) ● (Tivoli Th, Syd; 22  
   Oct.) 
1911: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ► JAMES BRENNAN (Gaiety Th, Melb; 23 Sept.) 
1913: J. C. BAIN (Princess Th, Syd; 13 Sept.) 
 
 ● 1917-1919:  FULLERS (National Amph, Syd; as Assistant Mngr.  See AV: 23 Nov. 1917, n. pag.) ● (Majestic Th, Syd; as manager.  See AV:  
   21 Dec. 1917, n. pag. / See also: AV: 25 Apr. 1919, 7) 
  1920:  BONDI PICTURE THEATRE (Syd; as manager. See adverts SMH: ca. Sept) 
 
 
MARTYN HAGEN and LUCY FRASER 
[Incl. Jack and Will Hagen] 
 
1879: SAMUEL LAZAR (Lucy Fraser - Th Royal, Syd; 26 Dec.) 
1880: KELLY & LEON MINSTRELS (Lucy Fraser - Op House, Syd; 31 Jan.) ►  SCHOOL OF ARTS Co (Martyn  Hagen -  
   S of A, Bris; 11 Oct. Benefit) 
1881: ALFRED BURTON - B. Mngr. (Martyn Hagen - Vic Hall, Syd; 26 Dec.)  
1882: C. A. MADDICK - Lse/Mngr. (Martyn Hagen - Vic Hall, Syd; 11 Feb.) 
1885: COTTIERS' PEOPLE'S CONCERTS (Lucy Fraser - Prot Hall, Syd; 19 Oct.) ► HISCOCKS' FEDERAL  
   MINSTRELS (Martyn Hagen - A of M, Syd; 19 Sept.) ► SMITH & FRED DUVAL (Martyn Hagen - A of M, Bris;  
   26 Dec.) ► FRANK SMITH (Lucy Fraser - Alhamabra MH, Syd; 28 Dec.) 
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1886: FRANK SMITH (Lucy Fraser - Alhamabra MH, Syd; 1 Jan.) ► EDWIN PALMER'S SEVEN STARS Co (Martyn  
   Hagen - A of M, Bris; 1 Jan. Lse. Smith and Duval) ► JOHN F. SHERIDAN Co (Martyn Hagen - Gaiety Th, Syd; ca.  
   June) 
1887: F. M. CLARK (Martyn Hagen - Op House, Syd; 10 Dec.) 
1888: F. M. CLARK (Martyn Hagen - Op House, Syd; 1 Jan.) ► ROSE CLIFFORD'S BOHEMIAN MUSICAL  
   COMEDY Co (Martyn Hagen - A of M, Syd; 19 May) ► RYAN, FANNING & HAGEN'S XLCR Co (Martyn  
   Hagen - Prot Hall, Syd; 14 July) ► GEORGE BARR Co (Lucy Fraser -  Haymarket MH, Syd; 20 Oct.) 
1889: H. FLORACK'S FEDERAL MINSTRELS (Lucy Fraser - Haymarket MH, Syd; 16 Mar.)  ► FAUST FAMILY  
(Martyn Hagen - Prot Hall, Syd; 23 May) ►GEORGE RIGNOLD (Lucy Fraser - Her Majesty's, Syd; 1 Sept.) ►  
MARTYN HAGEN Co (Darlinghurst Hall, Syd; 11 Oct.)  ► HAGEN, BUCKLEY & LESTON'S  
   MINSTREL Co (Prot Hall, Syd; 8 Nov.) 
1890: FRANK SMITH (Martyn Hagen - Royal Standard, Syd; 5 Apr.) ► BONDI AQUARIUM (Martyn Hagen - Syd; 24  
   May) ► FRANK  SMITH (Martyn Hagen - Alhambra MH, Syd; 27 Oct.)  
 NB: Hagen and Fraser appeared together on stage from ca.1890 onwards (unless otherwise noted) 
1891: DAN TRACEY (S of A, Syd; 6 June. Season begins ca. Mar.) ● (S of A, Syd; 21 Nov. Return engagement)  ► GEORGE  
   RIGNOLD (Martyn Hagen - Her Majesty's, Syd; 24 Dec.)  
1892: GEORGE RIGNOLD (Martyn Hagen - Her Majesty's, Syd; 1 Jan.)  ► DAN TRACEY MINSTRELS (Lucy Fraser - S  
   of A, Syd; 1 Jan.) ● (Gaiety Th, Melb; 13 Feb.) ► GEORGE RIGNOLD (Martyn Hagen - Her Majesty's, Syd;  
   24 Dec.) ► FRANK SMITH (Lucy Fraser - Alhambra MH, Syd; 26 Dec.) 
1893: GEORGE RIGNOLD (Martyn Hagen - Her Majesty's, Syd; 1 Jan.) ► FRANK SMITH (Lucy Fraser - Alhambra  
   MH, Syd; 26 Dec.) ► ORIENTAL MINSTRELSY & SPECIALTY Co  (Martyn Hagan - Op House, Syd; 25  
   Feb.) ► UP-TO-DATE MINSTREL & SPECIALTY Co (Gaiety Th, Bris; 29 May - Lse/Mngr. Herbert St John) ►  
   GEORGE COPPIN (Martyn Hagen  - Th Royal, Melb; 26 Dec.) 
1894: GEORGE COPPIN (Martyn Hagen - Th Royal, Melb; 1 Jan.) ► HARRY BARRINGTON (S of A, Syd; 4 Aug.) ► 
   WILLIAMSON & MUSGROVE (Lyceum Th, Syd; 15 Dec.) 
1895: WILLIAMSON & MUSGROVE (Lyceum Th, Syd; 1 Jan.) ● (Op House, Bris; 23 May)  ► YORK & JONES  
   (Empire Th, Syd; 29 June)  ► BONDI AQUARIUM (Syd; 1 Sept.)  ►  YORK & JONES (Empire Th, Syd;  
   2 Sept.) ► COOGEE PALACE AQUARIUM (Syd; 15 Sept.) 
1896: McLEAN & HAGEN GAIETY Co (Qld regional tour; ca. Nov/Dec. Incl. Th Royal, Charters Towers; 29 Dec.) 
1897: McLEAN & HAGEN GAIETY Co (Qld regional tour; ca. Jan. Incl. Th Royal, Charters Towers; 1 Jan.) ► HARRY  
   RICKARDS (Tivoli  Th, Syd; 24 Apr.) ● (Op House, Melb; 12 June) ► BIJOU THEATRE Co (Bijou Th,  
   Melb; 27 Dec.) 
1898: BIJOU THEATRE Co (Bijou Th, Melb; 1 Jan.) ► HARRY RICKARDS (Tivoli Th, Syd; 22 Mar.) ● (Cremorne  
   Gardens, Perth; 9 Apr.) ● (Murchison goldfields tour; ca. June/July. Returned to Perth 9 July)  ►HAGEN &  
   FRASER Co (New Pavilion, Fremantle, 23 July) ► MUSSETTE MUSICAL COMEDY Co (Bijou Th,  
   Fremantle; 13 Aug.) ► XCLR BURLESQUE Co (Martyn Hagen, Mngr. - Bijou Th, Fremantle; 29 Oct.) ►  
   HAGEN & SPEED Co (YOEF, Fremantle; 19 Nov.) ► MARTYN HAGEN Co (Th Royal, Perth; 10 Dec.) 
1899: MARTYN HAGEN Co (Th Royal, Perth; 1 Jan.) 
1901: MARTYN HAGEN MUSICAL COMEDY Co (NZ tour; ca. Jan. Incl. Federal Th, Wellington) 
1903: PERCY DIX (NZ circuit; ca. Dec. Incl. Th Royal; Wellington; 26 Dec.) 
1904: PERCY DIX (NZ circuit; ca. Jan. Incl. Th Royal; Wellington; 1 Jan.) 
1905: FRANK M. CLARK (+ Jack Hagen - Gaiety Th, Melb; 28 Jan.) ● TED HOLLAND (Jack Hagen - Th Royal, Bris; 26  
   Aug.) ► FRANK M. CLARK (Jack Hagen - Gaiety Th, Melb; 11 Nov.) 
1909: HARRY RICKARDS (Jack Hagen - Op House, Melb; 16 Oct.) ► WILLIAM ANDERSON (Jack Hagen - King's Th,  
   Melb; 26 Dec.) 
1910: WILLIAM ANDERSON (Jack Hagen - King's Th Melb; 1 Jan) ► PEOPLE'S CONCERTS (Hagen & Fraser - Temp  
   Hall, Melb; 5 Feb.) ► HARRY RICKARDS (Jack Hagen - Tivoli Th, Syd; 17 Sept.) ● (Jack Hagen - Op House,  
   Melb; 3 Dec.) 
1911: HARRY RICKARDS (Jack Hagen - Op House, Melb; 1 Jan.) ► PEOPLE'S CONCERTS (Hagen & Fraser - Temp  
   Hall, Melb; 15 Apr.) ► JAMES BRENNAN (Th Royal, Brs; 15 July) ► AMALGAMATED PICTURES  
   (Martyn Hagen - The Double Event. The film also incl. Bland Holt company) 
1912: FULLERS (Jack Hagen - Gaiety Th, Melb; ca. Apr/May) 
 
 ●  1912-1929: Martyn Hagen and Lucy Fraser left Australia to work overseas, including the UK, America and Malaysia (see TT: July 1915,  
   38; TT: Oct. 1916; 45; "Around the World in 18 Years." E: 4 Dec. 1929, 48) 
  1915:  HARRY CLAY (Will Hagen - Sydney suburban circuit; ca. Oct. - See AV: 13 Oct. 1915, n. pag.) 
 
 
F. E. HISCOCKS 
 
1878: LEON & KELLY MINSTRELS (Queen's Th, Syd; 2 Mar. with Dave Hayman ) ● (St Geo's Hall, Melb; 14 June) 
1879:   HISCOCKS & HAYMAN'S MAMMOTH MINSTRELS (St Geo's Hall, Melb; 27 Sept.)   
1882: HISCOCKS & ALLISON (Th Royal, Syd; 20 May. Mngr. Wybert Reeve Co) 
1883: HISCOCKS FEDERAL MINSTRELS (Vic Hall, Melb; 21 Apr.) ● (Masonic Hall, Syd; 15 Sept.) ● (Gaiety Th,  
   Syd; 13 Oct.) 
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1884: HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 5 Apr.) 
1885: HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 1 Jan.)  ► F. E. HISCOCKS (New Op House, Syd; 5 Oct.  
   Lse/Mngr  for Hicks-Sawyer Minstrels; last night of season)  ► HISCOCKS' FEDERAL MINSTRELS (Vic Hall, Melb;  
   31 Oct.) ► HISCOCKS, RIGNOLD & ALLISON (A of M, Syd; 2 Nov. Lses.) ► HISCOCKS' FEDERAL  
MINSTRELS (A of M, Syd; 24 Dec.) 
1886: HISCOCKS FEDERAL MINSTRELS  (A of M, Syd; 2 Jan.) ● (A of M, Bris; 9 May) ●  (A of M, Syd; 5 June)   
   ► HISCOCKS FEDERAL MINSTRELS & LEON & CUSHMAN'S MINSTRELS (A of M, Syd; 17 Aug.)   
   ►   HISCOCKS FEDERAL MINSTRELS (St Geo's Hall, Melb; 16 Oct.)  ► F. E. HISCOCKS & F. M.  
CLARK (Vic Hall, Melb; 16 Oct. Sub-Lse.)  ►  HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 20 Dec.)   
1887: HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● F. M. CLARK'S SILK STOCKINGS Co (Vic  
   Hall, Melb; 4 June. Lse. F. E. Hiscocks and F. M. Clark) 
1888: HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 7 Jan.) ● (Vic Th, Newcastle; 9 Apr.) ►  F.E. HISCOCKS  
   (A of M, Syd; 14 Apr. Lse/Mngr. for King's Congress of Specialists) ► HISCOCKS FEDERAL MINSTRELS  
   (Gaiety Th, Bris; 21 Apr.)  ► F. E. HISCOCKS (New Op House, Syd; 19 May. Lse/Mngr for Harry Rickards New  
   Comedy Co)  ► HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 14 July) ► HICKS-SAWYER  
MINSTRELS (New Opera House, Syd; 1 Sept. Lse/Mngr. F. E. Hiscocks)  ► HISCOCKS & FRIEDMAN'S NEW  
ENGLISH SPECIALTY Co (New Op House, Syd; 1 Dec.) 
1889: F. E. HISCOCKS & J. MACMAHON (Gaiety Th, Syd; 26 Jan.)  ► F. E. HISCOCKS (Atheneum Hall, Melb; ca.  
   Aug.; See TOA: Aug. 1889, 49 - Lse/Mngr for G. H. Snazzle) ● (S of A, Syd; 2 Nov.) ► HISCOCKS & J. MACMAHON  
   (Exhibition Building, Syd; 3 June. Lse/Mngrs. for Silbon and Stirk troupes)  ► HISCOCKS' LONDON PAVILION  
   Co (St Geo's Hall, Melb; 24 Aug.) ● (Op House, Syd; 5 Oct. - Dec.)  
1890:  HISCOCKS' LONDON PAVILION Co (New Op House, Syd; 3 Jan.)  ►  F. E. HISCOCKS  (Manly  
   Aquarium, Syd; 1 Feb. By arrangement)  ►  F. E. HISCOCKS & F. M. CLARK  (Crystal Palace Rink, Syd; 15  
   Mar. Lse/Mngr. Harmston's Circus)  ► HISCOCKS' ENGLISH & AMERICAN Co (Gaiety Th, Syd; 14 July)  ►  
   F. E. HISCOCKS & W. J. WILSON (New Garrick Th, Syd; 23 Dec. Lse/Mngr. for Charles Cartright and Olga  
   Nethersole Co) 
1892: HISCOCKS' FEDERAL MINSTRELS (Polytechnic Hall & Royal Museum, Syd; 26 Mar. Lse/Mngr. M. Hegarty) 
1894: HISCOCKS FEDERAL MINSTRELS (S of A, Syd; 12 May) ● (S of A, Syd; 27 Oct.)  ► CHRISTMAS  
   CARNIVAL & FIREWORKS (Moore Park, Syd; 26 Dec. Promoter)  
 
 
ALF HOLLAND 
 
1885: BILLY EMERSON (Gaiety Th, Syd; 11 Apr.) ● (St Geo's Hall, Melb; 31 Oct.) 
1887: JOHN SOLOMON (Criterion Th, Syd; 6 Aug.) ► COGILL BROS MINSTRELS (St Geo's Hall, Melb; 10 Sept.)  
1888: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 1 Jan.) 
1889: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 9 Nov.) 
1890: US MINSTRELS Co  (Vic Hall, Melb; ca. May. See Age adverts.) 
1891: US MINSTRELS Co  (Vic Hall, Melb; 17 Jan. Lse/Prod. J. Billin) 
1892: US MINSTRELS Co  (Vic Hall, Melb; ca. Jan/Feb. See Age adverts) 
1897: PEOPLE'S CONCERTS (Temp Hall, Melb; 28 Aug.) 
1898: HARRY COGILL (Gaiety Th, Melb; 11 June) 
1899: WILLIAMSON & MUSGROVE (Princess's Th, Melb; 10 June) ● (Her Majesty's, Syd; 29 July) 
1900: JCW (Her Majesty's, Melb; 8 Sept. - The Christian) 
1904: GEORGE MUSGROVE (Princess's Th, Melb; 13 Aug.) 
1905: GEORGE STEPHENSON ENGLISH MUSICAL COMEDY Co (His Majesty's, Perth; 9 Sept.) 
1907: WORLD'S PICTURESCOPE Co (Oxford Th, Syd; 23 Feb. Incl. vaudeville acts) 
1913: WILLIAM ANDERSON (Adelphi Th, Syd; 5 July) 
 
 ● 1917: HARRY CLAY (Newtown Bridge Th, Syd; ca. Apr. As manager; see Redhead Wilson "More Humour from the Dressing Room" AV:  
     9 May 1917, n. pag.) 
 
 
TED HOLLAND 
[See also Delohery, Craydon & Holland ca.1884-1900 / and Percy St John] 
 
1892: RALPH WALSHE'S NOVELTY Co (S of A, Syd; 24 Dec. - with James Craydon) 
1901-02: TED HOLLAND Co (Australian touring company. See BC: 5 Sept. 1914, n. pag.) 
1903: TED HOLLAND Co (Qld regional tour; ca. Aug/Sept. See BC: 5 Sept. 1914, n. pag.) 
1904: TED HOLLAND'S NEW VAUDEVILLE ENTERTAINERS (Qld regional tour; ca. Apr/May. Incl. Th Royal,  
   Gympie; 19 Apr.) ● (Th Royal, Bris; 26 Dec. Opening night of season) 
1905: TED HOLLAND'S NEW VAUDEVILLE ENTERTAINERS (Th Royal, Bris; 2 Jan. - operating all year)  
   ● (Qld regional tour; ca. Apr. Incl. Th Royal, Gympie; 14 Apr. / Th Royal, Charters Towers; 4 Mar.) ● (Th Royal,  
   Toowoomba; 31 July. Show week) 
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1906: TED HOLLAND'S NEW VAUDEVILLE ENTERTAINERS (Th Royal, Bris; 1 Jan. Operated all year) ● (Qld  
   regional tour; ca. Apr. Incl. Mt Morgan; 20 Apr.) 
1907: TED HOLLAND (Th Royal, Bris; 1 Jan. Presented weekly shows all year) ● (Newcastle, NSW; ca. Mar. See BC: 4  
   Mar. 1907, 5) 
1908: TED HOLLAND (Th Royal, Bris; 1 Jan. - operated all year)  
1909: TED HOLLAND (Th Royal, Bris; 1 Jan. - operated all year) ● (Hippodrome Picture Palace, Bris; ca. Feb. See TT:  
   Mar. 1909, 9 - situated opposite Th Royal) 
1910: TED HOLLAND (Th Royal, Bris; 1 Jan. - operated all year) 
1911: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 7 Jan. Opening of Empire Th. Operated all year / Holland  
   continued as sub-lessee of Th Royal to 1914) 
1912: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
1913: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
1914: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
 
 ● Ted Holland died in Sept. 1914, aged 53 years. 
 
 
GEORGE A. JONES 
 
1883: HISCOCKS' FEDERAL MINSTRELS (Vic Hall, Melb; 21 July) ► PEOPLE'S CONCERTS (Temp Hall, Melb;  
   28 July) 
1886: FRANK M. CLARK (Vic Th, Melb; 16 Oct.) 
1887: COGILL BROS MINSTRELS (Gaiety Th, Syd; 30 Apr.) ●  (St Geo's Hall, Melb; 10 Sept.) 
1888: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 25 Feb.) 
1891: FRANK M. CLARK (Gaiety Th, Melb; 12 Sept.) 
1892: DAN TRACEY Co (Gaiety Th, Melb; 13 Feb.) 
1893: WORLD STAR GAIETY MINSTREL Co (Gaiety Th, Syd; 4 Mar. B Mngr. Alf. M. Hazlewood) ► UP-TO-DATE  
   MINSTREL & SPECIALTY Co (Gaiety Th, Bris; 29 May. Lse. Herbert & St John) ► PERCY ST JOHN Co  
   (Qld regional tour; ca. Jan/Feb. Incl. Th Royal, Charters Towers; 12 Feb.) 
1894: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 9 Nov.) 
1895:   YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 1 Jan.) ● (Qld regional tour, ca. Feb. See BC: 22 Jan.  
   1895, n. pag.) ● (Gaiety Th, Bris; 23 Mar.  Return season) ● (Empire Th, Syd; 29 June)   
1898: ALBERT POWELL'S MINSTREL & BURLESQUE Co (Th Royal, Bris; 30 Apr.)  GEORGE A. JONES  
   BENEFIT (Th Royal, Brisbane; 24 May) ► XLCR BURLESQUE & SPECIALTY Co (Bijou Th, Fremantle;  
   29  Oct.) JONES & LAWRENCE Co (Cremorne Gardens, Perth; 26 Nov.)  
1899: JONES & LAWRENCE Co (Cremorne Gardens, Perth; 1 Nov.) 
1900: JONES & LAWRENCE Co (Cremorne Gardens, Perth; 1 Jan. Season lasts all year) 
1901: JONES & LAWRENCE Co (Cremorne Gardens, Perth; 1 Jan.) 
1904: OPEN AIR CONCERTS ("Brickfield Hill," George St, Syd; 24 Dec.) 
1905: LEONARD DAVIS (Palace Gardens, Perth; 21 Jan. In A Seaside Dilemma) PEOPLE'S POP CONCERTS (525  
   George St; Syd; 4 Feb. Late "Golden Gate") ► MID LEWIS Co (Palace Th, Perth; 17 June. Reappearance after a  
   number of years)  ►  GRAND SACRED & CLASSICAL CONCERTS (His Majesty's, Perth; 21 Oct. See also 4  
   Nov.  and 2 Dec. - as Mngr.) 
1908: TED HOLLAND (Th Royal, Bris; ca. July/Aug.) 
1910: PEOPLE'S CONCERTS (Temp Hall, Melb; 12 Mar.) 
 
 ● George A. Jones died sometime prior to 1928: See E: 12 Dec. 1928, 131. 
 
 
JACK KEARNS 
[Incl. Ida Tauchert (aka Ida Rosslyn) and Albert McKisson] 
 
1886: COTTIERS PEOPLES'  CONCERTS (Ida Tauchert - Prot Hall, Syd; 26 June) 
1890: TRACEY & ADSON MINSTRELS (Ida Tauchert - S of A, Syd; 20 Dec.) 
1891: F. M. CLARK (Albert McKisson - Gaiety Th, Melb; 31 Jan.) ► DAN TRACEY (Ida Tauchert - S of A, Syd; 6 June) ► 
   (McKisson - Gaiety Th, Melb; 12 Sept.) ► ALFRED DAMPIER (McKisson & Kearns - Alexandra Th, Melb; 24  
   Dec.) 
1892: ALFRED DAMPIER (McKisson & Kearns - Alexandra Th, Melb; 1 Jan.) ► DAN TRACEY SPECIALTY Co (Ida  
   Tauchert - S of A, Syd; 9 Jan.) ► J. BILLIN (McKisson & Kearns - Vic Hall, Melb; 13 Feb.)  ► DAN  
   TRACEY SPECIALTY  Co (S of A, Syd; 23 Apr.) ● (Gaiety Th, Melb; 17 Sept.) ► SLADE MURRAY  
   BENEFIT (Th Royal, Melb; 19 Nov.) ► GEORGE COPPIN (McKisson & Kearns - Th Royal, Melb; 24 Dec.) 
1893: GEORGE COPPIN (McKisson & Kearns - Th Royal, Melb; 24 Dec.) ► DC&H (Alhambra MH, Syd; 8 July)  
   HARRY RICKARDS (Tivoli Th, Syd; 12 Aug.) ► WILLIAMSON & MUSGROVE (McKisson & Kearns -  
   Princess Th, Melb; 26 Dec.)  
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1894: WILLIAMSON & MUSGROVE (McKisson & Kearns -  Princess Th, Melb; 1 Jan.) ► HARRY RICKARDS  
   (McKisson & Kearns - Tivoli Th, Syd; 17 Mar.) 
1895: HARRY RICKARDS (McKisson & Kearns/Ida Tauchert  - Tivoli Th, Syd; 21 Sept.) 
1897: HUDSON'S SURPRISE PARTY (Qld tour; ca. May/June. Incl. Charters Towers; 11 June) ● (Gaiety Th, Bris; 17  
   July) ● (Antipodean tour; incl. Adelaide, Tasmania and NZ;  See BC: 23 Aug. 1897, 6) 
1898: PEOPLE'S CONCERTS (McKisson - Temp Hall, Melb; 29 Jan.)   HARRY RICKARDS (McKisson - Op House,  
   Melb; 5 Feb.) ● (McKisson & Kearns - Op House, Melb; 8 Oct.) ● (McKisson & Kearns - Tivoli Th, Syd; 7 June) ●  
   (McKisson & Kearns - Cremorne Th, Perth; 11 July) ● (McKisson & Kearns - Town Hall, Perth; 1 Aug.) ● (McKisson &  
   Kearns - Murchison goldfields, WA; ca. 24 June) ● (McKisson & Kearns - Cremorne Th, Perth; 9 July) 
1899: HARRY RICKARDS (McKisson & Kearns - Op House, Melb; 7 Jan.) ● (McKisson & Kearns - Bijou Th, Melb; 18 Feb.)  
   ● (McKisson & Kearns - Tivoli Th, Syd; 1 Apr.)  ► CONTINENTAL VAUDEVILLE Co (McKisson & Kearns - Th  
   Royal, Bris; 5 Aug.) 
1904: HARRY RICKARDS (Tivoli Th, Syd; 17 Dec.) 
1905: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ● (Op House, Melb; 14 Jan.) ● (Tivoli Th, Syd; 6 May) 
1906: HARRY RICKARDS (Op House, Melb; 24 Dec.) 
1907: HARRY RICKARDS (Op House, Melb; 24 Dec.) ► HARRY CLAY (McKisson - Royal Standard, Syd; 23 Feb.) 
1909: JAMES BRENNAN (National Amph, Syd; ca. Feb., Apr., Aug. / 4 Dec. See TT: May 1909, 18 / TT: Sept, 1909, 18) 
1910: JAMES BRENNAN (Jack Kearns + Vera - National Amph, Syd; 1 Jan.) ● (Gaiety Th, Melb; 14 May) ●  (National  
   Amph, Syd; 24 Dec.) 
1911: JAMES BRENNAN (Jack Kearns + Vera - National Amph, Syd; 1 Jan.) ► HOLLAND & ST JOHN (Jack Kearns, Ida  
   Roslyn + Vera - Empire Th, Bris; 16 Sept.) ► (National Amph, Syd; 14 Dec.) 
1912: JAMES BRENNAN (Jack Kearns + Vera - National Amph, Syd; 1 Jan.) 
1913: JAMES BRENNAN (Jack Kearns + Vera - National Amph, Syd; 1 Jan.) ► JACK KEARNS' SURPRISE PARTY  
   (Parramatta Picture Palace; ca. Mar-Apr. See TT: Apr. 1913, 33) ● (Sydney suburban circuit, incl. Marrickville  
   Picture Palace; Bennington's, Parramatta; Auburn Town Hall; South Sydney Amusement Hall; Redfern  
   Picture Palace. See SMH: 7 June 1913, 2) ► J. C. BAIN (Princes Th, Syd; 27 Sept.) 
1914: J. C. BAIN (Princes Th, Syd; 1 Jan - Apr.)  ► GEORGE DEAN TESTIMONIAL (Little Theatre, Syd; 30 Jan.)  
   ► DIX & BAKER (Princess Th, Newcastle; ca. 25 Apr.) ►  J. C. BAIN (Princess Th, Syd; ca. Sept. See TT:  
   Oct. 1914, 39) ► HARRY CLAY (Bridge Th, Newtown, Syd; ca. Oct/Nov. See AV: 4 Nov. 1914, n. pag. / Vera Kearns  
   from ca. Sept. See AV: 16 Sept. 1914, n. pag.) 
 
● For details pertaining to Jack Kearns' career after 1914 see his entry in Appendix D 
 
 
SAM KEENAN 
 
1877: C. B. HICKS' GEORGIA MINSTRELS (Th Royal, Hobart; 29 July) ● (St Geo's Hall, Melb; 10 Sept.) ● (no  
   details, Syd; 22 Dec.) 
1878: C. B. HICKS' GEORGIA MINSTRELS (no details, Syd; 1 Jan.) ● (Princess's Th, Melb; 1 June) 
1879: C. B. HICKS' GEORGIA MINSTRELS (NZ tour; See Richard Waterhouse (1986) p 31) ● (Th Royal, Hobart; ca. Apr- 
   May) ● (Apollo Th, Melb; ca. May/June) 
1880: ORIGINAL GEORGIA MINSTRELS (Apollo Th, Melb; ca. June) ● (Apollo Th, Melb; ca. Oct.)  
1881: R. B. LEWIS' MASTODON COLOURED MINSTRELS (Op House, Syd; 16 Apr.) ● (Maitland, NSW; 2 June) 
1882: BENT & BACHELDER'S ANGLO-AMERICAN CHRISTY'S MINSTRELS (Op House, Syd; 4 Mar.) 
1884:   HISCOCKS' FEDERAL MINSTRELS  (A of M, Syd; 5 Apr.)  
1885:  HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (Vic Hall, Melb; 31 Oct.) ● (A of M, Syd; 26  
   Dec.) 
1886:   HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (A of M, Bris; 14 May) ● (A of M, Syd; 5 June)  
   (St Geo's Hall, Melb; 16 Oct.) ● (A of M, Syd; 20 Dec.)  
1887: HUGO'S BUFFALO MINSTRELS (A of M, Syd; 29 Jan. Lse. F. E. Hiscocks) ► FOURTH ANNUAL IMPS  
   MATINEE (Op House, Syd; 11 Aug.) 
1888: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 21 Jan.) ● (Gaiety Th, Bris; 21 Apr.) ● (Vic Th,  
   Newcastle; 9 Apr.) ● (A of M, Syd; 14 July ► HISCOCKS & FRIEDMAN'S NEW ENGLISH SPECIALTY  
   Co (New Op House, Syd; 1 Dec.) 
1889: HISCOCKS & FRIEDMAN'S NEW ENGLISH SPECIALTY Co (New Op House, Syd; 1 Jan.)  HISCOCKS'  
   FEDERAL MINSTRELS (New Haymarket Th, Syd; 18 Mar.) 
1890: FRANK SMITH (Alhambra MH, Syd; 15 Mar.) 
1892: FRANK M. CLARK (Keenan & Duriah - St Geo's Hall, Melb; ca. Feb.) 
1894: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 22 Dec.) 
1895: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 1 Jan.) 
 NB: Sam Keenan died in 1895 (see BC: 29 Apr. 1905, 2). The Sam Keenan who appeared on variety stages in Australia after this period was his  
   son, Sam Keenan Jnr. 
1905: TED HOLLAND (Th Royal, Bris; 22 Apr.) 
1910: HARRY CLAY (Royal Standard, Syd; 5 Feb.) 
1913: JOHN L. GOODMAN'S STAR VAUDEVILLE & MINSTREL Co (Keenan & Lewis - Alhambra Th, Syd; ca. May) 
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NICHOLAS LA FEUILLADE 
 
1865: CHRISTY'S MINSTRELS (Haymarket Th, Melb; 21 Oct.) 
1866: CHRISTY'S MINSTRELS (Varieties Th, Melb; 24 Dec.) 
1868: WOODROFFE'S AMERICAN GLASSBLOWERS (St Geo's Hall, Melb; 14 Aug.) 
1869: LA FEUILLADE, PEEL AND WESTON'S CHRISTY MINSTRELS (St Geo's Hall, Melb; 3 May) 
1870: WESTON AND LA FEUILLADE'S MINSTRELS (Op House, Melb; 18 June) 
1871: WESTON AND LA FEUILLADE'S MINSTRELS (Haymarket Th, Melb; 10 Apr.) 
1874: HARRY RICKARDS LONDON STAR Co (St Geo's Hall, Melb; 16 May) 
1883: HISCOCKS' FEDERAL MINSTRELS (Vic Hall, Melb; 21 Apr.) ● (Masonic Hall, Syd; 15 Sept.) ● (Gaiety Th,  
   Syd; 13 Oct.) 
1884: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 5 Apr.) 
1885: F.E. HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 14 Mar.) ● (Gaiety Th, Syd; 12 Oct.) ► GRAND  
   CONCERT & ORATION (Th Royal, Syd; 15 Aug.) ► F.E. HISCOCKS FEDERAL MINSTRELS (Vic Hall,  
   Melb; 31 Oct.) ● (A of M, Syd; 19 Sept.) 
1886:   HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (A of M, Bris; 14 May) ● (A of M, Syd; 5 June) ● 
   (St Geo's Hall, Melb; 16 Oct.) ● (A of M, Syd; 18 Dec.)  
1887: COGILL BROS MINSTRELS (Gaiety Th, Syd; 2 Apr.) 
1888: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 12 Jan.) ● (Vic Th, Newcastle; 9 Apr.) ● (Gaiety Th, Bris;  
   21 Apr.) 
1892: PEOPLE'S CONCERTS (Temp Hall, Melb; 12 Mar.) 
1897: PEOPLE'S CONCERTS (Temp Hall, Melb; 8 May) 
1898: PEOPLE'S CONCERTS (Temp Hall, Melb; 22 Jan.) ► ST GEORGE'S HALL MINSTREL, VARIETY &  
   SPECIALTY Co / POPULAR CONCERTS (St Geo's Hall, Melb; 24 Sept. - Lse/Prod. Richards & Co)  
 
 
ALF LAWTON (and CLARA SPENCER) 
 
1883: HISCOCKS' FEDERAL MINSTRELS (Vic Hall, Melb; 21 Apr.) ● (Masonic Hall, Syd; 15 Sept.) ● (Gaiety Th,  
   Syd; 13 Oct.) 
1884: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; ca. Nov.) 
1885: POLLOCK & CUNARD (A of M, Syd; 8 May)  
1886: F. E. HISCOCKS' FEDERAL MINSTRELS  (A of M, Syd) 15 May) ● (A of M, Syd; 10 July) ► F. M. CLARK  
   (St Geo's Hall, Melb; 16 Oct.) ► MACMAHON & LEITCH PANTO Co (Th Royal, Bris; 27 Dec.) 
1887: MACMAHON & LEITCH PANTO Co (Th Royal, Bris; 1 Jan.) ► F. E. HISCOCKS FEDERAL MINSTRELS   
   (A of M, Syd; 9 Apr.) ► ALF LAWTON Co (A of M, Syd; 4 June. Lse. F. E. Hiscocks) ► FOURTH ANNUAL  
   IMPS MATINEEE (Op House, Syd; 11 Aug.) ► WG&M (Th Royal, Melb; 26 Dec.) 
1888: WG&M (Th Royal, Melb; 1 Jan.) ► GARRETTA'S UNITED STATES EXCELSIOR Co (Gaiety Th, Bris; 2  
   June) 
1889: F. M. CLARK'S EUROPEAN CELEBRITIES (A of M, Syd; 13 July) ► MARTYN HAGEN Co (Darlinghurst  
   Hall, Syd; 11 Oct.) HAGEN, BUCKLEY & LESTON'S MINSTREL & SPECIALTY CONSOLIDATION  
   (Prot Hall, Syd; 8 Nov.) ► FRANK SMITH (Alhambra MH, Syd; ca. Dec. 1889) 
1890: FRANK SMITH (Alhambra MH, 15 Jan.) 
1892: DAN TRACEY SPECIALTY Co (S of A, Syd; 19 Mar.) COGILL BROS Co (St Geo's Hall, Melb; 28 May)  
1893: HARRY BARRINGTON (Alhambra Th, Syd; 25 Feb.) ► HARRY RICKARDS (Tivoli Th, Syd; 3 June) 
1894: HARRY RICKARDS (Tivoli Th, Syd; 6 Oct.) ► PEOPLE'S CONCERTS (Temp Hall, Melb; 15 Nov.) ► 
   HARRY RICKARDS (Tivoli Th, Syd; 1 Dec.) 
1895: COGILL BROS (Th Royal, Bris; 8 Oct.)   
1896: COGILL BROS (Op House, Syd; 22 Feb.) ► ALF LAWTON'S ALL NATIONS Co (Gaiety Th, Bris; 26 Dec.) 
1897: ALF LAWTON'S ALL NATIONS Co (Gaiety Th, Bris; 1 Jan.) 
1898: ELITE VAUDEVILLE Co (Th Royal, Perth; 19 Mar.) ► BIJOU VARIETY Co (Bijou Th, Fremantle; 28 May)   
   ST GEORGE'S HALL MINSTREL, VARIETY & SPECIALTY Co (St Geo's Hall, Melb; 22 Oct.)   
1899: HARRY RICKARDS (Bijou Th, Melb; 12 Aug.) ● (Palace Th, Syd; 7 Oct.) 
1900: HARRY RICKARDS (Palace Th, Syd; 1 Jan.) ► ALF DAMPIER DRAMATIC Co (Alexandra Th, Melb; 17  
   Mar.) ► HARRY RICKARDS (Tivoli Th, Syd; 12 Apr.) ● (Bijou Th, Melb; 14 July) 
1906: HARRY RICKARDS TIVOLI Co (Tivoli Th, Syd; 6 Jan. Reappearance after 4 years) 
1907: HUMAN HEARTS Co (NZ tour; ca. early 1907. See TT: Oct. 1907, 15) 
 
 ● Alf Lawton died in Wellington, NZ on 15 Sept. 1907. 
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WARD LEAR 
 
1898: ST GEO'S HALL MINSTREL & VARIETY Co (St Geo's Hall, Melb; 12 Nov. Lse/Prod. Richards & Co) 
1899: PEOPLE'S CONCERTS (Temp Hall, Melb; 11 Feb.) ► ROWLEY'S WAXWORK, MUSEUM & LONDON Co  
   (Qld tour; ca. May/June. Incl. Th Royal, Charters Towers; 2 June) 
1900: ROWLEY'S WAXWORKS AND LONDON Co (Town Hall, Fremantle; 26 May) ● (Town Hall, Perth; 2 June)   
   ► PEOPLE'S CONCERTS (Temp Hall; 4 Aug.) 
1904: HARRY RICKARDS (Op House, Melb; 17 Dec.) 
1905: HARRY RICKARDS (Op House, Melb; 1 Jan.) 
1906: HARRY RICKARDS (Op House, Melb; 24 Dec.) 
1907: HARRY RICKARDS (Op House, Melb; 1 Jan.) ► BELLA SUTHERLAND (Tivoli Gardens and Theatre under  
   Canvas, Bris; 30 Mar.) 
1908: TED HOLLAND (Th Royal, Bris; 28 Nov.) 
1909: JAMES BRENNAN (National Amph, Syd; ca. Aug. See TT: Sept. 1909, 18) 
1910: TED HOLLAND (Th Royal, Bris; 17 Sept.) ► JAMES BRENNAN (National Amph, Syd; 3 Dec.) 
1911: JAMES BRENNAN (National Amph, Syd; ca. Mar.) 
1913: HARRY CLAY (NSW/Qld circuit; See Clay Djubal (1998) for details; incl. Lithgow; 22 Feb. / Town Hall, Toowoomba; 22 Mar.  
   etc) ► J. C. BAIN (Princess Th, Syd; 13 Sept.) 
1914: J. C. BAIN (Princess Th, Syd; ca. May. See AV: 13 May 1914, 4) ► DIX-BAKER Co (Vic Th, Newcastle; ca.  
   Apr/May)  ● (Hunter Valley circuit, NSW; ca. Aug/Sept.) ► ERN DELAVALE Co (National Th, Balmain;  
   ca. Oct. See TT: Nov. 1914, 34) ► HOLLAND & ST JOHN (Empire Th, Bris; ca. Nov.) 
 
● 1915:  BIRCH, CARROLL & COYLE (Qld circuit; ca. Jan. See Th Royal, Charters Towers; 23 Jan.) ► WALTER MORRIS (Qld circuit; ca.  
    Mar/Apr.) ► HARRY CLAY (Bridge Th, Newtown; ca. Apr. See TT: May 1915, 50) ► BRENNAN/FULLERS (National Amph,  
    Syd; ca. Oct. See TT: Nov. 1915, 50)  
  1916:  HARRY CLAY (Bridge Th, Newtown; ca. Mar/ Apr.  See AV: 22 Mar. 1916, n. pag. / TT: May 1916, 50) ● (Qld tour; ca. Apr. Incl. S  
    of A, Rockhampton, 22 Apr.) ► TUP SMITH (Hunter Valley; ca. Aug-Sept) ► FULLERS (Princess Th, ca. Oct/Nov. See TT: Nov.  
    1916, 49; TT: Dec. 1916, 52) ► HARRY CLAY (Bridge Th, Newtown; ca. Dec. See AV: 24 Dec. 1916, n. pag. / TT: Jan. 1917, 52) 
  1917:  HARRY CLAY (Bridge Th, Newtown; ca. Jan. See AV: 3 Jan. 1917, n. pag.) ► TOM HAVERLEY REVUE Co (National Amph, Syd;  
    ca.July. See TT: Aug. 1917, n. pag. Prod. Fullers) ► HARRY SADLER (Princess Th, Syd; ca. Nov.) ► HOLLAND & ST JOHN  
    (Empire Th, Bris; ca. July/Aug. Prod. Fullers)► HARRY CLAY (Sydney/NSW circuit; ca. Nov. See AV: 16 Nov. 1917, n. pag.)  
  1919:  FULLERS  (Empire Th, Bris; 29 Nov.) 
  1924:  J. C. BAIN (Hippodrome, Syd; ca. Dec.) ► COPELAND-COLE VAUDEVILLE ENTERTAINERS (Southern NSW tour; ca. Aug) ►  
    ALF NORTH Co (Palais Th, Syd; ca. Oct/Nov.)   
  1925:  HARRY CLAY (Sydney suburban circuit; ca. Jan.) 
  1940:  TIVOLI ANNIVERSARY SHOW (Tivoli Th, Syd; 2 Sept.) 
 
 
LANCE LENTON 
 
1873: STAR MAMMOTH TROUPE [?] (Th Royal, York St, Syd; 4 Oct.); ROYAL COLOSSEUM VARIETY Co  
   (Royal Colosseum, Melb; 22 Dec.) 
1874: ROYAL COLOSSEUM VARIETY Co (Royal Colosseum, Melb; 1 Jan.) 
1876: MRS G. B. W. LEWIS Co (A of Mus, Melb; 24 Dec.) 
1877: MRS G. B. W. LEWIS Co (A of Mus, Melb; 1 Jan.) ► PEOPLES CONCERTS (Temp Hall, Melb; 3 Mar.) ►  
   US MINSTRELS (Apollo Hall, Melb); 29 Mar.) 
1880: L. M. BAYLESS (St Geo's Hall, Melb; 30 Mar. As writer) ► COPPIN, HENNINGS & GREVILLE (Queen's Th,  
   Syd; 26 Dec.) 
1881: COPPIN, HENNINGS & GREVILLE (Queen's Th, Syd; 1 Jan.) ● (Th Royal, Melb; 24 Dec.) 
1882: COPPIN, HENNINGS & GREVILLE (Th Royal, Melb; 1 Jan.) 
1883: PEOPLE'S CONCERTS (Temp Hall, Melb; 9 June) 
1884: WGM (Th Royal, Syd; 26 Dec. Also as writer)   
1885: WGM (Th Royal, Syd; 1 Jan. As writer) ► GEORGE RIGNOLD (Her Majesty's Op House, Melb; 18 July) ►  
   MAJERONI & WILSON OPERA Co (Op House, Syd; 24 Oct.) ► WGM (Th Royal, Syd; 26 Dec.) 
1886: WGM (Th Royal, Syd; 1 Jan.) ► HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; Syd; 27 Feb. See also  
   3 Apr. As writer) ► DAMPIER & GRANT PANTO Co (Royal Standard, Syd; 27 Dec. As writer/co-director) 
1887: DAMPIER & GRANT PANTO Co (Royal Standard, Syd; 1 Jan. As writer/co-director) 
1890: J. S. SMITH (Gaiety Th, Melb; 28 Aug. As writer; Mngr. Harry Friedman) 
1891: F. M. CLARK (Gaiety Th, Melb; 10 Jan.) 
1894: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 9 Nov. As B. Mngr.) 
1895: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 1 Jan. As B. Mngr.) 
1897: HARRY RICKARDS (Th Royal, Syd; 23 Dec. As writer) 
1898: HARRY RICKARDS (Th Royal, Syd; 1 Jan. As writer) 
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LEOPOLD FAMILY 
[Incl. George, Henry, Tom, Frau Fanny (aka Mrs Tom Leopold), and Albert] 
 
1857: GEORGE COPPIN (Th Royal, Melb; 26 Dec.)  
1858: GEORGE COPPIN (Th Royal, Melb; 1 Jan.) ● (Th Royal, Melb; 27 Dec.) 
1859: GEORGE COPPIN (Royal Vic Th, Syd; ca. May)  G. V. BROOKE (Th Royal, Melb; 26 Dec.) 
1860: G. V. BROOKE (Th Royal, Melb; 1 Jan.) ► ROYAL VICTORIA Co (Royal Vic Th, Melb; 13 Dec.) 
1861: ROYAL VICTORIA Co (Royal Vic Th, Melb; 13 Dec. Dir. Joseph Raynor) 
1862: JAMES SIMMONDS (Haymarket Th, Melb; 26 Dec.) 
1863: JAMES SIMMONDS (Haymarket Th, Melb; 1 Jan.) 
1864: BARRY SULLIVAN (Th Royal, Melb; 24 Dec.) 
1865: BARRY SULLIVAN (Th Royal, Melb; 1 Jan.) 
1866: MR HOSKINS (Th Royal, Melb; 26 Dec.) 
1867: MR HOSKINS (Th Royal, Melb; 1 Jan.) 
1868: MR HOSKINS (P of Wales, Syd; 24 Dec.) 
1869: MR HOSKINS (Th Royal, Melb; 1 Jan.) ● (P of Wales Th, Syd; 30 Oct.) 
1870: MR HOSKINS (P of Wales, Syd; 21 Jan.) ► MR HOSKINS (Royal Vic, Syd; 5 Mar.) ► HHS&C (Th Royal,  
   Melb; 1 Oct.) 
1871: GEORGE COPPIN (Th Royal, Melb; 9 Sept.) 
1872: HHS&C (Th Royal, Melb; 7 Nov.) 
1873: W. S. LYSTER (Op House, Melb; 11 Sept.) ► AUSTRALIA FELIX Co (Op House, Melb; 26 Dec.) 
1874: W. S. LYSTER (P of Wales, Melb; 28 Nov.) 
1875: W. S. LYSTER (Op House, Melb; 27 Feb.) 
1878: JOSEPH AARONS (A of M, Melb; 24 Dec.) 
1879: JOSEPH AARONS (A of M, Melb; 1 Jan.) ► CINDERELLA Co (A of M, Melb; 24 Dec.) 
1880: CINDERELLA Co (A of M, Melb; 1 Jan.)  
1881:  G.B. LEWIS Co (Henry Leopold - Bijou Th, Melb; 24 Dec.) ► J. F. KEOGH (Geo Leopold - Queen's Th, Syd; 24  
   Dec.) 
1882:  J. F. KEOGH (Geo Leopold - Queen's Th, Syd; 1 Jan.) ► G.B. LEWIS Co (Henry Leopold - Bijou Th, Melb; 1  Jan.)  
1883: GARNET WALCH BENEFIT (Th Royal, Melb; 14 July) ► WGM (Th Royal, Syd; 26 Dec.) 
1884:  WGM (Th Royal, Syd; 26 Dec.) ► MAJERONI & WILSON OPERA Co (Geo Leopold - New Op House, Syd;  
   22 Nov.) 
1885: MAJERONI & WILSON OPERA Co (New Op House, Syd; 1 Jan.) ● (Bijou Th, Melb; 9 May) ► ALFRED  
   DAMPIER Co (Gaiety Th, Syd; 9 Nov.) ► LEON & CUSHMAN BURLESQUE OPERA & COMEDY Co 
   (Henry Leopold - Nugget Th, Melb; 26 Dec. Lse/Prod. Frank Weston)  
1886: LEON & CUSHMAN BURLESQUE OPERA & COMEDY Co (Henry Leopold - Nugget Th, Melb; 1 Jan. Lse/Prod.  
   Frank Weston) ► MARION WILLS Co (Alexandra Th, Melb; 30 Oct.) ► WGM (Geo Leopold - Th Royal, Syd;  
   27 Dec.)   
1898: M. L. RAPHAEL (Geo and Henry Leopold - Alexandra Th, Melb; 26 Dec.) 
1890: FRANK SMITH (Alhambra MH, Syd; 8 Feb.) ► MacMAHON BROS (New Th Royal, Bris; 26 Apr.) ► F. M.  
   CLARK'S BOSTON IDEAL Co (New Th Royal, Bris; 28 Apr.) ► DAN TRACEY MINSTRELS & HARRY  
   RICKARDS' NEW MUSICAL COMEDY Co (S of A, Syd; 13 Sept.) ► BONDI AQUARIUM (Harold, Fred  
   and Eric ?? - Syd; 8 Nov.) ► GEORGE RIGNOLD PANTO Co (Her Majesty's, Syd; 24 Dec.) 
1891: GEORGE RIGNOLD PANTO Co (Her Majesty's, Syd; 24 Dec.) ► US MINSTRELS (Vic Hall, Melb; 24 Jan.  
  Lse/Prod. J. Billin) 
1892: HARRY RICKARDS (Op House, Syd; ca. Dec.) 
1893: DAN TRACEY Co (Op House, Syd; ca. June/July) 
1894: HARRY BARRINGTON BENEFIT (S of A, Syd; ca. 29 Sept.) ► HARRY BARRINGTON (Albert Leopold - S of  
   A, Syd; 2 June.) ► GEORGE GIBBONS (Albert Leopold - Alhambra MH, Syd; 14 May) 
1895: LYRIC OPERATIC & VARIETY Co (Op House, Syd; 20 Apr.) ► MAGGIE MOORE DRAMATIC Co (Th  
   Royal, Syd; 1 May) ► HARRY RICKARDS (Tivoli Th, Syd; 27 July) ► LAWLER & MORRISON (Sydney  
   Music Hall; 2 Nov.) ► GEORGE COPPIN (Th Royal, Melb; 26 Dec.) 
1896: GEORGE COPPIN (Th Royal, Melb; 1 Jan.) ► WGM (Geo Leopold - Her Majesty's, Syd; 24 Dec.) 
1897: WGM (Geo Leopold - Her Majesty's, Syd; 1 Jan.) 
1898: VICTORIAN OPERATIC SOCIETY (Geo Leopold - Bijou Th, Melb; 16 Apr. For Society's Library Fund) ► 
   AUSTRALIAN OPERA CLUB (Geo Leopold - Bijou Th, Melb; 18 June. For Alfred and Womens' Hopsital)   
   CLARK & COGILL Co (Syd Leopold (?) - New Pavilion Th, Fremantle; 18 June) ► F. M. CLARK & SPEED'S  
   SHILLING POPS CONCERTS (New Pavilion Th, Fremantle; 20 Aug.) ► W. H. SPEED'S SILK & SATIN  
   VAUDEVILLE & BURLESQUE Co (Albert, Tom & Geo - YOEF, Fremantle; 10 Dec.) 
1899: M. L. RAPHAEL (Geo Leopold - Alexandra Th, Melb; 7 Jan.) ►VICTORIAN OPERATIC SOCIETY (Geo  
   Leopold - Alexandra Th, Melb; 23 Dec.) 
1900: VICTORIAN OPERATIC SOCIETY (Geo Leopold - Alexandra Th, Melb; 1 Jan.) 
1904: WILLIAM ANDERSON (Geo Leopold - Th Royal, Melb; 24 Dec. - Sinbad panto) 
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1905: WILLIAM ANDERSON (Geo Leopold - Th Royal, Melb; 1 Jan. - Sinbad panto) ► WILLIAM ANDERSON (Geo  
   Leopold - Th Royal, Syd; 24 Dec. - Sinbad panto) 
1906: WILLIAM ANDERSON (Geo Leopold - Th Royal, Syd; 1 Jan. - Sinbad panto) ► WILLIAM ANDERSON (Geo  
   Leopold - Princess Th, Melb; 3 Mar. - Sinbad panto) 
1910: NELLIE STEWART CHARITY MATINEE (Geo Leopold - Th Royal, Syd; 5 Sept.) 
1913: AMERICAN BURLESQUE Co (Geo Leopold - King's Th, Melb; 1 Nov. Prod. William Anderson) 
 
 
LESLIE BROTHERS 
 
1889: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 16 Feb.) 
1890: HUGO'S BUFFALO MINSTRELS (Haymarket Palace of Varieties, Syd; 15 Mar.) ► C. B. HICKS'  
COLOURED MINSTRELS (Master F. Leslie - Op House, Syd; 7 June) ► BONDI AQUARIUM (Syd; 8 Nov.) 
1891: DAN TRACEY (S of A, Syd; 6 June) ► GEORGE RIGNOLD (Her Majesty's, Syd; 24 Dec.)  
1892: GEORGE RIGNOLD (Her Majesty's, Syd; 1 Jan.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; 3 Aug.) ► COGILL BROS (Th Royal, Bris; 26 Dec.)  
1896: COGILL BROS (Th Royal, Bris; 1 Jan.)  
1899: HARRY RICKARDS (Tivoli Th, Syd; 10 June) 
1900-1904:  NB: Fred and Will Leslie toured America for some time beginning ca.1900, followed by several years in the UK and Europe. See  
   "Will Leslie  Back" AV: May (1920): n. pag. 
1905: J. C. WILLIAMSON  (Fred Leslie - Her Majesty's, Melb; 7 Jan.) ● (Fred Leslie - Her Majesty's, Syd; 25 Feb.) ●  
   (Fred Leslie - Her Majesty's, Perth; 26 Mar.) ● (Fred Leslie - Her Majesty's, Melb; 9 Dec.) 
1909: J. C. WILLIAMSON (Fred Leslie - Her Majesty's, Syd; 18 Dec.) 
1910: J. C. WILLIAMSON (Fred Leslie - Her Majesty's, Syd; 1 Jan.) ● (Her Majesty's, Syd; 20 Aug.) ● (Her Majesty's,  
   Melb; 2 July) 
1911-1914:  NB: The Leslie Bros are believed to have been performing together again in the UK until 1914.  
 
 ● 1917:  TOPSY TURVEY REVUE (Fred Leslie - London, Eng; ca. Dec. See "Music and Drama" BC: 29 Dec. 1917, 9.) 
  1925:  BAMBURY & WHITE'S GAY CRUSADERS (Will Leslie - Qld tour; ca. May/June)   
 
 
HARRY LESTON 
 
1869: MARTINETTI'S FRENCH PANTOMIME Co (n. details; See "At Poverty Point" B: 26 Jan. 1901, 28) 
1871: GEORGE COPPIN (Th Royal, Melb; 9 Sept.) ● (Th Royal, Melb; 26 Dec.) 
1872: GEORGE COPPIN (Th Royal, Melb; 1Jan.) ► no details (Th Royal, Syd; ca. Mar. Last night 10 Mar.) ► HHS&C  
   (Th Royal, Melb; 26 Dec.) 
1873: HHS&C (Th Royal, Melb; 1 Jan.) ● (Th Royal, Melb; 26 Dec.) 
1874: HHS&C (Th Royal, Melb; 1 Jan.) ● (Th Royal, Melb; 6 June) ● (Th Royal, Melb; 26 Dec.)  
1875: HHS&C (Th Royal, Melb; 1 Jan.) ► SAM LAZAR (Th Royal, Syd; 27 Dec.) 
1876: SAM LAZAR (Th Royal, Syd; 1 Jan.) ● (Th Royal, Syd; 26 Dec.) 
1877: SAM LAZAR (Th Royal, Syd; 1 Jan.) ► QUEEN'S THEATRE DRAMATIC Co (Queen's Th, Syd; 11 Aug.) ►   
   SAM LAZAR (Th Royal, Syd; 23 Dec.) 
1878: SAM LAZAR (Th Royal, Syd; 1 Jan.) ► ROYAL STAR DRAMATIC Co (Th Royal, Syd; 2 Mar.) ► ALFRED  
   THE GREAT Co (A of M, Melb; 24 Dec.) 
1879: ALFRED THE GREAT Co (A of M, Melb; 1 Jan.) ► ALFRED DAMPIER Co (Queen's Th, Syd; 30 May) ► 
   P. F. BAKER & T. J. FARROW (Queen's Th, Syd; 22 Nov.) 
1880: ROYAL STAR DRAMATIC Co (Queen's Th, Syd; 8 May) ► VIRGINIA JUBILEE SINGERS (Queen's Th,  
   Syd; 12 June. Lse. W. Hegarty) ► COPPIN, HENNINGS & GREVILLE (Queen's Th, Syd; 26 Dec.) 
1881: COPPIN, HENNINGS & GREVILLE (Queen's Th, Syd; 1 Jan.) ► SAM LAZAR (Th Royal, Syd; 26 Dec.) 
1882: SAM LAZAR (Th Royal, Syd; 1 Jan.) 
1883: THEATRE ROYAL Co (Th Royal, Syd; 23 Mar.) ► GEORGE DARRELL Co (Op House, Melb; 31 Mar.)   
   ► BIJOU THEATRE Co (Bijou Th, Melb; 8 Dec.)  WGM (Th Royal, Melb; 26 Dec.) 
1884:  WGM (Th Royal, Melb; 26 Dec.) ► GAIETY THEATRE Co (Gaiety Th, Syd; 30 Aug.) ► ALFRED  
   DAMPIER Co (A of M, Ballarat; 26 Dec.) 
1885: ALFRED DAMPIER Co (A of M, Ballarat; 1 Jan.) ● (Gaiety Th, Syd; 9 Nov.)  
1886: ALFRED DAMPIER Co (Gaiety Th, Syd; 13 Feb.) ● (Royal Standard, Syd; 8 May - Dec. Lse. Frank Smith)   
1887: ALFRED DAMPIER Co (Royal Standard, Syd; 1 Jan. – ca. Sept. Lse. Frank Smith ) ► FOURTH ANNUAL IMPS  
   MATINEE  (Op House, Syd; 11 Aug.) ► ALFRED DAMPIER Co (Gaiety Th, Syd; 1 Oct.) ► DAMPIER  
   & GRANT PANTO Co (Gaiety Th, Syd; 27 Dec.)  
1888: DAMPIER & GRANT (Gaiety Th, Syd; 1 Jan. – ca. Apr. Panto Co) ► WG&M (Th Royal, Melb; 1 Sept. - Dec.) 
1889: WGM (Th Royal, Melb; 2 Jan.) ● (Th Royal, Syd; 20 Apr.) ● (Her Majesty's, Bris; 5 June) ► GAIETY  
  THEATRE Co (Gaiety Th, Syd; ca. Aug. as B. Mngr.) ► HERR VON MEHDREN BENEFIT (Her Majesty's, Syd;  
  31 Aug.) ► FRANK SMITH (Alhambra MH, 27 Oct.) ► HAGEN, BUCKLEY & LESTON'S MINSTREL Co  
  (Prot Hall, Syd; 8 Nov.) ► MECHANICS' HALL RECITALS (Mechanics' Hall, Syd; ca. Nov.) 
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1890: PICTURESQUE CONCERTS (S of A, Syd; ca. Mar/Apr.) ► BONDI AQUARIUM (Syd; 22, 29 Mar. See also  
   May, June, Aug.) ► HOWE & LITTLE DRAMATIC Co (Gaiety Th, Syd; 7 June) ► BROUGH &  
   BOUCICAULT (Criterion Th, Syd; 16 Aug.) ► FRANK SMITH (Alhambra MH, 27 Oct.) 
1891: NB: Harry Leston was engaged by the Bondi Aquarium on a regular basis throughout the year. A Sydney Morning Herald advertisement for  
   Leston and Howe's College of Drama indicates that he had been "25 years before the public" (29 Oct. 1892, 2) 
1892: LESTON & HOWE'S COLLEGE OF DRAMA (Syd; Operated throughout the year) ► JOHN F. SHERIDAN  
   (Garrick Th, Syd; ca. Jan/Feb.) ► DAN TRACEY SPECIALTY Co (S of A, Syd; 12 Mar.) 
1893: LESTON & HOWES COLLEGE OF DRAMA (Syd; Operated throughout the year) ► EDITH BLAND  
   BENEFIT (Tivoli Th, Syd; 21 Mar. Courtesy of Harry Rickards)  ► BONDI AQUARIUM (Syd; 29 July)  ►  
   HOWE & BAKER (Th Royal, Syd; ca. Feb.)  ► ALFRED DAMPIER Co (Th Royal, Syd; 12 Aug.) 
1894: LESTON & HOWE'S COLLEGE OF DRAMA (Syd; Operated throughout the year) ► WILLIAMSON &  
   MUSGROVE (Lyceum Th, Syd; 10 Feb.) ►  W. J. WILSON (Bijou Th, Syd; 14 Apr.) ► W. B. SPONG  
   (Criterion Th, Syd; 23 June – ca. July) ► SATURDAY POPS CONCERTS (Hallewell Glee Club, YMCA  
   Hall, Syd; 28 July) ► DESTITUTE OF SYDNEY BENEFIT (Town Hall, Syd; 22 Dec.) 
1895: HARRY LESTON ACADEMY (Hunter St, Syd; Operated throughout the year. See SMH: 9 Feb. 1895, 2) ► KATHERINE  
Co (Sydney TH; 16 May. Composer - Guglielmo Lardelli) ► LESTON AND BULLER'S SUBURBAN CONCERT  
& DRAMATIC Co (Sydney circuit, incl. S of A, Nth Syd; Manly Aquarium; Balmain TH; Leichhardt TH.  
See  SMH: 25 May 1895, 2) ► LOAN EXHIBITION (Skating Rink, York St, Syd; 1 June. Concert for exhibition  of  
   works of arts by modern British and foreign masters) ► WOODS & MARSHALL (Her Majesty's, Syd; 5 Oct.) ► 
   ALFRED DAMPIER DARAMTIC Co (Her Majesty's, Syd; 2 Nov. Lse. Woods & Marshall) ► WOODS &  
   MARSHALL (Her Majesty's, Syd; 24 Dec.) 
1896: WOODS & MARSHALL (Her Majesty's, Syd; 1 Jan.) ► HARRY LESTON ACADEMY (Hunter St, Syd; ca.  
   Jan - Dec.) ► DAVID COPE JNR Co (n. details. See advert. SMH: 1 Feb. 1896, 2 - as S. Mngr.) ► ALFRED  
   DAMPIER Co (Her Majesty's, Syd; 8 Feb.) 
1898: HARRY LESTON ACADEMY (Hunter St, Syd; ca. Jan - Dec.) ► CITY MISSION BENEFIT (Th Royal, Syd;  
   17 Sept.)  MAGGIE MOORE Co (Th Royal, Syd; 5 Nov.)   
1899: HARRY LESTON ACADEMY (Hunter St, Syd; ca. Jan - Dec.) 
1903: JOHN F. SHERIDAN Co (Criterion Th, Syd; ca. Mar.) 
1904: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Dec. See SMH: 3 Dec. 1904, 2)  
1906: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Jan - Dec.) ► HISTRIONIC SOCIETY (Criterion Th,  
   Syd; 7 Apr.)  HARRY LESTON BENEFIT (Th Royal, Syd; 6 Sept.) ► HISTRIONIC SOCIETY (St James'  
   Hall, Syd; 31 Oct.) 
1907: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Jan - Dec.) ► HISTRIONIC SOCIETY (Syd; ca. Jan -   
   Dec. As Dir.) ► GLEBE MUSICAL SOCIETY (Royal Standard, Syd; ca. Oct. See TT: Nov. 1907, 20) 
1908: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Jan - Dec.) ► GLEBE MUSICAL SOCIETY (Royal  
   Standard, Syd; c June) 
1909: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Jan - Dec.) ► GLEBE MUSICAL SOCIETY (Royal  
   Standard, Syd; 6 July) 
1910: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; ca. Jan - Dec.) ► GARCIA CONCERT Co (YMCA Hall,  
   Syd; 26 Jan.) ► GRAND LESTONIAN EVENING (Royal Standard, Syd; 18 Feb. Benefit, courtesy of Harry Clay)  
   ► POPULAR STRING CONCERT (YMCA Hall, Syd; 22 Sept.) 
1911: SYDNEY ORCHESTRAL COLLEGE (Peel St, Syd; See SMH: 4 Feb. 1911, 2)  
1912: HARRY LESTON ACADEMY (Pitt St, Syd; See SMH: 14 Dec. 1912, 2) 
1913: HARRY LESTON ACADEMY (Pitt St, Syd; ca. Jan - Dec.) ► SYDNEY MISSION TO SEAMEN (Royal  
   Naval House, Syd; 22 Dec. Charity concert) 
1914: HARRY CLAY (Bridge Th, Newtown, Syd; 3 Jan.) 
 
 
JOHNNY MATLOCK 
 
1877: C. B. HICKS' GEORGIA MINSTRELS (Th Royal, Hobart; 29 July) ● (St Geo's Hall, Melb; 10 Sept.) ● (Syd; 22  
   Dec.) 
1878: C. B. HICKS' GEORGIA MINSTRELS (Syd; 1 Jan.) ● (Princess's Th, Melb; 1 June) 
1879: C. B. HICKS' GEORGIA MINSTRELS (NZ tour; See Richard Waterhouse (1986), 31) ● (Th Royal,  
   Hobart; c Apr/May) ● (Apollo Th, Melb; ca. May/June) 
1881: R. B. LEWIS' MASTERDON COLOURED MINSTRELS (Op House, Syd; 21 May) 
1883: PEOPLE'S CONCERTS (Temp Hall, Melb; 4 Aug.) 
1885: PEOPLES' CONCERTS (Temp Hall, Melb; 5 Sept.) ► FRANK SMITH (Alhambra MH, Syd; 9 Nov. / SJB Pav,  
   Botany; 28 Nov.) 
1886: FRANK SMITH (SJB Pav, Botany; 2 Jan. / Alhambra MH, Syd; 9 Jan. See also Mar. - June) 
1888: F. M. CLARK (A of M, Syd; ca. June) 
1890: F. M. CLARK NEW FOLLY Co (Gaiety Th, Melb; 22 Nov.) ► FRANK SMITH (Alahmbra MH, Syd; 15 Mar.) 
1891: F. M. CLARK (Gaiety Th, Melb; 1 Jan.) ► US MINSTRELS (Vic Hall, Melb; ca. Mar. Prod. J. Billin) 
1892: DAN TRACEY (Gaiety Th, Melb; ca. Feb/Mar.) ► COGILL BROS (St Geo's Hall, Melb; 18 June) 
1893: COGILL BROS (St Geo's Hall, Melb; 1 Jan.) 
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1894:  HARRY BARRINGTON BENEFIT (Alhambra MH, Syd; 29 Sept.) ►HARRY BARRINGTON (S of A Syd;  
   Syd; 4 Aug.) 
1897: FRED FORDHAM (New Empire Palace, Melb; 15 May) 
1898: PEOPLES' CONCERTS (Temp Hall, Melb; ca. Jan. - Mar) ► DAN BARRY DRAMA Co (Alexandra Th, Melb;  
   9 Apr.) ► PEOPLES' CONCERTS (Temp Hall, Melb; ca. May - July) ► ST GEORGE'S HALL  
   MINSTRELS (St Geo's Hall, Melb; 22 Oct. Prod/Lse. A. T. Richards & Co)   
1899: ST GEORGE'S HALL MINSTRELS (St Geo's Hall, Melb; 1 Jan. Prod/Lse. A. T. Richards & Co) ► PEOPLES'  
   CONCERTS (Temp Hall, Melb; 4 Feb. to Oct, Dec.) 
1900: PEOPLE'S CONCERTS (Temp Hall, Syd; 27 Jan. See also Feb.-May / Aug.-Sept. / 22 Dec. Reappearance) 
1904: F. M. CLARK (Gaiety Th, Melb; 6 Aug.) 
1914: MATLOCK'S SUBURBAN CIRCUIT (n. details. See AV: 1 July 1914, 6) 
 
 
CON MORENI 
[Incl. Con Moreni Snr] 
 
1895: LAWLER & MORRISON (Con Moreni Snr - Sydney MH; 13 Dec.) 
1905: FRANK SMITH (Queen's Th, Syd; 9 Dec.) 
1907: HARRY CLAY (Royal Standard, Syd; 30 Mar.) ► TED HOLLAND (Th Royal, Bris; 14 Sept.) 
1908: HARRY CLAY (NSW/Qld tour; see Djubal (1998)  Incl. Toowoomba TH, 20 Apr. etc) 
1909: JAMES BRENNAN (Gaiety Th, Melb; 15 Sept) ● (National Amph, Syd; 25 Dec.) 
1910: JAMES BRENNAN (National Amph, Syd; 1 Jan.) ► HARRY RICKARDS (Palace Gardens, Perth; ca. 21 Jan. 
   Incl. goldfields circuit) ● (Op House, Melb; 23 Apr.) ● (Tivoli Th, Syd; 16 July) 
1913: J. C. BAIN (Princess Th, Syd; ca. Feb. - Aug.)  ► DIX-BAKER (Hunter Valley circuit NSW; ca. Aug/Sept.  Incl.   
   Vic Th, Newcastle; 23 Aug.)  ► J. C. BAIN (Princess Th, Syd; 1 Nov.) 
1914: HOWARD & GRAHAM (Syd circuit; ca. June/July) ► J. C. BAIN (Princess Th, Syd; ca. July)  
  
NB: Con Moreni Snr died in Brisbane in April 1914 
  
 ●   1915:  HOLLAND & ST JOHN (Empire Th, Bris; ca. July/Aug.) ► FULLERS (National Amph, Syd; 11 Sept.) ● (NZ ciruit; ca. Nov. See TT:  
    Dec. 1913, n. pag.)   
      1916:  FULLERS (National Amph, Syd; 4 Mar.) 
  1917:  LES WARTON & CON MORENIE FOLLIES OF PLEASURE Co (Princess Th, Syd; ca. June.  See TT: July 1917, 29) ►   
    HOLLAND & ST JOHN (Empire Th, Bris; ca. May. Prod. Fullers) 
  1918:  (n. details. See TT:  Mar. 1918, 31)  
  1921:  HARRY BORRADALE'S SPARKLERS Co (Cremorne Gardens, Bris; 23 Apr. See also TT: May 1921. n. pag.) 
  1922:  ELLA SHEILDS Co  (NZ tour ca. Feb/Mar. See E: 22 Feb. 1922, 20) ► FULLERS (Banvard-Moreni Merry Maids' Revue Co - Bijou  
    Th, Melb; 18 Dec.) 
  1923:  FULLERS (Banvard-Moreni Merry Maids' Revue Co - Bijou Th, Melb; 1Jan. – ca. 31 Jan.) ●  FULLERS (Fullers New Th, Syd; 3  
    Feb.) ● CON MORENI REVUE Co (Fullers New Th, Syd; 7 July. Prod. Fullers) 
  1924:  FULLERS (Con Moreni's Revue Co - Bijou Th, Melb; 1 Nov. - 31 Dec.) 
  1925:  FULLERS (Con Moreni Tabloid Co - Fullers Th, Syd; 23 May) ● (Empire Th, Bris; ca. Apr/May) 
  1926:  FULLERS (Con Moreni and Dolly Varni - Bijou Th, Melb; ca. 11 Sept.) 
  1927:  CON MORENI & ERIC MASTERS' REVUE Co (Vic Th, Newcastle; ca. Jan/Feb.) ► NAT HANLEY ZIG ZAG TROUPE (Fullers Syd;  
    ca. 3 Mar. See JI: 3 Mar. 1927, 28) 
  1928:  CON MORENI'S IDEALS Co (Gaiety Th, Syd; ca. June.  Harry Clay's Bridge Theatre Co) 
  1929:  CON MORENI'S CLASSICS Co (Luxor Th, Perth; ca. Mar. See E: 27 Mar. 1929, 49) 
  
 
ARTHUR MORLEY (and ELSIE BATES) 
 
1900:  PERCY ST JOHN'S Co  (Theatre Royal, Bris; 23 June)  
1905: TED HOLLAND (Th Royal, Bris; 15 Apr. - Lse. Percy St John) ● (Qld tour; ca. July/Aug. Incl. Toowoomba TH; 31 July)  
   ► F. M. CLARK (Elsie Bates - Gaiety Th, Melb; 7 Oct.) ► LEONARD DAVIS (Elsie Bates - Palace Gardens,  
   Perth; 11 Nov.) 
1906: FULLERS (Elsie Bates - NZ circuit; ca. July. See TT: Aug. 1906, 22) 
1907: TED HOLLAND (Morley & Bates - Th Royal, Bris; 1 June) 
1910: GRAND SCOTCH CONCERT (Elsie Bates - Centennial Hall, Bris; 7 Sept.) 
1913: BIRCH & CARROLL (Morley & Bates - Qld circuit; ca. Apr. Incl. Charters Towers; 3 May) ► BRENNAN- FULLERS  
   (Morley & Bates - National Amph, Syd; 24 May) ► J. C. BAIN (Morley & Bates - Princess Th, Syd; 13 Sept.) 
 
 ● 1915:  HARRY CLAY (Sydney/NSW circuits ca. June  onwards. See AV: 23 June 1915, 8)   
  1916:  JAMES THORNTON (Rosbery Th, Mascot, Syd; ca. Jan. See AV: 26 Jan. 1916, n. pag.) ► HARRY CLAY (Sydney/NSW circuits;  
    ca. Apr. See TT: May 1916, 48) ►  BIRCH & CARROLL (Qld circuit; ca. June/July See Olympia Th, Charters Towers; 23 June) ►  
    HARRY CLAY (Sydney/NSW circuits; ca. Nov-Dec. See AV: 27 Dec. 1916, n. pag.) 
  1917:  HARRY CLAY (Sydney/NSW circuits; ca. Jan/Feb. See TT: Jan. 1917, 52) ►  HARRY SADLER (Princess Th, Syd; ca. Dec. See AV:  
    14 Dec. 1917, n. pag.) 
  1918:  HARRY SADLER (Princess Th, Syd; 1 Jan.) HARRY CLAY (Princess Th, Syd; 23 Mar.) ► (Western Australian  tour; Shaftesbury Th,  
    Perth; ca. July.  See AV: 19 July 1918, n. pag. / See also Clay Djubal (1998), Appendix F) 
  1922:  REG WYKEHAM (Hippodrome, Syd; 9 Sept.) 
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SLADE MURRAY 
 
1889: F. M. CLARK (A of M, Syd; 13 July. Lse. W. J. Wilson) ► MARTYN HAGEN (Darlinghurst Hall, Syd; 11  Oct.)  
   ► COGILL BROS MINSTRELS (St Geo's Hall, Melb; 9 Nov.) ► WGM (Th Royal, Syd; 26 Dec.) 
1890: WGM (Th Royal, Syd; 1 Jan.) ► HARRY FRIEDMAN  (Gaiety Th, Melb; 28 Aug.) ►  SLADE MURRAY  
   GAIETY BURLESQUE Co (Gaiety Th, Bris; 17 Nov. Lse. G. Liddy) ► COGILL BROS (St Geo's Hall,  
   Melb; c Mar/Apr.)  SLADE MURRAY'S GAIETY BURLESQUE ENSEMBLE (Gaiety Th, Bris; 20 Dec.) 
1891: SLADE MURRAY'S GAIETY BURLESQUE ENSEMBLE (Gaiety Th, Bris; 1 Jan.) ► F. M. CLARK'S  
   FOLLY Co (Gaiety Th, Melb; 27 June) 
1892: COGILL BROS (St Geo's Hall, Melb; ca. May - July) ► SLADE MURRAY'S CRUSADERS (Vic Hall, Melb;  
   27 Aug. Lse. J. Billin) ► WILLIAMSON & MUSGROVE (Lyceum Th, Syd; 24 Dec.) 
1893: WILLIAMSON & MUSGROVE (Lyceum Th, Syd; 2 Jan.) ORIENTAL MINSTRELS & SPECIALTY Co  
   (Op House, Syd; 25 Feb.) ► ALF M. HAZLEWOOD BENEFIT (Gaiety Th, Syd; 3 Mar.) ► SLADE  
   MURRAY'S NEW LYRIC COMBINATION (Bondi Aquarium, Syd; 4 Mar. Matinee session / Op House,  
   Syd; 4 Mar.)  UP TO DATE MINSTRELS (Gaiety Th, Bris; 29 May. Lse/Mngr. Herbert St John) 
1894: HARRY RICKARDS (Tivoli Th, Syd; 3 Feb.)  SLADE MURRAY'S OXFORD COMPANY (Qld tour; ca.  
   July/Aug. Incl. Th Royal, Charters Towers; 9 Aug.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; 15 June) 
1906: HARRY RICKARDS (Tivoli Th, Syd; Apr/May) 
1908: TED HOLLAND (Th Royal, Bris; 11 Oct.) 
1909: JAMES BRENNAN (National Amph, Syd; ca. Dec.) 
1910: JAMES BRENNAN (National Amph, Syd; 1 Jan.) ► TED HOLLAND (Th Royal, Bris; 10 Sept.)  ►  
   PADDINGTON PAVILION (Bris; 15 Oct.) ► BIRCH & CARROLL (Th Royal, Charters Towers; 19  Nov.) 
 
 
J. S. PORTER 
 
1884:   HISCOCKS FEDERAL MINSTRELS  (A of M, Syd; 5 Apr.)  
1885: HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (Vic Hall, Melb; 31 Oct.) ● (A of M, Syd; 19  
   Sept.)    
1886:   HISCOCKS FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ● (A of M, Bris; 14 May) ● (A of M, Syd; 5 June) ●  
   (St Geo's Hall, Melb; 25 Sept.) ● (A of M, Syd; 18 Dec.)  
1887: F.E. HISCOCKS (A of M, Syd; 29 Jan.) ► FOURTH ANNUAL IMPS MATINEE (Op House, Syd; 11Aug.)   
   ► FRANK SMITH (A of M, Syd / SJB Pav, Botany; 8 Oct.) 
1888: FRANK SMITH (A of M, Syd / SJB Pav, Botany; 1 Jan.) ► F.E. HISCOCKS FEDERAL MINSTRELS  (Gaiety  
   Th, Bris; 21 Apr.)  HISCOCKS & FRIEDMAN'S NEW ENGLISH SPECIALTY Co (A of M, Syd; 14 July)  
   ► JOHN SOLOMON (Criterion Th, Syd; 16 Dec.) 
1889: H. FLORACK'S FEDERAL MINSTRELS (Haymarket MH, Syd; 16 Mar.) ► HISCOCKS' LONDON  
   PAVILION Co (Op House, Syd; 5 Oct. - 31 Dec.)  
1890: HISCOCKS' LONDON PAVILION Co (Op House, Syd; 1 Jan.) ► GEORGE BARR (Haymarket Th, Syd; 15  
   Dec.) ► FRANK SMITH (Royal Standard, Syd; 13 Apr.) 
1892: HISCOCKS' FEDERAL MINSTRELS (Polytechnic Hall & Royal Museum, Syd; 26 Mar. Lse/Mngr. M. Hegarty)  
   BONDI AQUARIUM (Syd; 1 Aug.) ► FRANK SMITH (Alhambra MH, Syd; 26 Dec.) 
1893: FRANK SMITH (Alhambra MH, Syd; 1 Jan.) ► ORIENTAL MINSTRELS & SPECIALTY Co (Op House,  
   Syd; 25 Feb.) 
1894: DAN TRACEY'S WORLD'S CONGRESS OF NATIONS Co (Th Royal, Syd; 3 Mar.) 
 
 
THOMAS H. RAINFORD 
 
1862: CHRISTY'S MINSTRELS (UK/Sth African tour. See Peter Downes, 58) ● (Australian/NZ tour. See Peter Downes, 58) 
1868: JAMES ELLIS (Ellis' London MH, Melb; 7 Aug.) ►  MR DE LA CHAPPELLE  (Varieties Th, Melb; 18 Aug.) 
1871: CONCERT OF THE EARLY CLOSING ASSOCIATION (Melb TH; 9 Sept.) 
1873: ROYAL ENGLISH OPERA Co (Royal Vic Th, Syd; 25 Dec.) 
1874: ROYAL ENGLISH OPERA Co (Royal Vic Th, Syd; 1 Jan.) 
1877: DRUIDS GRAND CONCERT  (Temp Hall, Melb; 11 Apr.) 
1880: J. C. WILLIAMSON (Th Royal, Melb; 18 Feb. Lse. Coppin, Hennings & Greville) 
1884: HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 5 Apr.) ► NEW MASONIC HALL Co (Syd; 12 July) ►  
   AUSTIN & RAINFORD (Haymarket A of M, Syd; 28 July) 
1885: ANGLO-AUSTRALIAN COMBINATION (New Masonic Hall, Syd; 7 Mar. Mngr. T. Smith) 
1886: CHOWDER BAY CONCERTS (Chowder Bay, Syd; 3 Jan. With James H. Rainford) ► MAJERONI & WILSON  
   (Op House, Syd; 24 Apr. – ca. June) ► MacMAHON & LEITCH (Th Royal, Bris; 27 Dec.) 
1887: FOURTH ANNUAL IMPS MATINEE (Op House, Syd; 11 Aug.) ► WGM (Th Royal, Syd; 26 Dec.) 
1888: WGM (Th Royal, Syd; 1 Jan.) ► PROTESTANT HALL Co (Prot Hall, Syd; 17 Nov.) 
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1889: HMS PINAFORE Co (S of A, Syd; 27 Apr.) 
1890: PICTURESQUE CONCERTS (Mechanics S of A, Syd; 5 Apr. Special Irish Night)  
1892: DRUIDS DISTRESSED WOMEN & CHILDREN BENEFIT (Vic Th, Parramatta, Syd; 2 Sept.) 
1895: T. H. RAINFORD TESTIMONIAL (Glebe TH, Syd; 4 Apr.) ► ELDORADO Co (Guild Hall, Castelreagh St,  
   Syd; 28 Oct. - Hugo Alpen opera) 
1896: T. H. RAINFORD SCHOOL OF SINGING/VOICE PRODUCTION (Glebe Point Rd, Glebe; Syd; ca. Jan/Feb.  
   See SMH: 15 Feb. 1896, 2) 
1897: ROMANCE OF CORSICA Co (Oddfellows Temple, Syd; 18 Feb. 9 - A. W. Juncker opera) ● (Op House, Syd; 27  
   Feb.) 
1898: GREAT POPULAR CONCERT (Sydney TH; 26 Dec.) 
1899: NEWBURY-SPADA POPS CONCERTS (Sydney TH; 2 Sept. / 28 Oct.) 
1900: CIVIC CONCERTS (Sydney TH; 13 Jan.) 
 
 ●  Thomas H. Raindord died on 9 Nov. 1906 
 
 
T. W. RHODES 
 
1886: HARRY RICKARDS (A of M, Syd; 4 Oct. – ca. 27 Nov.) 
1888: COGILL BROS MINSTRELS (St Geo's Hall, Melb; 25 Feb.) 
1890: HARRY RICKARDS BENEFIT (S of A, Syd; 17 Nov.) ► HARRY RICKARDS' MUSICAL COMEDY &  
   SPECIALTY Co (S of A, Syd; ca. Sept.) ● (Th Royal, Bris; ca. Nov/Dec.) 
1891: DAN TRACEY MINTRELS (S of A, Syd; ca. Mar. - 31 Dec.) 
1892: DAN TRACEY MINSTRELS (S of A, Syd; 1 Jan.) 
1893: COOGEE AQUARIUM (Syd; ca. Mar.) ► UP TO DATE SPECIALTY & BURLESQUE Co (Gaiety Th, Bris;  
   ca.  May) ► BONDI AQUARIUM (Syd; 16 Sept.) 
1894: BONDI AQUARIUM (Syd; 20 Jan.) 
1895: COURT VARIETY & BALLAD Co (Th Royal, Bris; 13 Apr.) 
1896: JOHN LAWLER (Sydney MH; ca. Jan/Feb.) 
1898: COOGEE AQUARIUM (Syd; 5 Mar.) 
1899: M. L. RAPHAEL (Op House, Bris; 4 Nov.) 
1901: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1904: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1905: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1912: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
  
 ●  Walter Rhodes died in 1918 
 
 
HARRY RICKARDS 
 
1871: ENDERBY JACKSON'S LONDON STAR CO (Princess Th, Melb; 2 Dec.) ● (St Geo's Hall, Melb; ca. Dec.)  
1872: ENDERBY JACKSON'S LONDON STAR COMIQUE (St Geo's Hall, Melb; 1 Jan.) ● (Victorian regional tour;  
   incl. Geelong and Ballarat. See Monica Crouch (1990), 75) ● (S of A, Syd; 21 Aug.) ● (NZ tour; See Monica Crouch (1990),  
   75) ● (New Apollo Hall, Melb; 30 Dec.) 
1873:  HARRY RICKARDS' LONDON STAR COMIQUE (New Apollo Hall, Melb; 1 Jan.) ● (Victorian/NSW tour;  
   ca. Mar/Apr. Incl. Castlemaine, Vic; 27 Mar. Also incl. Ballarat / Newcastle / Maitland / Singleton) ● (New Apollo Hall,  
   Melb; 31 Mar.) ● (Th Royal, Melb; 25 Oct.) ● (Apollo Hall, Melb; 7 Nov.) 
1874:  HARRY RICKARDS' LONDON STAR COMIQUE (Sydney suburban tour; ca. Feb. Incl. Balmain S of A; 16 Feb. /  
   Assembly Room, Penrith; 17 Feb. / Parramatta S of A, 18 Feb. / Windsor S of A; 20 Feb. / Royal Vic Th, Syd; 21 Feb.) ● (St Geo's  
   Hall, Melb; 16 May) ● (Op House, Melb; 8 June) ● (St Geo's Hall, Melb; 15 June) ► HARRY RICKARDS  
   (New Bush Street Th, San Francisco, USA; 7-18 Oct.) ● (San Francisco Op House, USA; 19 Oct -14 Nov.)  
1875: HARRY RICKARDS (Olympia Th, New York, USA; 27 Apr.-14 May) 
 NB: See Monica Crouch (1990), for details of Rickards' career ca. 1875-1885. 
1885: RICKARDS-LEETE COMBINATION (A of M, Adelaide; 6 June) ● (A of M, Bris; 19 Aug.) ● (St Geo's Hall,  
   Melb; 5 Sept.) ● (A of M, Syd; 24 Oct. Lse. Hiscocks, Allison & Rignold) ● (St Geo's Hall, Melb; 26 Dec.) 
1886: RICKARDS-LEETE CO (St Geo's Hall, Melb; 1 Jan.) ● (A of M, Bris; 26 July) ● (A of M, Syd; 4 Oct.) 
1887: Rickards returned to England for most of the year. 
1888: HARRY RICKARDS' NEW COMEDY Co  (Th Royal, Adelaide; 28 Apr. First return season in Australia) ● (New  
   Op House, Syd; 19 May - 30 June. Lse/Prod. F.E. Hiscocks) ► COOGEE PALACE AQUARIUM (Syd; Queens  
   Birthday only; ca. May) ► HARRY RICKARDS' NEW COMEDY Co / COGILL BROS (St Geo's Hall,  
   Melb; 7 July -14 Sept.) ● (Gaiety Th, Bris; 27 Oct.) ● (Haymarket MH, Syd; 19 Nov. - 31 Dec.) ► COOGEE  
   PALACE  AQUARIUM (Syd; 26 Dec. only) 
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1889: HARRY RICKARDS' NEW COMEDY Co (Haymarket Th, Syd; 2 Jan.) ► COOGEE PALACE AQUARIUM  
   (Syd; 19 Jan.) ► HARRY RICKARDS' NEW COMEDY Co (Gaiety Th, Bris; 23 Feb.) ● (St Geo's Hall,  
   Melb; 6 July) ► JOHN SOLOMON (Criterion Th, Syd; 25 Dec. only. Grand Vocal& Instrumental Concert) ►   
   HARRY RICKARDS' NEW ENGLISH & IRISH Co (S of A, Syd; 26 Dec.) ● COOGEE PALACE  
   AQUARIUM (Syd; 26 Dec. Matinee only)   
1890: HARRY RICKARDS' NEW ENGLISH & IRISH Co (S of A, Syd; 1 Jan. to 17 Feb. Lse. Cogill Bros) ►  
   COOGEE PALACE AQUARIUM (Syd; 3, 4, 11, 15 Jan) ► HARRY RICKARDS' NEW ENGLISH &  
   IRISH Co (Gaiety Th, Bris; 21 Feb.) ● COOGEE PALACE AQUARIUM (Syd; 22 Mar. only) ► HARRY  
   RICKARDS' NEW ENGLISH & IRISH Co  (Gaiety Th, Melb; 26 Apr.) ► HARRY RICKARDS &  
   COGILL BROS (St Geo's Hall, Melb; ca.15 May - 13 June) ► HARRY RICKARDS' NEW MUSICAL  
   COMEDY Co (S of A, Syd; 13 Sept. Mngr/Lse. Dan Tracey) ● (New Th Royal, Bris; 22 Nov.) ● (St Geo's Hall,  
   Melb; 26 Dec.)  
1891: HARRY RICKARDS' NEW MUSICAL COMEDY Co (St Geo's Hall, Melb; 1 Jan.) ► GORDON'S ELITE  
   CONCERTS & HARBOUR EXCURSIONS (Syd; 29 Mar.)  
  NB: Rickards returned to England ca. Apr. 
1892: RICKARDS' NEW MUSICAL COMEDY Co (Garrick Th, Syd; 7 May) ● (Gaiety Th, Bris; 8 June) ► HARRY  
   RICKARDS & COGILL BROS (St Geo's  Hall, Melb; 20 Aug. - 5 Oct.) ► HARRY RICKARDS' BENEFIT  
   (Op House, Melb; 8 Oct.) ► HARRY RICKARDS' TIVOLI MINSTRELS (Op House, Syd; 10 Dec.) 
1893: HARRYRICKARDS' TIVOLI MINSTRELS (Op House, Syd; 1 Jan.) ● (Tivoli Th, Syd; 18 Mar. - 31 Dec.) ►  
   HARRY RICKARDS' ALHAMABRA Co (Alhambra MH, Syd; 28 Oct. 2nd last week of season)  
1894: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) 
1896: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Qld tour; ca. Oct/Nov. Incl. Th Royal, Charters Towers; 31 Oct.) ●  
   (Op House, Melb; ca. Dec.) 
1897: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) HARRY RICKARDS' PALACE VAUDEVILLE Co (Palace  
   Th, Syd; 30 Jan. – ca. Nov.) ► HARRY RICKARDS' TIVOLI Co (Op House, Melb; 1 Jan.- Dec.) ● (Th  
   Royal, Bris; 4 Oct.) 
1898: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; 1 Jan. - Dec.) ● (Cremorne Gardens,  
   Perth; 19 Feb. - 30 July) ● HARRY RICKARDS' BIOGRAPH & LONDON VAUDEVILLE Co (Th Royal, 
   Perth; 29 Jan.) ● (WA goldfields tour; ca.May/June) ► W&M / HARRY RICKARDS (Princess's Th, Melb; 4  
   June) ► HARRY RICKARDS' COMEDY & DRAMATIC Co (Op House, Bris; 6 June) ● (Th Royal, Melb;  
   23 July. 2nd last night of season) ● (Cremorne Gardens, Perth; 1-18 Aug.) ● HARRY RICKARDS (Perth TH; 1- 
   9 Aug.) ● (Fremantle TH; 20 Aug.) ► NEW LONDON COMEDY & DRAMATIC Co (Cremorne Gardens,  
   Perth; 30 Aug.- 5 Sept.) ► HARRY RICKARDS' TIVOLI MINSTRELS (Bijou Th, Melb; 24 Sept.) ►  
   TIVOLI STARS  (Op House, Bris; 22 Oct.) ► HARRY RICKARDS' COMEDY & DRAMATIC Co (Th  
   Royal, Syd; 22 Oct.) ●   
 NB: Rickards was also lessee of the Vic Th, Newcastle. See SMH: adverts ca. Oct. 
1899: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan. - Sept. Tivoli was destroyed by fire in Sept.) ● (Op House, Melb; 1 Jan.  
   - 3 Feb.) ● (NZ tour, ca. Jan/Feb.) ● TIVOLI MINSTRELS (Palace Th, Syd; 16 Sept. - Dec.) ● TIVOLI  
   MINSTRELS (Bijou Th, Melb; 4 Feb. - 31 Dec.) ►PATTI BROWNE BENEFIT (Her Majesty's, Syd; 7 Apr.  
   only. Lse. W&M) ► TIVOLI MUSICAL COMEDY Co (Qld tour; ca. Oct/Nov. Incl Th Royal, Charters Towers; 6  
   Nov.) 
1900: HARRY RICKARDS (Palace Theatre, Syd; 1 – ca. 13 Jan.) ● (Bijou Th, Melb; Jan -Dec) ● (Criterion Th, Syd;  
   27 Jan. 12 week season) ● (New Tivoli, Syd; 12 Apr-Dec.) ● (Tivoli Th, Adelaide; ca. June-Dec.) ● HARRY  
   RICKARDS' WAR BIOGRAPH Co (Centennial Hall, Bris; 1 May) ● HARRY RICKARDS' NO 1  
   COMPANY OF VAUDEVILLE STARS (Th Royal, Bris; 30 Sept.)   
1901: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; 18 May - Dec.) 
1902: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) PERCY ST JOHN BENEFIT  
   (Th Royal, Bris; 21 Mar.) ● NEW TIVOLI MINSTRELS & SPECIALTY Co (Rickards' Th Royal, Bris; 28  
   Mar. - post June) ● (Rickards' Th Royal, Bris; 8 Nov.) 
1903: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Tivoli Th, Bris; 11 Apr.) 
1904: HARRY RICKARDS (Tivoli, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Th Royal, Perth; n. details  
   See WA: 24 Dec. 1904, 12) 
1905: HARRY RICKARDS (Tivoli Th, Syd; Jan. - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Th Royal, Perth; 17 Jan.  
   - 28 Apr.) ● (Th Royal, Perth; 1-25 Aug.) 
1906: HARRY RICKARDS (Tivoli, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ► HARRY RICKARDS'  
   URBANORA BIOSCOPE Co (Queen's Hall, Syd; 20 Jan.) ● (NZ tour; ca. Oct/Nov. Incl. Wellington; 20-31 Oct. /  
   Christchurch; carnival week / Dunedin; 12-17 Nov. / then to the East) ● (Palace Gardens, Perth; 18 Dec.) ► HARRY  
   RICKARDS (Palace Gardens, Perth; 18 Dec.)  
 NB: Rickards returned to Australia in 25 Oct after 3 months 'star hunting' in England. See TT: Nov. 1906, 17. 
1907: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Palace Gardens, Perth; 1  
   Jan.) ● (NZ tour; ca. June - Aug. Incl. Th Royal, Christchurch; ca. June; His Majesty's Th, Auckland; c Aug.) 
1908: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.)  
1909: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Palace Gardens, Perth;  
   23 Dec.) 
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1910: HARRY RICKARDS (Tivoli Th, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Palace Gardens, Perth; 1  
   Jan - 26 Feb.)  (Palace Gardens, Perth; 12 Apr.) ● (Palace Gardens, Perth; 17 Dec.) 
1911: HARRY RICKARDS (Tivoli, Syd; Jan - Dec.) ● (Op House, Melb; Jan - Dec.) ● (Palace Gardens, Perth; 1  
   Jan.) 
 
 ● Harry Rickards died in England in 1911 shortly before returning to Australia. 
 
 
WAL ROCKLEY 
[Incl. The Rockley Bros (with Alf Rockley) and Lily Rockley] 
 
1891:   FRANK SMITH (Alhambra MH, Syd; 23 Mar.)  ► DAN TRACEY MINSTRELS (S of A, Syd; ca. July) ►  
   BONDI AQUARIUM (Syd; 3 Oct.)  ► JAMES B. HICKIE Co (Alf Rockley - Her Majesty's, Bris; 26 Dec.) 
1892: JAMES B. HICKIE Co (Alf Rockley - Her Majesty's, Bris; 1 Jan.) 
1893: DAN TRACEY (Imperial Op House, Syd; ca. June/July)  
1894: BLAND HOLT DRAMATIC Co (Lyceum Th, Syd; 28 July. Lse. W&M) 
1895: WARREN'S SURPRISE PARTY (Gaiety Th, Bris; 24 Aug.)  ► W. A. BALL'S GAIETY SURPRISE PARTY  
   (Gaiety Th, Bris; 11 Sept.) ► GRAND NATIONAL CONCERT (Th Royal, Bris; 5 Oct. One night only) ►  
   COGILL BROS (Th Royal, Bris; 2 Nov.) ● (Qld regional tour; ca. Nov/Dec.) ● (Th Royal, Bris; 26 Dec.) 
1896: COGILL BROS (Th Royal, Bris; 1 Jan.)  JOHN LAWLER (Sydney MH, Syd; c Jan/Feb.)  
1897: HARRY RICKARDS' TIVOLI Co (Tivoli Th, Syd; ca. Dec.) 
1898: HARRY RICKARDS' TIVOLI Co (Tivoli Th, Syd; Jan. – ca. Apr.) ► CONTINENTAL VAUDEVILLE Co  
   (Op House, Bris; 23 Sept.) ● (Qld regional tour; ca. Oct.) ● (Op House, Bris; 26 Nov. Return season) 
1899: PEOPLE'S CONCERTS (Temp Hall, Melb; ca. Nov.) 
1905:  TED HOLLAND (Th Royal, Bris; 29 July) 
1909: HARRY CLAY (Alf Rockley - NSW/Qld tour; See Clay Djubal (1998) for details) 
1910: PEOPLE'S CONCERTS (Temp Hall, Melb; 8 Jan.) ► ST KILDA TOWN HALL Co (Melb; 12 Feb. Incl. 19 Feb; 5,  
   Mar; 3, 30 Apr; 23 July; 4 Sept.) ► PEOPLE'S CONCERTS (Temp Hall, Melb; 15, 22 Oct.) 
1914: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) ► DIX-BAKER (Hunter Valley circuit; ca. July)  
   ► J. C. BAIN (Princess Th, Syd; ca. Aug.) ► POST MASON'S JOLLY ROVERS (Crystal Gardens,  
   Fortitude Valley, Bris; 10 Oct.) ► HAPPY HARRY SALMON Co (Crystal Gardens, Fortitude Valley, Bris;  
   16 Nov.) 
 
 ● 1915:  WAL ROCKLEY Co (Oxford Th, Paddington, Syd; ca. Sept/Oct. See AV: 13 Oct. 1915, 12) ► HARRY CLAY (Sydney circuit, 19 Dec.) 
  1917:  HARRY CLAY (Sydney/South-west NSW circuits; ca. Jan-Dec. Engaged for revucials and farces. See AV: throughout the year incl. 21  
    Feb. n. pag.  / 4 Apr. n. pag. Appeared with Lester Brown's revusical company ca. Oct. See AV: 3 Oct. 1917, n. pag. See also TT:  
    Dec. 1917, n. pag. ) ► LES JAMES (NSW South Coast circuit ca. Dec.) 
  1918:  LES JAMES (NSW South Coast circuit ca. 1 Jan.) ► HARRY CLAY (Sydney/South-west NSW circuits; ca. Jan-Dec. Engaged for  
    revucials and farces. See AV: throughout the year incl. 4 Jan. n. pag., 8 Mar. n. pag. and 31 May n. pag. With Art Slavin Co; See  
    AV:  4 Oct. n. pag. With Elton Black Revue Co ca. Oct/Nov.) 
  1919:  HARRY CLAY (Sydney circuit, incl. Princess Th, Syd; ca. Jan.  See TT: Feb. 1919, n. pag.) 
  1921:  HARRY CLAY (Sydney circuit, incl. Princess Th, Syd; ca. May. See TT: June 1921, 17) 
  1924:  J. C. BAIN (Hippodrome, Syd; ca. Aug/Sept.) 
  1925:  BAMBURY & WHITE'S GAY CRUSADERS (Qld tour; ca. May/June)   
  1926:  FULLERS (Empire Th, Bris; 27 Dec.) 
  1927:  FULLERS (Empire Th, Bris 1 Jan.) ► ALF COLEMAN (Queensland regional tour; ca. June-Aug. – incl. School of Arts,  
    Rockhampton; ca. 18 June-* / Hibernian Hall, Cairns; 9 July-*). 
  1929:  GRAND OPERA HOUSE Co (Syd; ca. Oct/Nov. See E: 13 Nov. 1929, 41) 
  1940:  TIVOLI THEATRE Co (Tivoli Th, Syd; 2 Sept. - Anniversary Show) 
 
 
AMY ROWE 
 
1882: BENT & BACHELDER'S CHRISTY MINSTRELS (Op House, Syd; 23 Feb. Lse/Mngr. W. J. Wilson) 
1883: PEOPLE'S CONCERTS (Temp Hall, Melb; 21 July)  
1884: COTTIERS' PEOPLE'S CONCERTS (Prot Hall, Syd; ca. Oct/Nov.) 
1885:  CLARK & RYMAN'S RED STOCKINGS Co (Gaiety Th, Syd; 12 Sept.) ► FRANK SMITH (Alhambra MH /  
   SJB Pav, Syd; 3 Oct.)  
1886: FRANK SMITH (Alhambra MH / SJB Pav, Syd; 1 Jan.)  
1887: GRAND CONCERT & ORATION Co (Th Royal, Syd; 23, 30 Apr. / 7, 19 May) ► ALF LAWTON Co (A of M,  
   Syd; 4 June. Lse. F. E. Hiscocks)  
1888: F. M. CLARK'S SILK STOCKINGS Co (Vic Hall, Melb; 25 Feb.) ● (A of M, Syd; ca. June) 
1889: F. M. CLARK'S EUROPEAN CELEBRITIES (A of M, Syd; 13 July) ► FRANK SMITH (Alhambra MH, Syd;  
   25 Dec.) 
1890: FRANK SMITH (Alhambra MH, Syd; 1 Jan. Possibly engaged through to Dec.) 
1891: BONDI AQUARIUM (Syd; 4 Jan. only ) ► US MINSTRELS Co (Vic Hall, Melb; 28 Mar. Lse/Prod. J. Billin)  
1892: US MINSTRELS Co (Vic Hall, Melb; 1 Jan.) ► DAN TRACEY (S of A, Syd; 16 July Last week of season)  ►  
   SLADE MURRAY'S CRUSADERS (Vic Hall, Melb; ca. 10 Sept.) 
 28 
1894: PERCY ST JOHN GAIETY Co (Qld regional tour; ca. Jan/Feb. Incl. Th Royal, Charters Towers; 12 Feb.) 
1895: SPEED & DELOHERY (Empire Th, Syd; 7 Oct.) ► SPEED / DC&H ELITE BURLESQUE Co (Gaiety Th,  
   Bris; 23 Nov.) 
1896: SPEED / DC&H ELITE BURLESQUE Co (Gaiety Th, Bris; 1 Jan.)  DC&H ELITE BURLESQUE Co (Qld  
   regional tour; ca. Apr/May. Incl. Th Royal, Charters Towers; 8 May - final night of season) 
 
 
JOE ROX 
 
1905: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1906: HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for details) 
1907: JAMES BRENNAN (National Amph, Syd; ca. Jan/Feb.) ► BOVIS BROTHERS Co (National Amph, Syd; 23  
   Feb. Lse. James Brennan - Grand Reopening) ►  OXFORD THEATRE Co (Syd; ca. June. Vaudeville and pictures) ►  
   TED HOLLAND (Th Royal, Bris; 6 July. Re-appearance) 
1910: JAMES BRENNAN (National Amph, Syd; 16 July) ● (Gaiety Th, Melb; 13 Aug.) ● (National Amph, Syd; 24  
   Dec.) 
1911: JAMES BRENNAN (National Amph, Syd; 1 Jan. – ca. Mar.) ► TED HOLLAND (Empire Th, Bris; ca. 15 Apr.)  
1913: PERCY DIX (Hunter Valley circuit; Incl. Vic Th, Newcastle - 6 month engagement ca. Feb-July. See TT: Nov. 1913, 38) 
   J. C. BAIN (Princess Th, Syd; ca. Aug - Oct.)  HARRY BARRINGTON (Sydney circuit; ca. Dec.) 
1914: HARRY BARRINGTON (Sydney circuit; 1 Jan.) ► HARRY CLAY (NSW/Qld tour; See Clay Djubal (1998) for  
   details) ► JAMES C. BAIN (Princess Th, Syd; ca. Sept.) ► PERCY DIX (Hunter Valley circuit, ca.  
   Oct/Nov.) ► HARRY CLAY (Sydney circuit; Incl. Bridge Th, Newtown; 9 Dec.) 
 
 ● 1915:  HARRY CLAY  (Sydney circuit; ca. Jan/Feb.) ● (NSW/Qld tour; See Clay Djubal (1998) for details) ► TIVOLI THEATRES LTD  
    (Tivoli Th, Bris; 16 Oct. - "Cloudland" Company)  
  1916:  HARRY CLAY  (Sydney circuit; 2 Feb.) ● (NSW/Qld tour; See Clay Djubal (1998) for details) ● HARRY CLAY  (Sydney circuit;  
    20 Sept.) 
  1917:  HARRY CLAY  (Sydney/NSW circuit; 21 Feb. Engaged for most of the year. Rox also managed his own company on the Clay  
    circuit, See AV: 4 Apr. 1917, n. pag. Also appeared with Lester Brown's revusical company ca. Oct. See AV: 3 Oct. 1917, n. pag.)  
   NB: AV: notes that Rox was shortly to star in a moving, although no details have yet been identified (5 Apr. 1917, n. pag.) 
  1918:  HARRY CLAY (Sydney/South-west circuit; ca. Jan-May. See AV: 10 Jan. n. pag., 8 Feb, n, pag., 22 Mar. 1917, n. pag.and 24 May n.  
    pag.) ► DIX-BAKER (Hunter Valley circuit; ca. July) ► PADDY KING (Newcastle ciruit, ca.Aug.) ► HARRY CLAY (Sydney/  
    South-west circuit; ca.  Sept/Oct. See AV: 11 Sept. 1917, n. pag. and 11 Oct. 9) 
  1919:  HARRY CLAY (Princess Th, Syd; ca. Jan.) 
  1921:  PALACE GARDENS Co (Bris; ca. Mar. See E: 30 Mar. 1921, 15) ► SPARKLERS Co (Elite Th, Bris; 23 Apr.  See also AV: 13  
    July 1921, 15. Lse. Fullers) 
  1924:  JOE ROX VAUDEVILLE Co (NSW tour; ca. Nov/Dec. See E: 17 Dec. 1924, 36) 
   
 
HARRY SADLER 
 
1895: OLIVIA KEMP'S DRAMATIC Co (Gaiety Th, Bris; 9 Mar. Billed as J. Sadler)  
1900: JONES & LAWRENCE VAUDEVILLE Co (Cremorne Th, Perth; 18 Aug.) 
1901: JONES & LAWRENCE VAUDEVILLE Co (Cremorne Th, Perth; 19 Jan.) 
1902: JIM BELL (King's Th, Newcastle; no details. See TT: June 1915, 49)  FULLERS (New Zealand circuit; no details  -  
   See TT: June 1915, 49) 
1903:  FULLERS (New Zealand circuit; no details. See TT: June 1915, 49) 
1905: HARRY RICKARDS (Tivoli Th, Syd; 11 Feb.) ► FRANK M. CLARK (Queen's Hall, Syd; 8 July) ► HARRY  
   RICKARDS (Op House, Melb; 23 Dec. See also Tivoli Music Album advert - SMH: 25 Nov. 1905, 2) 
1906: HARRY RICKARDS (Op House, Melb; ca. Feb. - Apr., and June) 
1907: HARRY CLAY  (Sydney suburban circuit; Incl. Royal Standard; 5 Jan.) ► HARRY RICKARDS (Tivoli Th, Syd;  
   ca. May - July. See TT: June 1907, 8) ● (Tivoli Th, Syd; ca. Sept. See TT: Oct. 1907, 4) 
1909: JAMES BRENNAN (National Amph, Syd; 27 Feb.).  
NB: The Theatre notes in 1912 that Sadler "has often worked with Mr Harry Clay - details of such engagements are yet to be identified. Sadler is  
  also known to have been engaged by for some seven years by Harry Rickards from around 1904/05 onwards. 
1912: HARRY CLAY  (NSW/Qld tour; See Clay Djubal (1998) for details) 
1913: BRENNAN-FULLER CIRCUIT (New Gaiety Th, Melb; 15 Mar.) ► SADLER & BEVERIDGE'S  
   VAUDEVILLE Co (Th Royal, Hobart; ca. Oct - Dec. See AV: 22 Oct 1913, n. pag. and 15 Nov. 1913, 6) 
1914: SADLER & BEVERIDGE'S VAUDEVILLE Co (Th Royal, Hobart; ca. Jan. - Oct. See AV: 14 Jan. 1914, 6. Th Royal  
   closed Nov.) ► HARRY SADLER (Her Majesty's, Ballarat; ca. Nov-Dec. See TT: Nov. 1914, 38) 
 
● 1915:  HARRY SADLER (Her Majesty's, Ballarat; ca. Jan-Feb.) ● (Barclay Th, Footscray, Melb; ca. Mar.) ● (Th Royal, Hobart; ca. Sept.  
   See  AV: 22 Sept. 1915, n. pag.) 
  1916:  FULLERS (Princess Th, Syd; ca. Jan/Feb.) ► SADLER & KEARNS (Princess Th, Syd; ca. Feb. - Dec. See TT: Apr. 1916, 40 and AV:  
    8 Nov. 1916, n. pag.) 
  1917:   FULLERS (Princess Th, Syd; ca. Jan. See TT: Jan. 1917, 52. - As Mngr.) ► HARRY SADLER (Tasmanian operations, incl. Temp  
    Hall, Hobart and Launceston; ca. Apr - May. See AV: 4 Apr. 1917, n. pag. and 23 May 1917, 7) ► FULLERS (Princess Th, Syd;  
    ca. Nov - Dec. See AV: 23 Nov. 1917, n. pag. and 14 Dec. 1917, n. pag.) 
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  1918:  FULLERS  (Princess Th, Syd; 1 Jan. - 22 Mar. See TT: Apr. 1918, 33) ► HARRY SADLER (West Australian tour, Kalgoorlie Town  
    Hall; 20 July) ● (Melrose Th, Perth; ca. Apr. - Aug.; See AV: 5 Apr. 1918, 19 and 23 Aug. 1918, 3) ● (Gaiety Th, Syd; ca. Dec. See   
    TT:  Dec. 1918, 32) 
  1919:  HARRY SADLER (Gaiety Th, Syd; ca. Jan. - July. See AV: 25 July 1919, 3). 
 
 
PERCY ST JOHN 
[See also Ted Holland] 
 
1889: HARRY ST MAUR Co (Bijou Th, Melb; 30 Mar. Lse/Mngr. Brough & Boucicault) 
1890: J. S. SMITH Co (Gaiety Th, Melb; 28 Aug. Mngr. Harry Friedman) ► BONDI AQUAROUM (Syd; 8 Nov. Possibly  
   Herbert St John) ► SLADE MURRAY'S GAIETY BURLESQUE Co (Gaiety Th, Bris; 17 Nov. Lse. Mr Liddy) 
1891:  SLADE MURRAY'S GAIETY BURLESQUE Co (Gaiety Th, Bris; 1 Jan.) ► DAN TRACEY MINSTREL Co  
   (S of A, Syd; 17 Oct. - Dec.)  
1892: DAN TRACEY SPECIALTY Co (S of A, Syd; 1 Jan.) ► ST JOHN & WILKINSON BURLESQUE Co (Gaiety  
   Th, Bris; 16 July - Dec.) 
1893: ST JOHN & WILKINSON BURLESQUE Co (Gaiety Th, Bris; 1 Jan.) 
1894: ST JOHN'S GAIETY THEATRE Co (Qld regional tour; ca. Jan/Feb. Incl. Th Royal, Charters Towers; 12 Feb.) 
1897: GOURLAY & ST JOHN'S MUSICAL COMEDY Co (Palace Th, Syd; 1 May. John Gourlay; Lse. Harry Rickards) 
1898: PERCY ST JOHN & W. J. WILSON (Alhambra MH, Syd; 1 Oct. - Dec.) 
1899: PERCY ST JOHN & W. J. WILSON (Alhambra MH, Syd; 1 – ca. 10 Jan.) ► DC&H ELITE VARIETY  
   BURLESQUE Co  (Qld regional tour; ca. Feb/Mar. Incl. Gympie: 22 Feb.) ● DELOHERY, ST JOHN &  
   HOLLAND'S ELITE Co (Th Royal, Bris; 20 May) ► DELOHERY & ST JOHN (Th Royal, Bris; ca. 8 July)  
   ● (Op House, Bris; 17 June – ca. Nov.) ► PERCY ST JOHN (Th Royal, Bris; ca. 2 Sept – ca. Dec.) ● (Op  
   House, Bris; ca. 23 Dec.) 
1900: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. As Proprietor) ● (Opera House, Bris; 1 Jan.) ● (Woolloongabba  
   Sports Ground, Bris; 31 Oct. As Lse.)   
1901: PERCY ST JOHN (Th Royal, Bris; 1 Jan. to Dec. As Proprietor) ► PERCY ST JOHN ROYAL BURLESQUE &  
   SPECIALTY Co (Qld regional tour; ca. Mar/Apr. Incl. Th Royal, Charters Towers; 18 Mar. / Th Royal, Rockhampton; 12  
   Apr. Last night) ● PERCY ST JOHN'S CINDERELLA & BURLESQUE Co (Qld regional tour; ca. July/Aug. -  
   Incl. Bundaburg 23 July / Th Royal, Rockhmapton / Divisonal Board Hall, Cairns; 6 Aug.) 
1902: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John) 
1903: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John) 
1904: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland from 26 Dec.) 
1905: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1906: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1907: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1908: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1909: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1910: PERCY ST JOHN (Th Royal, Bris; 1 Jan. - Dec. Lse. Percy St John; Sub-Lse. Ted Holland) 
1911: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 7 Jan. Opening of Empire Th ) 
1912: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
1913: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
1914: HOLLAND & ST JOHN EMPIRE Co (Empire Th, Bris; 1 Jan. Operated all year) 
 
 ●  Percy St John died in October 1915 
 
  
EDWIN SHIPP and MINNIE SHIPP (nee Hope) 
 
1883: WGM (Minnie Hope - Th Royal, Syd; 26 Dec.) 
1884: WGM (Minnie Hope - Th Royal, Syd; 1 Jan.) ► FRANK SMITH (Edwin Shipp - Alhambra MH, Syd; 24 May) ►  
   COTTIERS' PEOPLE'S CONCERTS (Minnie Hope - Protestant Hall, Syd; ca. Nov.)  
1885: FRANK SMITH (Alhambra MH, Syd; 23 May - Dec.)  
1886: FRANK SMITH (Alhambra MH, Syd; 1 Jan. Engaged throughout year)  
1887: ALF LAWTONCo (Minnie Hope - A of M, Syd; 4 June. Lse. F. E. Hiscocks) ► FOURTH ANNUAL IMPS MATINEE  
   (Edwin Ship - Op House, Syd; 11 Aug.) ► VERDI'S ENGLISH & COMIC OPERA Co (Minnie Hope -  Gaiety  
   Th, Syd; 23 July) ► FRANK SMITH (Alhambra MH, Syd; 8 Oct.) 
1888: STANFIELD & SOUTH'S DRURY LANE PANTOMIME Co (Minnie Hope - A of M, Syd; 14 Apr. Mngr. D'Arcy  
   Stanfield and James A. South) 
1889: FRANK SMITH (Royal Standard, Syd; 13 Apr.) ► CRYSTAL PALACE HALL (Syd; ca. Dec.) 
1890: GEORGE BARR (Haymarket Th, Syd; 16 Jan.) 
1891: JAMES B. HICKIE (Minnie Shipp - Her Majesty's, Bris; 26 Dec.) 
1892: JAMES B. HICKIE (Minnie Shipp - Her Majesty's, Bris; 1 Jan.) ► DAN TRACEY (Gaiety Th, Melb; ca. July- 
   Oct.) 
1893: HERBERT ST JOHN'S UP-TO-DATE MINSTREL Co (Edwin Shipp - Gaiety Th, Bris; 22 May) 
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1894: GEORGE GIBBONS (Alhambra MH, Syd; 2 June) 
1895: PROTESTANT HALL MINSTREL Co (Edwin Shipp - Prot Hall, Syd; 30 Sept.) 
1897: KATE HOWARDE  (Gaiety Th, Bris; 26 Dec.) 
1898: KATE HOWARDE  (Gaiety Th, Bris; 1 Jan.) ► HARRY RICKARDS (Edwin Shipp - Tivoli Th, Syd; 9 July)  
   ► DC&H (Op House, Bris; 24 Dec.) 
1899:  KATE HOWARDE  (Minnie Shipp - Th Royal, Perth; 23 Dec.) 
1900: KATE HOWARDE  (Minnie Shipp - Th Royal, Perth; 1 Jan.) 
1914: CROWN STAR THEATRE (Minnie Shipp - Surry Hills, Syd; 20 May) 
 
 
LES SHIPP 
[Incl. Shipp & Gaffney] 
 
1909: HARRY RICKARDS  (Tivoli Th, Syd; 4 Dec.) 
1910: HARRY RICKARDS  (Tivoli Th, Syd; 1 Jan.) ► TED HOLLAND  (Th Royal, Bris; 22 Jan.) ● (Th Royal, Bris;  
   27 Aug.) ► HARRY CLAY  (Royal Standard, Syd; 22 Oct.) 
1911: JAMES BRENNAN  (National Amp, Syd; ca. Mar) ● (Gaiety Th, Melb; 15 Apr.) ● (Th Royal, Bris; ca. June) 
1912: BRENNAN-FULLERS  (Shipp & Gaffney - National Amph, Syd; 14 Dec.) 
1913: J. C. BAIN  (Shipp & Gaffney - Princess Th, Syd; ca. Feb.) 
1914:  DIX-BAKER  (Shipp & Gaffney - Newcastle/Hunter circuit; ca. Mar/Apr.) ► J. C. BAIN  (Shipp & Gaffney - Princess  
   Th, Syd; ca. May. See AV: 13 May, 4) ► GRAHAM & HOWARD  (Shipp & Gaffney - Sydney circuit; ca. June/  
   July) ► POST MASON'S JOLLY ROVERS Co (Shipp & Gaffney - Crystal Gardens, Fortitude Valley, Bris; ca.  
   Oct.)  
 
● 1915:  HARRY CLAY  (Sydney circuit; ca. July. See AV: 14 July 1915, n. pag. -  Les Shipp in partnership with Nat Hanley) 
 1916:  HOLLAND & ST JOHN (Shipp & Gaffney - Elite Th, Toowoomba; 25 Mar.) ► FULLERS  (Shipp & Gaffney - New Zealand circuit; 21  
   week tour pror to returning to Brisbane)  ► HOLLAND & ST JOHN (Shipp & Gaffney - Empire Th, Bris; 28 Oct.) 
 1917:  HARRY CLAY  (Shipp & Gaffney - Sydney/South-West NSW circuits;  ca. 16 June - Dec.; See AV: 27 June 1917, n. pag.; 26 Sept.  
   1917, n. pag.) 
 1918:  HARRY CLAY  (Sydney/South-West NSW circuits; ca. Jan. - June. See; AV: 4 Jan., n. pag.; 11 Apr., n. pag.; 28 June, n. pag. and 18 Oct. 
   10) ► PADDY KING  (Newcastle circuit; ca. Sept)  
 1919:  BERT HOWARD  (Sydney circuit; ca. June - Aug.) ► LES SHIPP SCHOOL OF STAGE DANCING (9 Regent St, Newtown. See AV: 25  
   July 1919, 5) ► ANDY KERR  (Gaiety Th, Syd; ca. Aug. - Oct. See AV: 29 Aug. 1919, 1; TT: Oct. 1919, 28 and Nov. 1919, 28) ► AL  
   BRUCE REVUE Co (Empire Th, Bris; 13 Dec.) 
 1920-21: NB: Shipp joined Reg Thornton's K-Nuts Company ca. Feb. 1920 and stayed with the troupe through to ca. 1921 (see E: 10 Aug. 1921,  
   21) 
 1924:  J. C. BAIN  (Shipp & Little - Hippodrome, Syd; ca. Oct/Nov.) 
 1926:  CHARLES "IKE" DELAVALE Co  (Clay's Sydney suburban circuit; ca. Oct/Nov.) 
 1929:  GEORGE MELROSE'S 1929 FRIVOLITIES Co (Qld regional tour ca. July. Incl.  Mackay; ca. 5 July; Charters Towers ca. 18 July) 
 
 
ART SLAVIN and LILY THOMPSON 
 
 NB:  Lily Thompson (sister of Maisie Pollard), began her stage career as a Pollard Lillipitian. She later toured internationally with the Pollard  
  Juvenile Opera and Co and with the Harry Hall Lilliputrian Opera Co prior to teaming up with Art Slavin (See TT: Feb. 1919, 28) 
1907: HARRY RICKARDS (Tivoli Th, Syd; 16 Feb.) ► TED HOLLAND (Th Royal, Bris; 15 June) ► HARRY  
   RICKARDS  (Tivoli Th, Syd; ca. Nov. See TT: 2 Dec. 1907) 
 NB: From ca. 1913 onwards Slavin and Thompson appear regularly together on the same bills. 
1910: JAMES BRENNAN (Gaiety Th, Melb; 29 Jan.) ● (National Amph, Syd; 19 Mar.) ► BENEVOLENT FUND  
   BENEFIT  (Tivoli Th, Syd; 21 Mar.) ► HARRY RICKARDS  (Lily Thompson - Op House, Melb; 17 Sept.  
1911: JAMES BRENNAN (Th Royal, Bris; 30 Oct.) 
1913: FULLERS  (National Amph, Syd; 18 Jan.  See also 30 Aug.; 13 Sept.) ► DIX-BAKER  (Kings Hall, Newcastle;  
   ca. Nov.) ► J. C. BAIN (Princess Th, Syd; 27 Dec.) 
1914: J. C. BAIN (Princess Th, Syd; 1 Jan.) ► HARRY CLAY  (Bridge Th, Syd; ca. Feb/Mar. See AV: 11 Mar. 1914, 3) ► 
   COOK & FOWLE'S MUSICAL COMEDY VAUDEVILLE STARS  (Palace Th, Bris; ca. Apr.) ► POST  
   MASON'S CARNIVAL Co (Qld regional tour, ca. May-June. Incl. Rockhampton 11 June) ►  JACKY  
   LANDOW'S ENTERTAINERS  (Sydney circuit; ca. June)   
 
● 1915:  HARRY CLAY  (Sydney circuit; ca. Apr. See AV: 7 Apr. 1915, n. pag.) 
 1916:  HOLLAND & ST JOHN (Empire Th, Bris; ca. Feb/Mar.) ► HARRY CLAY  (Sydney circuit; ca. Sept-Dec. See AV: 13 Sept. n. pag,; 4 Oct.  
   n. pag. and 29 Dec. 1917, n. pags) 
 1917:  HARRY CLAY  (Sydney circuit; ca. Jan. See AV: 3 Jan. 1917, n. pag. See also AV: ca. July and  TT: Aug. 1917, n. pag.) ► HARRY  
   SADLER  (Princess Th, Syd; ca. Sept) ►  WILL ROBEY Co (Clare's Picture Th, Drummoyne, Syd; ca. Dec.) 
 1918:  HARRY CLAY  (Sydney/South-West NSW circuits; ca. Jan/Feb. See AV: 15 Feb. 1918, n. pag) ► DIX-BAKER  (King's Th, Newcastle;  
ca. July) ► HARRY CLAY  (Princess Th, Syd;  ca. Aug. - Oct. See TT: Sept. 1918, 29 and AV: 18 Oct. p 11) 
 1923:  FULLERS  (no details; ca. Sept. See TT: Oct. 1923, 18) 
 1924:  HARRY CLAY  (Princess Th, Syd; ca. Oct.) 
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W. H. "BILLY" SPEED 
 
1888: HICKS-SAWYER MINSTRELS (New Op House, Syd; 8 Sept.) 
1889: TOM SAWKIN'S AMERICAN COLOURED MINSTRELS (New Haymarket Th, Syd; 2 Nov.) 
1890: TOM SAWKIN'S AMERICAN COLOURED MINSTRELS (New Haymarket Th, Syd; 1 Jan.) ● (Op House,  
   Syd; 31 May) ► CHARLES B. HICKS' DRAMATIC & MINSTRELS Co (Gaiety Th, Bris; 18 Aug.) 
1892: FRANK M. CLARK'S SILK STOCKINGS Co (St Geo's Hall, Melb; ca. Feb.) ► DAN TRACEY (Gaiety Th,  
   Melb; July to Oct. As B Mngr. See A: 3 Sept. 1892, 12 and 8 Oct. 1892, 10) 
1894: HARRY RICKARDS (Tivoli Th, Syd; 1 Dec.) 
1895:  OLIVIA KEMP'S DRAMATIC Co (Gaiety Th, Bris; 9 Mar.) ► YORK & JONES (Empire Th, Syd; 3 Aug.) ►  
   SPEED & DELOHERY Co (Empire Th, Syd; ca. Aug. - 16 Nov.) ► SPEED / DC&H ELITE Co (Gaiety Th,  
   Bris; 30 Nov.) 
1896: SPEED / DC&H (Gaiety Th, Bris; 1 Jan.)  
1897: COURT & BUTCHER (YOEF, Fremantle; 27 Dec.) 
1898: COURT & BUTCHER (YOEF, Fremantle; 1 Jan.) ► CLARK & SPEED'S SHILLING POPS CONCERTS  
   (New Pavilion Th, Fremantle; ca. 20 Aug.) ► CLARK & SPEED Co (Bijou Th, Fremantle; 17 Sept.) ►  
   HAGEN & SPEED'S XLCR BURLESQUE & SPECIALTY Co (Bijou Th, Fremantle; 29 Oct.) ● (YOEF,  
   Perth; 26 Nov.) ● (Th Royal, Perth; 3 Dec.) ► W. H. SPEED'S SILK & SATIN STAR VAUDEVILLE &  
   BURLESQUE Co (YOEF, Fremantle; 10 Dec.) 
1900: CLARK & SPEED'S ROYAL BIOGRAPH CO (Th Royal, Perth; 26 May) ● (Western Australian regional  
   tour, ca. June; Incl. Jarrahdale  WA: 9 June 1900, 1) 
 
 
D'ARCY STANFIELD and EVA CLEMENTS 
 
 NB: Eva Clements began her career with Pollard's Lilliputians. 
1881: G. B. LEWIS Co (D'Arcy Stanfield - Bijou Th, Melb; 24 Dec.) 
1882: G. B. LEWIS Co (D'Arcy Stanfield - Bijou Th, Melb; 1 Jan.) ►  FRED MARSHALL COMEDY Co (D'Arcy Stanfield -  
   Op House, Syd; 29 Apr. – ca. June. See SMH: 3 June 1882, 2. Lse. W. J. Wilson)  
1885: DAVIS & RAPHAEL OLYMPIC COMEDY & BURLESQUE Co  (D'Arcy Stanfield - Olympic Th, Syd; 10 Oct.)  
   ►  M. L. RAPHAEL (D'Arcy Stanfield - Olympic Th, Syd; 26 Dec. As Dir/S Mngr.) 
1886: M. L. RAPHAEL (D'Arcy Stanfield - Olympic Th, Syd; 1 Jan.) ►  WGM (D'Arcy Stanfield - Th Royal, Melb; 26 June) 
1887: E. MAJERONI (D'Arcy Stanfield - Bijou Th, Melb; 30 July) ► STANFIELD & McCALLUM'S BURLESQUE Co  
   (Stanfield & Clements - Gaiety Th, Bris; 26 Dec. Duncan McCallum, co-Mngr.) 
 NB: D'Arcy Stanfield and Eva Clements appear together in most engagements from around 1887 onwards 
1888: STANFIELD & McCALLUM'S BURLESQUE Co (Gaiety Th, Bris; 2 Jan.) ►  STANFIELD AND SOUTH'S  
   DRURY LANE PANTOMIME Co (A of M, Syd; ca. Apr. See SMH: 14 Apr. 1888, 2. Co-prop. James A. South) ►  
   D'ARCY STANFIELD'S BURLESQUE Co (Royal Standard, Syd; 12 May. Lse. Frank Smith) ► FRANK  
SMITH'S BURLESQUE Co (Royal Standard, Syd; 26 May) ► STANFIELD & DARK'S BURLESQUE Co  
(Coogee Palace Aquarium, Syd; 4 Aug. Co - Prop. Fred Dark) ► D'ARCY STANFIELD'S BURLESQUE Co  
(Gaiety Th, Bris; 19 Nov.) 
1889: D'ARCY STANFIELD'S BURLESQUE Co (Gaiety Th, Bris; 1 Jan.) ► D'ARCY STANFIELD BENEFIT  
   (Royal Standard, Syd; 26 Aug.)  ► ROYAL COMEDY Co (no details, Bris; 18 Oct.) 
1891: STANFIELD & WALLACE Co (Gaiety Th, Bris; 26 Dec. - Co-prop. John Wallace) 
1892: STANFIELD & WALLACE Co (Gaiety Th, Bris; 1 Jan.) 
1893: WILLIAMSON & MUSGROVE (Lyceum, Syd; 26 Dec.) 
1894: WILLIAMSON & MUSGROVE (Lyceum, Syd; 1 Jan.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; 9 Nov.) 
1896: WILLIAMSON & MUSGROVE (Her Majesty's, Syd; 24 Dec.) 
1897: WILLIAMSON & MUSGROVE (Her Majesty's, Syd; 1 Jan. See also Matsa, Her Majesty's, Syd; 27 Feb.) ►  
   DELOHERY, BOVIS & DEANE'S ELITE Co (Gaiety Th, Bris; 17 Apr.) 
 
 ● D'Arcy Stanfield died in England ca. Sept/Oct. 1902. 
 
 
DAN TRACEY 
 
1885: BILLY EMERSON (Gaiety Th, Syd; 11 Apr. - 6 June) ● (NSW tour; ca. 7-12 June. Incl. Parramatta, Goulban and  
  Albury) ● (St Geo's Hall, Melb; 13 June) 
1887: COGILL BROS (Gaiety Th, Syd; 30 Apr. -1 July) 
1888: HUGO'S BUFFALO MINSTRELS (no details, Geelong, Vic; ca. Dec. See PNCH: 28 Dec. 1888, 564) 
1890: HARRY RICKARDS (Gaiety Th, Bris; 21 Feb.) ► HUGO'S BUFFALO MINSTRELS (Haymarket Palace of  
   Varieties, Syd; 15 Mar.) ► DAN TRACEY MINSTRELS & HARRY RICKARDS' NEW MUSICAL  
   COMEDY Co (S of A, Syd; 13 Sept.) ► TRACEY & ADSON'S COMEDY & SPECIALTY Co (Coogee  
   Palace Aquarium, Syd; 25 Oct. See also 8 Nov.) ● (S of A, Syd; 18 Dec.)   
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1891: TRACEY'S VAUDEVILLE Co & CHARLES FANNING'S CONCERT Co (S of A, Syd; 3 Jan.) ► DAN  
   TRACEY SPECIALTY Co (S of A, Syd; ca. Feb. - Dec.) 
1892: DAN TRACEY SPECIALTY Co (S of A, Syd; 1 Jan. - July) ● (Gaiety Th, Melb; 13 Feb. to ca. Oct. See A: 8  
   Oct. 1892, 10) ● (Gaiety Th, Syd; 1 Aug. - Dec.) 
1893: DAN TRACEY (Gaiety Th, Syd; 1 Jan. - June) ● (Op House, Syd; 24 June – ca. 31 July) 
1894: DAN TRACEY (Th Royal, Syd; 3 Mar.) ► HARRY RICKARDS (Tivoli Th, Syd; 19 May) 
1897: ALF LAWTON'S ALL NATIONS Co (Gaiety Th, Bris; 16 Jan.) 
 
 
PRISCILLA VERNE 
[Incl. Tom Armstrong] 
 
1883: PEOPLE'S CONCERTS (Temp Hall, Melb; 30 June - As Priscilla Hugo; with Charles, Willie and James Hugo)  
1886: HUGO'S BUFFALO MINSTRELS (Princess Th, Syd; 26 June – ca. Oct. See SMH: 16 Oct. 1886, 2) 
1887: HUGO'S BUFFALO MINSTRELS (A of M, Syd; 31 Jan. Lse. F. E. Hiscocks) 
1892: PEOPLES' CONCERTS (Temp Hall, Melb; ca. Feb/Mar/June/Aug.) ► HUGO'S BUFFALO MINSTRELS  
   (Haymarket Palace of Varieties, Syd; ca. Mar.) ► FRANK SMITH (Alhambra MH, Syd; ca. Mar/Apr.) ►  
   DAN TRACEY (Gaiety Th, Melb; 23 July) 
1893: DAN TRACEY (Gaiety Th, Melb; 25 Feb.) ► WORLD STAR GAIETY Co (Gaiety Th, Syd; 4 Mar. - B. Mngr.   
   Alf  M. Hazlewood) ► HARRY RICKARDS (Tivoli Th, Syd; ca. July) 
1894: PERCY ST JOHN'S GAIETY THEATRE Co (Qld regional tour; ca. Jan/Feb. Incl. Theatre Royal, Charters Towers,12  
   Feb.) ► DAN TRACEY (Th Royal, Syd; ca. Mar.) ► HARRY BARRINGTON (S of A, Syd; 4 Aug.) ►  
   HARRY RICKARDS (Tivoli Th, Syd; ca. Dec.) 
1895: HARRY RICKARDS (Tivoli Th, Syd; 20 Jul, Aug. - Dec. See SMH: 20 July 1895, 12; 9 Sept. 1895, 6; 19 Oct. 1895, 10; and 
   23 Nov. 1895, 2) 
1897: JONES & LAWRENCE (YOEF, Perth; ca. Dec.) 
1898: JONES & LAWRENCE (YOEF, Perth; ca. Jan. Also Apr.) ► HARRY RICKARDS (Op House, Melb; ca. Oct –  
   Dec.) 
1899: HARRY RICKARDS (Tivoli Th, Syd; ca. Jan.) ● (Op House, Melb; 4 Mar.) ► BELLA SUTHERLAND (Gaiety  
   Th, Syd; 7 Oct.) ► CHARLES FANNING'S MINSTREL, SPECIALTY & BURLESQUE Co (Op House,  
   Syd; 18 Nov. Last night)  
1900: PERCY ST JOHN (Th Royal, Bris; 23 June) 
 NB: Priscilla Verne toured the USA ca. 19045/05. The Theatre records tht she appeared as Bory Bory in The Land of Nod at the Chicago Opera  
  House in late 1905 (1 Dec. 1905, 10). 
1907: FULLERS (Armstrong & Verne - NZ circuit; See TT: July 1907, 14) ● (Armstrong & Verne - Op House, Syd; ca. Aug See TT:  
   2 Sept. 1907, 13) 
1910: JAMES BRENNAN (Armstrong & Verne - Gaiety Th, Melb; 25 June - ca. Aug.) ● (Armstrong & Verne - National  
   Amph, Syd; 17 Sept. – ca. Nov.) ► HARRY RICKARDS (Armstrong & Verne - Palace Gardens, Perth; 10 Dec.) 
1911: HARRY RICKARDS (Armstrong & Verne - Palace Gardens, Perth; 1 Jan.) 
1912: WILLIAM ANDERSON (Armstrong & Verne - King's Th, Melb; 6 Apr.) ► BRENNAN-FULLERS (National  
   Amph, Syd; 7 Dec.) 
  
 ●   1919:  The Theatre records that Verne left Australia on 7 Sept. 1919 for the East, returning in December (Feb. 1920, 26). 
  1940: TIVOLI THEATRES LTD (Tivoli Th, Syd; 2 Sept. Anniversary Show). 
 
 
JAMES R. WALSH & WILLIAM "BILLY" KING 
 
1885: EMERSON'S MINSTRELS (Gaiety Th, Syd; 25 Apr.) ● (St Geo's Hall, Melb; 20 July) 
1886: JOHN F. SHERIDAN (Gaiety Th, Syd; ca. June) ► FRANK M. CLARK (Vic Th, Melb; 16 Oct.) 
1887: FRANK SMITH (Royal Standard, Syd; 1 Oct.) ► WALSH & KING STANDARD MINSTRELS (Royal  
   Standard, Syd; 17 Oct.) ► FRANK SMITH (Alhambra MH, Syd; 31 Oct.) ● (Vic Th, Parramatta; 19 Nov.) 
1888: WALSH & KING STANDARD MINSTRELS (Pro Hall, Syd; 11 Feb. See also 24 Mar.) 
 NB: William King died on 19 April 1888 
1889: DARLINGHURST  HALL Co (James Walsh - Darlinghurst Hall, Syd; 11 Oct. Mngr. Martyn Hagen) 
1891: REPRESENTATIVE METROPOLITAN Co (James Walsh - Vic Hall, Melb; 2 May. Mngr/Prop. J. Billin) 
  
 
W. B. WARNER 
 
1882: TOMMY HUDSON'S SURPRISE PARTY (Queen's Hall, Syd; 18 Mar.) 
1885: F. M. HISCOCKS (A of M, Syd; ca. Apr to June. See B: 25 Apr. 1885, 9; SMH: 25 May 1885, 5)  ► W. B. WARNER  
   BENEFIT (Masonic Hall, Syd; 20 Sept.) ► F. M. HISCOCKS (A of M, Syd; 17 Oct.) ● (Vic Hall, Melb; 31  
   Oct.) ● (A of M, Syd; 26 Dec.) 
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1886: F. M. HISCOCKS (A of M, Syd; 1 Jan. – ca.  June. See SMH: 3 Apr. 1886, 2; 7 May 1886, 2; and 12 June 1886, 2) ►  
   DUNBAR'S MUSICAL BOUQUET & GRAND COMEDY Co (Qld tour; ca. July. Incl. Th Royal,  
   Rockhampton;10 July) ► FRANK SMITH (Alhambra MH, Syd; 6 Nov.) 
1887: F. M. CLARK'S SILK STOCKINGS Co (Vic Hall, Melb; 4 June)  ► ROYAL AQUARIUM & PLEASURE  
   GROUNDS (Bondi, Syd; 28 Aug.)  ► FRANK SMITH (Royal Standard, Syd; 1 Oct.) ► WALSH & KING'S  
   STANDARD MINSTRELS (Royal Standard, Syd; 17 Oct.) ► WGM (Th Royal, Syd; 26 Dec.) 
1888: WGM (Th Royal, Syd; 1 Jan.) ► HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 12 Jan.) ●  (Vic Th,  
   Newcastle; 9 Apr.) ● (Gaiety Th, Bris; 21 Apr.) ► WARNER'S MINSTREL & BURLESQUE Co  
   (Centennial Hall, Bris; 15 Dec.) 
1889: WARNER'S MINSTREL & BURLESQUE Co (Centennial Hall, Bris; 1 Jan.) 
1890: HISCOCKS & MacMAHON (Exhibition Building, Syd; 15 Jan. Last night) ► BONDI AQUARIUM (Syd; 5 Apr.  
   See also 24 May; 7 and 14 June) ► F. E. HISCOCKS NEW AMERICAN & ENGLISH Co (Gaiety Th, Syd; 19  
   July) ► CHARLES B. HICKS (Gaiety Th, Bris; 25 Oct.) 
1891: DAN TRACEY (S of A, Syd; 13 June) 
1892: DAN TRACEY (Gaiety Th, Melb; ca. June - Aug.) ► RALPH WALSHE NOVELTY Co (S of A, Syd; 24 Dec.)  
   ► COOGEE PALACE AQUARIUM (Syd; 26-27 Dec. only) 
1893: RALPH WALSHE NOVELTY Co (S of A, Syd; 2 Jan.) ► ALF M. HAZLEWOOD BENEFIT (Gaiety Th, Syd  
   3 Mar.) ► WORLD STAR GAIETY MINSTREL Co (Gaiety Th, Syd; 18 Mar. B Mngr. Alf. M. Hazlewood) ►  
   DAN TRACEY SPECIALTY Co (Imperial Op House, Syd; 27 June) ► W. B. WARNER'S BRILLIANTS  
Co (Gaiety Th, Syd; 8 July) ► GRAND MINSTREL & SPECIALTY Co (Imperial Op House, Syd; 31 July) 
1898: no details (Cremorne Gardens, Perth; 12 Feb.) ► CLARK & SPEED'S DRAMATIC Co (Bijou Th, Perth; 10  
   Sept.) ► W. B. WARNER BENEFIT (Cremorne Gardens, Perth; 23 Nov.) ► HAGEN & SPEED Co (Th  
   Royal, Perth; 3 Dec.) ► HAGEN & FRASER (Th Royal, Perth; 10 Dec.) ►  no details (New Vic Hall,  
   Fremantle; 25 Dec.) 
1899: no details (New Vic Hall, Fremantle; 1 Jan.) 
1900: CLARK & SPEED'S ROYAL BIOGRAPH Co (Th Royal, Perth; 26 May) ● (Western Australian regional tour,  
   ca. June. Incl. Jarrahdale. See WA:  9 June 1900, 1) 
 
 
LES WARTON 
 
1900:  KATE HOWARDE'S VAUDEVILLE Co (Th Royal, Bris; 19 May) ►  PERCY ST JOHN'S BURLESQUE Co   
   (Theatre Royal, Bris; 2 July. See also 8 Sept.) 
1902: HARRY RICKARDS (Th Royal, Bris; 8 Nov. - Dec.) 
1903: HARRY RICKARDS (Tivoli Th, Syd; 26 Dec.) 
1904: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) 
1905: HARRY RICKARDS (Op House, Melb; 14 Oct. - Dec.) 
1906: HARRY RICKARDS (Tivoli Th, Syd; ca. Mar/Apr.) ► FULLERS (Alhambra Th, Dunedin, NZ; ca. Oct/Nov.  
   See TT: Nov. 1906, 9 ) ●  (Op House, Auckland, NZ; ca. Nov. See TT: Dec. 1906, 21) 
1908: HARRY RICKARDS (Tivoli Th, Syd; ca. Dec. See TT: Jan. 1909, 15) 
1909: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan. See TT: Jan. 1909, 15) ● (Tivoli Th, Syd; 25 Dec.) 
1910: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ●  (Op House, Melb; 2 Apr. See also 23 July, 20 Aug, 10 Sept.) ● (Tivoli  
   Th, Syd; 12 Nov. - Dec.) 
1911: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ● (Op House, Melb; ca. Apr.) 
1913: HARRY RICKARDS (Op House, Melb; 3 May) 
1914: HOLLAND & ST JOHN (Empire Th, Bris; ca. Mar.) 
 
 ● 1915:  HOLLAND & ST JOHN (Empire Th, Bris; ca. June) ► BIRCH & CARROLL (Qld circuit; ca. Aug. See Olympia Pictures, Charters  
    Towers; 21 Aug.) 
  1916:  FULLERS (WA circuit; ca. Nov-Dec.; See Melrose Th, Perth;  ca. Nov. - 8 Dec. / Princess Th, Fremantle; 9 Dec.) 
  1917:  HOLLAND & ST JOHN (Empire Th, Bris; ca. May. Mngr. Fullers) ► LES WARTON & CON MORENI REVUE Co (Princess Th,  
    Syd; c June. See TT: July 1917, 29) 
  1918:  FULLERS (Grand Op House, Syd; ca. Nov. See TT: Dec. 1918, 32) 
  1921:  WARD & SHERMAN'S AMERICAN REVUE Co (Empire Th, Bris; 11 Apr. – ca. 17 June. Prod. Fullers) ► FULLERS (Palace Th,  
    Melb; 24 Dec. - Babes in the Wood) 
  1922:  FULLERS (Palace Th, Melb; 24 Dec. - Babes in the Wood) 
  1934:  KEN G HALL  (film - Strike Me Lucky as Bull)  ● (film - The Silence of Dean Maitland as Ben Lee) 
  1935:  KEN G HALL  (film - Grandad Rudd as Regan) 
  1936:  KEN G HALL  (film - Thoroughbred as Grafter) ► RAYMOND LONGFORD  (film - The Man They Could Not Hang as Ted Meeks) 
 
 
WILL WHITBURN 
 
1885: PEOPLE'S CONCERTS (Temp Hall, Melb; 5 Sept.) 
1886: PEOPLES' CONCERTS (Temp Hall, Melb; 17 Apr.) ► FRANK M. CLARK (Vic Hall, Melb; 17 May; also ca.  
   21 Aug. – ca. 16 Oct. Possibly to Dec.) 
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1888: FRANK M. CLARK (Vic Hall, Melb; 2 Jan. See also 25 Feb.) ● (A of M, Syd; ca. June/July. See 13 July) ● (Vic Hall,  
   Melb; 6 Oct.) ●  (A of M, Syd; 22 Dec.) 
1889: FRANK M. CLARK (A of M, Syd; 1 Jan. - See also 20 July) 
1890: FRANK M. CLARK'S BOSTON IDEAL Co (Th Royal, Bris; ca. Apr/May) ► US MINSTRELS &  
   SPECIALTY Co (Victoria Hall, Melb; ca. May - Dec. - Prop. J. Billin) 
1891:  US MINSTRELS & SPECIALTY Co (Vic Hall, Melb; 1 Jan. - May. See also 17 Jan. / 28 Mar. / 21 Feb. / 2 May / 30  
   May and 12 Sept. Prop. J. Billin) 
1892: US MINSTRELS & SPECIALTY Co (Vic Hall, Melb; ca. Jan/Feb.) ► COGILL BROS (St Geo's Hall, Melb;  
   ca. Aug. - Dec. See 20 Aug. / 10 Sept. / 8 Oct. and 10 Dec.) 
1896: HARRY RICKARDS (Op House, Melb; ca. Jan to July, ca. Oct - Nov.) 
1897: DISTRESSED ACTORS' FUND (Princess's Th, Melb; 27 Mar.) 
1898: HARRY RICKARDS (Op House, Melb; Jan - Dec.) 
1899: HARRY RICKARDS (Op House, Melb; Jan - 3 Feb.) ● (Bijou Th, Melb; 4 Feb. - Dec.) 
1900: HARRY RICKARDS (Bijou Th, Melb; 1 Jan. - May. See also Sept and Dec.; possibly all year) 
1903: HARRY RICKARDS (Tivoli Th, Syd; 26 Dec.) 
1904: HARRY RICKARDS (Tivoli Th, Syd; 1 Jan.) ● (Op House, Melb; 18 June) 
1905: HARRY RICKARDS (Opera House, Melb; 1 Jan.) 
1906: HARRY RICKARDS (Opera House, Melb; 18 June) 
1907: NB: Whitburn is reported to have begun concentrating on his business as a breeder and trainer of trotters (at his property at Notting Hill,  
   near  Oakleigh, Victoria. See B: 5 Sept. 1907, 9) 
1912: TIVOLI THEATRES LTD (Tivoli Th, Syd; 27 Nov.) ● (Op House, Melb; 16 Dec. Prop. Hugh D. McIntosh) 
1913: TIVOLI THEATRES LTD (Op House, Melb; 1 Jan.) 
 
● 1927:  TIVOLI THEATRES LTD (Tivoli Th, Melb; 30 July - Tivoli Old Time Minstrels) 
 
  Will Whitburn died in August 1928 in Melbourne. 
 
 
FRANK YORK 
 
1884: (New Masonic Hall, Castlereagh St, Syd; ca. July)  HISCOCKS' FEDERAL MINSTRELS (A of M, Syd; 26 Dec.) 
1885: HISCOKS' FEDERAL MINSTRELS (A of M, Syd; 1 Jan.) ► COTTIERS' PEOPLE'S CONCERTS (Prot Hall,  
   Syd; 22 Aug.) 
886: DAMPIER & GRANT PANTO Co (Royal Standard, Syd; 27 Dec.) 
1887: DAMPIER & GRANT PANTO Co (Royal Standard, Syd; 1 Jan.) ► ALF LAWTON Co (A of M, Syd; 4 June.  
   Lse. F. E. Hiscocks) ►  ROYAL AQUARIUM & PLEASURE GROUNDS (Bondi, Syd; 28 Aug.) ►  
   PEOPLE'S CONCERTS  (Prot Hall, Syd; ca. Dec.) 
1888: PEOPLE'S CONCERTS (Prot Hall, Syd; ca. Apr/May. See 28 Apr. 5 and 26 May) ► FRANK YORK & HARRY  
   CARROLL'S MINSTREL Co (Prot Hall, Syd; 26 May) ► GEORGE BARR (New Haymarket MH, Syd; 20  
   Oct.)  ► PEOPLE'S POPULAR CONCERTS (Prot Hall, Syd; 17 Nov.) 
1889: H. FLORACK'S FEDERAL MINSTRELS (New Haymarket MH, Syd; 16 Mar.) ► P. WALSH (Haymarket MH,  
   Syd; 18 May) 
1890: BONDI AQUARIUM (Syd; 1 Feb.) ► CHARLES FANNING CONCERT Co (Prot Hall, Syd; 20 Dec.)  
1891: CHARLES FANNING CONCERT Co (Prot Hall, Syd; 1 Jan.) ► DAN TRACEY MINSTRELS  (S of A, Syd;  
   ca.  Jan. See also Mar. and June) ● (Gaiety Th, Melb; ca. July) ● (S of A, Syd; ca. Aug - Dec.) 
1892: DAN TRACEY SPECIALTY Co (S of A, Syd; 1 Jan. See also Feb., May and July) ● (Gaiety Th, Melb; 23 July) ►  
   RALPH WALSHE NOVELTY Co (S of A, Syd; 24 Dec.) 
1893: RALPH WALSHE NOVELTY Co (S of A, Syd; 2 Jan.) ► EMPIRE MINSTREL & SPECIALTY Co   
   (Toowoomba, Qld; 20 Jan.) ● (Gaiety Th, Bris; 22 May. Last night) ● (Qld regional tour; ca. May - July. Incl.  
   Gympie 23 May and Charters Towers 21 June) ► ELITE MINSTRELS & VARIETY COMBINATION (Royal  
   Standard, Syd; 31 July. Mngr. J. E. Creswell) ► no details (Alhambra MH, Syd; 2 Oct.) 
1894: YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 9 Nov.) 
1895:   YORK & JONES EMPIRE MINSTRELS (Gaiety Th, Bris; 1 Jan.) ● (Qld regional tour, ca. Jan - Mar. See BC:  
   22 Jan. 1895, n. pag.) ● (Gaiety Th, Bris; 23 Mar. to 14 May. Return season) ● (Empire Th, Syd; 20 May – ca. Sept. 
   Late Op House)   
1897: FRED FORDHAM (Empire Palace, Melb; 8 May) ► HARRY RICKARDS (Op House, Melb; 23 Oct.) ● 
   (Tivoli Th, Syd; ca. Dec.) 
1898: HARRY RICKARDS (Tivoli Th, Syd; ca. Mar, June - July) ► CONTINENTAL VAUDEVILLE Co (Op House,  
   Bris; 20 Sept. Mngr. W. F. Travers) ● (Qld regional tour; ca. Oct/Nov.) ● (Theatre Royal, Bris; 28 Nov.) 
1899: ELITE VARIETY BURLESQUE Co (Th Royal, Bris; 27 May. Lse/Prod. Delohery, St John & Holland) 
1904: HARRY RICKARDS (Op House, Melb; ca. Aug.) 
1905: HARRY RICKARDS (Op House, Melb; 8 Apr.) ● (Tivoli Th, Syd; 1 July) 
1908: HARRY RICKARDS (Tivoli Th, Syd; ca. Dec. See TT: Jan. 1909, 15)  
1909:  HARRY RICKARDS (Tivoli Th, Syd; 1 Jan; ca. Mar.)  
1910: JAMES BRENNAN (National Amph, Syd; 1 Oct. See also 10, 24 Dec.) 
1911: JAMES BRENNAN (National Amph, Syd; 1 Jan.) ● (Gaiety Th, Melb; ca. Jan.) ● (Th Royal, Bris; 9 Sept.)   
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APPENDIX B 
 
 
 
EDITED MANUSCRIPTS: FROM THE NAT PHILLIPS 
COLLECTION - FRYER LIBRARY (THE UNIVERSITY OF 
QUEENSLAND) 
 
Nat Phillips' Stiffy and Mo Revusicals 
 
 
 
 
    (i)   What Oh Tonight by Nat Phillips ………………………….. 36. 
  
    (ii):   A Sporting Chance by Nat Phillips   ……………………….. 50. 
 
   (iii):  Yes We Don't by Nat Phillips ………………………………. 64. 
 
    (iv):  At the Grand by Nat Phillips …………………………......... 76. 
 
 
 
 
ABBREVIATIONS AND EXPLANATIONS TO FOOTNOTES 
 
The original text provides stage entry and exit directions, but not always.  The directions include, for example,  
stage positions (i.e. Centre, Stage Left etc). To ensure uniformity, these directions have been left out of the  
edited version. 
 
The original manuscript contains the directions "Bis" which is believed to have implied either a wholly  
improvised comedy section or an agreed upon/standard comic routine. 
 
 
Add: Addition: Indicates that a line has been handwritten onto the manuscript to either replace or add to 
the text/directions.  The changes are almost always reproduced in this edited version - unless otherwise 
noted. Any text that has been replaced by the later changes is reproduced here in inverted commas (i.e. 
"What do you want?") with all spelling and grammatical errors included. 
 
Dlt: Deleted: Indicates that a typed line has been crossed out by Nat Phillips with no replacement  
dialogue/directions. The original line is included if readable. 
 
Ex: Expression:      Indicates that the structure of a particular passage is unclear or incorrectly written and  
has been edited in order to make more sense. The original line is reproduced here in inverted commas  
(i.e. "two mug") but otherwise exactly as typed - including typographical, grammatical and spelling  
errors. 
 
Sp: Spelling: The word in inverted commas immediately following Sp indicates the way a particular  
word is spelled in the manuscript.  Most of the spelling errors have been corrected as part of the editorial  
process - except when it appears that such variations are deliberate.  If there is any confusion as to  
meaning or intention this is highlighted in the footnotes under the Sp abbreviation.  
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APPENDIX B.1 
 
  
 
 
 
 
WHAT OH TONIGHT 
 
 
 
 
 
Text/Lyrics: Nat Phillips 
 
Original Music: Nat Phillips 
 
Edited by Clay Djubal 
 
 
 
 
 
 
 
 
CHARACTERS 
 
 
Stiffy:     A rabbit seller 
Sol:     (aka Solomon MacPherson), Stiffy's mate 
Helen Summer:  Married to Harry, and co-owner of the beauty parlour 
Harry Summer:  A doctor. Married to Helen and co-owner of the beauty  
   parlour  
Uncle:     Helen's rich uncle 
Mary O'Shea:   Beauty parlour employee 
Mrs De'Vere:   Helen's housekeeper and 1
st
 Assistant Beautifier 
Italian Woman:     A Patient (Version 1) 
Bill Bender:   A Patient (Version 2) 
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HISTORICAL BACKGROUND 
 
 
Although Nat Phillips had been presenting his Stiffy character on stage for some years prior to 
the staging of What Oh Tonight, this particular one act musical comedy marked the first occasion 
that he and Roy Rene teamed up together as a comic duo.  It is interesting to note, however, that 
while the on-stage partnership came to be known as Stiffy and Mo, the part of Mo Lazarus was 
originally written into the revusical as Sol McPherson, an Irish/Hebrew character. Reviews for 
the 8 July premiere of What Oh Tonight indicate that Rene has changed the character's name 
from Sol to Mo by then. 
 
The Sydney theatre critics writing of this opening production for the Nat Phillips Tabloid 
Musical Comedy Revue Company season at the Princess Theatre were overwhelmingly positive. 
Australian Variety noted, for example: "Nat Phillips has identified himself with an original type 
in 'Stiffy,' the hero of the revues at the Princess. The character is typically Australian and Nat has 
it true to life" (23 Aug. 1916, n. pag).   
 
The songs known to have been incorporated into the revusical, as it was originally conceived, 
were: "The Opening Chorus," "Lady's Band," "Antonio," "Skylark Love," "Men, Men, Men," 
Here's to Love" (also reprised as the finale).  
 
While Phillips reintroduced the same beauty parlour setting and several of the characters from 
What Oh Tonight for his 1918 revusical Manicure, Sir (aka The Beauty Parlour), it is possible 
that all three productions are one and the same. The characters in Manicure, Sir? include, for 
example: Stiffy and Mo, Helen, Uncle, Mrs De'Vere and Mary.   
 
1916:  Princess Theatre (Syd); 8-14 July;     [return season 19-25 Aug.] 
  -  Dir. Nat Phillips; Mngr/Lse. Harry Sadler and Jack Kearns; Prod. Fullers' Theatres Ltd. 
  -  Troupe: Nat Phillips Tabloid Musical Comedy Revue Co. 
  -  Cast incl. Roy Rene (Mo), Nat Phillips (Stiffy), Daisy Merritt, Peter Brooks, Horace Mann, Caddy  
     Franks, Walter Jackson, Maisie Pollard, Harry Sadler (return season only). 
 
 
 
THE TEXT 
 
The manuscript held in the Fryer Library provides two alternative narratives for the 
"Consulting Room" scene. The first scene (pages 4 -5 in the original text; lines 172-230 in the 
edited version) is played out between Sol, Stiffy and the Italian Woman, and concludes with 
the "Sixpence Gag." The alternative scene (page 7 in the original text; lines 281- 317 in the 
edited version) is played out between Sol, Stiffy and Bill, and concludes with the "Laughing 
Gag." 
 
Mo's Hebrew dialect, which Phillips wrote into later texts (albeit inconsistently) is rarely in 
evidence in the text for What Oh Tonight. As the manuscript appears to indicate that Sol is 
part Jewish and part Irish, it is unclear as to whether, or to what extent, Rene played the 
character in the Hebrew comic tradition. While it has been verified that he changed the name 
to Mo by the opening night of the Princess Theatre season, it is not known whether his 
character was subsequently re-written or whether it was under-going continual development 
and refinement at that stage. For this reason Sol's Hebrew dialect has not been imposed on the 
edited text as it has been for the follow-up production, A Sporting Chance, except when 
indicated in the manuscript copy (i.e. line 166). 
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SONG: OPENING CHORUS 
The Girls 
 
Girls who have to work, don't stay at home and shirk 
Come and learn the beauty art, and stay and stay and stay 
If you're very plain, don't sit there in pain 
Come and have it massaged all away, away, away 
Manicuring's fine, pedicure divine 
Every girl who has a boy to win 
Come let's do your hair, we will make you fair 
Come on boys and see the fun begin 
 
Chorus 
 
Beauty, beauty, come along for beauty's in the air 
Beauty, beauty, there's no art to beat it anywhere 
On a frosty morning when the world is white 
That's the time that massage is our hearts delight 
Wake up girls - have all your joys 
And keep yourselves quite young to win the boys 
 
[Dance sequence] 
 
                        [Enter Mary] 
 
     GIRL:         Hello Mary. Have you seen the Mrs? 
 
     MARY:      Yes, she's gone out to meet her uncle. You see the old man is very rich and he  
                        don't know that the Mrs's is married. So she went to meet him to keep him  
                        from coming here. And while she's keeping him away the boss is trying to sell  
                        the place. He has advertised it for sale in the paper.  [Enter Helen] 
 
     HELEN:     Why hello girls. No customers? Oh girls I've had a lovely time. I went to meet  
                        my uncle and I took him to the White City. Coming back the poor old chap  
                        took sick in the street, and I got a doctor. Such a nice young fellow… he was  
                        nice… [She sighs] 
 
     MARY:      Was his name Adolphus? 
 
     HELEN:     No, Harry. He said he wanted to meet me after we got Uncle to his club. He  
                        took me to tea and held my hand. And bought me a lovely box of chocolates.  
                        But there I don't think I will tell you anymore. 
 
      
 
     ____________________ 
 
7      Sp:    "Pedidiecure" 
20    Sp:    "Miss'es"  (also line 22)        
23              "the boss" - Helen's husband  
29               Perhaps a pun on "adultrous." 
30               The meaning behind Helen's reference to the "nice fellow" (lines 27-28) is somewhat confusing. That she refers  
                    to him as "Harry" (lines 30-32) suggests that she has been leading the girls on, and presumably the audience  
                    too, as later  references indicate that she and Harry are very much in love.  
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     MARY:      Oh, do go on Miss's. You can't stop just when you get to the agony. Oh it's all  
                        like a family hearsay story. 
 
     HELEN:     No. No more. 
 
     MARY:      Did he bring you home in a taxi? 
 
     HELEN:     No, we said goodbye at the Exhibition. 
 
     MARY:      To be continued in our next. 
 
     HELEN:     Now run along girls and get the place as nice as we may have somebody call  
                        to buy it.  [Exit Girls. Enter Harry] 
 
     HARRY:    What Helen, back so soon. Where's Uncle. Are we cast off forever? 
 
     HELEN:     He is sick in bed thank goodness. But have you had any buyers? 
 
     HARRY:    Nary a buyer. But we'll get out alright. I'm not afraid. Not when I have you. 
 
SONG 
Helen and Harry 
 
                        [Exit Helen and Harry; Enter Stiffy and Solomon. Bis.] 
 
     STIFFY:     Now look here McPherson. You turn the rough stuff up or you're on a crack. 
 
     SOL:          Ha ha. He thinks I'm a Jap. Ah don't get me mad or I'll make for you a blue  
                        eye.   [Boxing Bis.] 
 
                        [Enter Helen] 
 
     HELEN:     Good morning gentlemen. 
 
     SOL:          And me too. What's your name? 
 
     HELEN:     Helen Summer. 
 
     STIFFY:     What is it in winter? 
 
SONG 
Stiffy, Sol, Helen, Mary and Girls 
 
                        [Exit all. Enter Mrs De'Vere with newspaper] 
 
  
____________________ 
 
34    Sp:     "hearold" or "heareld."  The word "hearsay" has been inserted here. The word as typed on the original text is  
                    unclear, as is the intended meaning. 
38     Sp:     The meaning of this line is unclear 
48     Sp:     "Made."   It is not certain whether "made" or "mad" is to be used here. 
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     MRS DE'VERE:  Oh how frightened I am. A dangerous lunatic has escaped from the  
                        asylum. That's the worst of working in a place with nothing but women.  
                        There is no man here but the boss, and he is so much in love with his wife  
                        that he couldn't save three pence. 
 
     STIFFY:     [Off stage]   Rabbits. Wild rabbits. [He enters]  Here lady, want any  
                           rabbits?         
 
     MRS DE'VERE:   No not this morning, thank you. 
 
     STIFFY:     Not to day. Are you sure? 
      
     MRS DE'VERE:   Not to day thank you. 
 
     STIFFY:     Good morning. 
 
     MRS DE'VERE:   Good morning and shut the gate. 
 
     STIFFY:     Blow the gate. Get up pansy. [Off stage] Rabbits. 
 
     MRS DE'VERE:   Well of all the cheek. I never heard anything like it. 
 
     STIFFY:     [Off stage]  Rabbits.  [Re-enters]  Ah look lady, I got some nice rabbits.  
                         Some are a zack. Some are nine pence. Some are a dinea. And some are  
                         two bob. 
 
     MRS DE'VERE:   I don't care what they are, I don't want any. 
 
     STIFFY:    You don't want any. Alright, don't do your nut. I'll do 'em to somebody else. 
                           
     MRS DE'VERE:   [To herself]  I wonder if I gave him a couple of shillings… maybe  
                        he might stop here for an hour or two. I must have someone here. [To  
                        Stiffy] I say my man. Eh, you. 
 
     STIFFY:     Oh, you do want some rabbits. Here I'll skin one for you. 
 
     MRS DE'VERE:   No. Now look here. If you will stop around for a while, I'll give  
                        you a couple of shillings. You see there is a lunatic escaped and I don't want 
                        to be alone. 
 
     STIFFY:     Well if I stop this bloke is it to be on with you? 
 
     MRS DE'VERE:   Why yes. 
 
     STIFFY:     Right oh. I'll take you down to Clifton on Sunday. I'll bring Chiller. A good  
                         bloke, one of the mob. Eh, can you fix up a cobber for Chiller. 
 
     MRS DE'VERE:   Why yes I'll bring two. 
____________________ 
 
72     Sp:     "Sac."  Obsolete Australian slang for sixpence. 
76     Ex:     "I wonder if I gave him a couple of shillings. if he would stop here for an hour or two." 
83     Ex:     "Well if I stop this bloke how is it to be on with you?" 
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     STIFFY:     Alright. I'll bring Bluey Ryan. 
 
     MRS DE'VERE:   Alright. Don't go away and I won't forget Sunday.  [As she exits  
                        Mrs De'Vere lifts her skirt and shows some leg] 
 
     STIFFY:    Not a bad ham and egg. Now while I'm looking after this lunatic who's  
                        looking after my horse. [Bis.] Here you kids. Get away from my horse. 
                        Come on, get away from her. [A crash is heard off stage] Now pick her up  
                        again. [He exits] 
 
                        [Enter Mary. A bell rings] 
 
     MARY:      Arf a mo. Don't do your nut.  [Uncle enters]   What do you want? 
 
     UNCLE:     Helen Summer. 
 
     MARY:      Yes. It is hot ain't it. 
 
     UNCLE:     Your mistress at once. 
 
     MARY:      What's wrong?  Crossed in love?  [She exits] 
 
     UNCLE:     Love. Bah! I'll give my niece love. I've found out she's married and her and 
                        her husband run a sort of manicuring parlor here. 
 
                         [Enter Mrs De'Vere] 
 
     MRS DE'VERE:  Do you wish to see anybody, sir? 
 
     UNCLE:     I want to see my niece. Where is she? Who are you? 
 
     MRS DE'VEE:     I am Mrs De'Vere, a widow. And your niece's housekeeper and first 
                        assistant beautifier. 
 
     UNCLE:     Beauty. I knew it - a den of iniquity. 
 
     MRS DE'VERE:   I can assure you Uncle… 
 
     UNCLE:     Uncle! Don't you dare "Uncle" me! Where is my niece? 
 
     MRS DE'VERE:  She is out visiting some patients. You won't be too hard on her will  
                        you Uncle dear? 
 
     UNCLE:     Don't you "dear me!"  
 
     MRS DE'VERE:  But I can't help it, you look so young. 
 
     UNCLE:     That's different. You see I am Helen's father's younger brother. 
____________________ 
 
96        Dlt:      "I don't think Stiffy will ever make an actor. " [Prior to "Arf a mo."] 
            Add:     "What do you want?" 
101      Ex:       "Whats wrong crossed in love." 
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     MRS DE'VERE:   I wouldn't be seen with Helen too much. Her husband may get  
                        jealous.  [Bis.]  Tootsie. 
 
     UNCLE:    [To himself] Wow. She called me Tootsie. [To Mrs De'Vere]  I was a bit of  
                        a gay dog once. I like you. 
 
     MRS DE'VERE:   I don't care for these silly young men. 
 
     UNCLE:     I don't blame you. They don't know anything. 
 
     MRS DE'VERE:   I like a man about forty. 
 
     UNCLE:     How the devil did she guess my age?      
 
     MRS DE'VERE:   I like a man with a military air. 
 
     UNCLE:     Something like this?  [Drilling Bis.] Present arms. 
 
     MRS DE'VERE:   Did you say "present arms?" 
 
     UNCLE:     No did you? I'm going to take a chance. [Bis. Arms around the waist. Mrs  
                        De'Vere repeats Bis. and both sigh]  Isn't love grand? 
 
     MRS DE'VERE:   Yes it is, isn't it! 
 
     UNCLE:    Well I'm a silly old fool. Whenever I think of love it takes me back to days  
                        when I used to dance with the best of them. 
 
SONG: "HERE'S TO LOVE" 
Uncle and Mrs De'Vere 
 
                        [Exit Uncle and Mrs De'Vere.  Enter Sol, Stiffy and Harry] 
 
     HARRY:    Good morning gentlemen. 
 
     SOL:          How do you diddle? 
 
     HARRY:    [To Sol]  You have a pimple on your nose caused by Gaster Menter Itis. 
 
     SOL:          Who has a gas meter in the eye? 
 
     HARRY:    [To Stiffy] Your back is curved by Spinal Meningitis. 
 
     STIFFY:    Well I'll sell it to you cheap. 
 
     SOL:          We don't got a sickness at all. We come in answer to your advertisement in  
                        the paper. 
 
     HARRY:    Oh, you are the gentlemen who wish to investigate and take charge. 
____________________ 
 
117      Dlt:      "No wonder her I wouldn't been seen to much with helen too much." 
131     Add:      "Well I'm a silly old fool. when ever I think of love it takes me back to days of baby land." 
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     SOL:          Sure, we're going to take charge. 
 
     HARRY:   These parlours have eight beautiful lady attendants. 
 
     SOL:          What oh tonight! 
 
     STIFFY:    Half with yer Sol if you get on. 
 
     HARRY:    Over here is my massage - a portion for manicuring. Here is the Turkish  
                        bath. 
 
     SOL:          Come over here, that's too clean. 
 
     HARRY:   And now if you will come with me I'll show you the Consulting Room. 
 
     SOL:         Yes, take me to the Insulting Room. [They exit] 
 
                       [Enter Mary, followed closely by Stiffy.  Roman Travesty Bis.] 
 
     MARY:     I'm going to sing if I bust. [Enter Girls. Sol follows closely behind] 
 
SONG: "LADY'S BAND" 
Mary, Stiffy, Sol and Girls 
 
                       [All exit after song. Blackout. Sol and Stiffy enter] 
 
     SOL:          Well I've bought the joint. I am now a doctor. 
 
     STIFFY:    Are you the same kind of doctor as the other bloke? 
 
     SOL:          Sure!  What kind of a doctor vas he? 
 
     STIFFY:    Well you know when a patient called he didn't ask them what was wrong  
                        with them. He could tell them just by poking them. Can you do that? 
 
     SOL:          No. But I'll tell you what we'll do. You be my assistant. I'll go behind the  
                        screen. When the people come you ask them what's wrong with them. I  
                        hear it, then come from the inside outside. From the inside outside. Ven  
                        I get inside I get an insight into the patients inside thoughts. Which come  
                        from the inside outside. Is that perfectly clear? 
 
     STIFFY:    Next time it starts I'll have a sac on it.  [A bell sounds off-stage]  Quick,  
                        move behind the screen. Here is a patient. 
  
                        [Enter Mary] 
      
_______________________ 
 
149       Ex:      "Over here is my massage a portion for manacuring. her is the turkish bath" [sic]. 
169/70  Ex:      "Quick mo behind the screen here is a patient."   The word "mo" as typed here in the original manuscript is  
                         believed to be a typographical error. The word "move" would make the most sense. As there is no "Mo"  
                         character included in this version of the text, it would appear that such a reference is suspect. The  
                         abbreviation for "moment" does not seem to make sense either.                
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     MARY:      Stiffy. Here's your first mug. 
 
                        [Enter Italian woman] 
 
     STIFFY:     Hello Liz, how is it? 
 
     ITALIAN WOMAN:   Come a start signor. 
 
     STIFFY:     You look very crook. What's wrong? 
 
     ITALIAN WOMAN:   Ah boss. I feel mucha sick. My heart it hurta me very much. 
 
     STIFFY:     Go on. Did some one kick you in the heart? 
 
     ITALIAN WOMAN:   Listen boss. I come from sunny Italy on da bigga  ship wid my  
                        Antonio. We come to dissa country. He meeta American lady. She say,  
                        "ah Tony you looka so fine. You looka so handsome." She turna his… what 
                        you call it… nut. She say "come we make teatre," and he go.  Listen, Signor. 
                        I tella you about my Antonio.   
 
SONG: "ANTONIO" 
Italian Woman 
 
     STIFFY:    Well you sit there. I will have the doctor look at you and he will make you 
                        handsome. 
 
     ITALIAN WOMAN:   I no care what you do to my face. You can push or squeeze.  
                        You make me look good, my Tony he come back to me. 
 
     STIFFY:     Alright sit down. The main bloke is down at the Post Office. He will be  
                         back in a few minutes. What's the matter?    
 
     ITALIAN WOMAN:   You look boss! I got da big blotch ona my face. I think it  
                         caused by da pain dat run from de shoulder to shoulder down de right leg. I  
                         getta no sleep after three o'clock in de morning. 
 
     STIFFY:    Well you know the doctor will tell you that as soon as he sees you. If he  
                        don't I'll kick him in the Gallipolli. 
 
     SOL:           [From behind the screen] In the Anzac! 
 
     STIFFY:     Are you married? 
 
____________________ 
 
272                   See lines 280-317 for alternative "Consulting Room" scene. 
177     Dlt:       "Ah boss I come from sunny It" 
           Ex:        "… My heart he hurta me very much." 
178     Ex:        "Go on some one kick you in the heart." 
179     Ex:        "Lista boss I come from sunny it on da biga ship wid my antonia."  
182     Ex:        "list Signor." 
182                   "Teatre."  No suggestions apart from "theatre." 
188     Ex:         "… you can push or squeeze only you me look good my tony he come back to me"  
191     Ex:         "… Wahts the matt" 
192     Ex:         "I think he caused…"  
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     ITALIAN WOMAN:  Yes. I have de husband and two little kids, thank you. 
 
     STIFFY:    Don't thank me.  [Sol stamps behind the screen]  Look out, here comes the 
                       trump. 
 
                       [Enter Sol,  from behind the screen] 
 
     SOL:          Good morning. Any patients today? 
 
     STIFFY:    Yes, you ain't blind. The tabby here wants to see you. 
 
     SOL:          [To Italian Woman]  Good morning. You have a blotch on your face         
                        caused by a pain running down your right shoulder to the other shoulder  
                        down the right leg which is causing a twitching for about two hours. You  
                        can't sleep after three o'clock. You are married and have got a wife and three  
                        children. 
                        
     STIFFY:     [Aside to Sol]  Two, yer mug. 
 
     SOL:           [To Italian Woman] Two yer mug. Pardon me while I read my  
                         correspondence. [To Stiffy] Stiffy, have these letters published in the  
                         German papers. They are all lies. [To Italian Woman] Madam, I suppose  
                         you know our terms. No pay no cure. Five pounds for the first effort [Bis.] 
 
     STIFFY:    Why didn't you make it a tenner? 
 
     SOL:           And five pounds when you leave the room! 
 
     ITALIAN WOMAN:  I hear so much about your great singer treatment. I wanta you  
                        give too mucha strong.  [Stiffy brings over a knife. Sol "Knife" Bis.]  Don't 
                        forget to givea me mucha strong.  [Stiffy "Holding Horse's Feet" Bis.] 
 
     SOL:          That was for the blotch. Now for the pain I will prescribe pills. Stiffy the  
                        pills. [ Stiffy brings over rubber balls] You take two pills before going to  
                        bed and one every minute after you are asleep. There's a prize in every pill. 
                        The other five pounds please. 
 
     ITALIAN WOMAN:  I very sorry boss I gotta no more money. 
 
     STIFFY:    She says she has no more Oscar Asche. 
 
     SOL:          Then give me back the pills. 
 
     ITALIAN WOMAN:  I tella you what I do. I show you how to turn sixpence into  
                        ninepence. You give me sixpence. 
 
____________________ 
 
210     Ex:      "Two mug" 
211     Ex:      "Two you mug…" 
217                 "singer"  No obvious connotations. 
220     Ex:       "… I will prescribe pills. Stfy the pills.Rubber balls. You take two pills…" 
224     Ex:       "… I gota no more mon" 
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                       [Bis. "Sixpence Into Ninepence Gag" followed by "Damn Bad Shilling  
                        Gag."  Exit Stiffy, Sol and Italian Woman. Enter Helen and Girls] 
 
SONG: "TULIP TIME" 
Helen and Girls 
 
                        [Exit Helen and Girls. Enter Stiffy and Sol] 
 
     STIFFY:     Here, Sol. What did Noah say when the rain came pitter patter down? 
 
     SOL:           I don't know. What did Noah say when the rain came pitter patter down? 
 
     STIFFY:     Ark!  [Sol laughs] 
 
                        [Enter Uncle] 
 
     SOL:           Eh, Mr. What did Noah say when the rain came pitter patter down? 
 
     UNCLE:     Well what did he say? 
 
     SOL:           Listen. 
 
     UNCLE:     Bosh! I have no time to waste with the likes of you. I want to find my niece.  
                        Have you seen her? [Helen enters with Girls]  Ah there she is. Now you  
                        young minx, come and give your old uncle a kiss. You see I only pretended  
                        to be sick. I know you're married but I forgive you. Now give me a kiss.  
                        [Helen kisses him] Not like that. I want a real kiss. [Helen kisses him again]  
                        That is the kind. You know Helen, you will spoil me. 
 
     HELEN:     Yes, but we women always do spoil you men. 
 
SONG:  "MEN, MEN, MEN" 
Helen, Girls, Uncle, Stiffy and Sol 
 
                        [All exit. Uncle and Helen re-enter. Girls change costumes for "Skylark  
                        Love."] 
 
     UNCLE:    Now my dear, all this fuss could have been saved if you had have told me in  
                        the first place.  But never mind. Better late than never. And if you need a  
                        little loose change you can always come to your uncle. I want to see you  
                        happy. 
 
                        [Mrs De'Vere, Girls, Stiffy and Sol re-enter] 
 
SONG:  "SKYLARK LOVE" 
Uncle 
 
     MRS DE'VERE:   Oh, I have sprained my ankle. I want it massaged. 
 
     STIFFY:     Oh leave it to me. I'll do this on me own. 
 
     SOL:           No, I'll do this. [Bis. Meanwhile Uncle looks at Mrs De'Vere's ankle] 
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     MRS DE'VERE:   Yes, I think you had better look at it. [Sol pulls Uncle away.  
                        Bis. Sol looks at ankle.]   
 
     SOL:           [After explaining]  Come into the office. [Sol, Stiffy and Mrs De'Vere exit] 
 
     UNCLE:     By jove, what a nice looking lot of girls. What oh tonight. Let's have some  
                         fun. A toast.  
 
     ALL:          Yes, a toast! 
 
                        ["Toast" Bis. During the speech Mary distributes glasses] 
 
SONG: "HERE'S TO LOVE" (Reprise) 
All 
 
                        [Enter Stiffy and Sol] 
 
     SOL:           Here, stop this rough house. [To Helen] Here's your money. Get out! 
  
     UNCLE:     What? You're selling the place. No. I will buy it! 
 
     HELEN:     Thank you Uncle. I did not think you'd do it. You have deceived me. 
 
     UNCLE:     Men were deceivers ever. 
 
FINALE: "HERE'S TO LOVE" (2
nd 
Reprise) 
[Includes two choruses of "Men Were Deceivers Ever"] 
All 
 
 
CURTAIN 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
_________________ 
 
272     Ex:      "Here stop this rough house heres you  money get. iut" 
273     Ex.      "What sold the place. No I will buy it." 
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ALTERNATIVE "CONSULTING ROOM" SCENE 
 
     MARY:      Stiffy. Here's your first mug. 
 
                        [Enter Bill Bender] 
 
     STIFFY:     Hello mate. Lor lummy you look crook. Do you want to see the doctor? 
 
     BILL:          What do you think I want - a coffin? 
 
     STIFFY:     If you wasn't crook I'd stoush yer. The doctor's at the Post Office. He won't  
                         be long. What's the matter with you?  
 
      BILL:        I have a pimple on my nose. Probably caused by Inflamitary Indigestion.  
                        I have a cold, chills and fever, and I keep imagining that someone is trying to  
                        pull the top of my head off. 
 
     STIFFY:     Don't you tell that to the doctor. And I'll bet yer a sac he tells you that as  
                         soon as he looks at your dial. If he don't I'll kick him in the harbour. 
 
     SOL:           [From behind the screen]  In the Spit! 
 
     STIFFY:     Are you married? 
 
      BILL:         Married, divorced, married again. And now I'm a grass widower.  
 
                         [Sol stamps behind the screen] 
 
     STIFFY:     Look out, here comes the main squeeze. 
 
                         [Enter Sol] 
 
     SOL:           Stiffy I know a cert for today. 
 
     STIFFY:     What is it? 
 
     SOL:           Stomach ache. I got inside inflamation. [To patient]  Good morning. I am  
                         glad so see you looking so rotten to day. 
 
     STIFFY:      Yes, he does look over ripe. 
 
     SOL:           [To patient] You have a pimple on your nose caused by Unsanitary  
                         Indigestion. You have a cold, chills. And fever. And you also imagine that 
                         somebody is trying to pull the top of your nut off. You were married…  
                         divorced...  married again… and now you're a grasshopper. 
____________________ 
 
280                See lines 173-230 for 1st version of "Consulting Room" scene.     
            Ex:    "Here's your first mug" 
285      Ex:    "If you wasn't crook I'd stoush yer. He's at the post office…" 
287-9  Ex:     "I have a pimple on my nose. probably caused by Inflamitary Indigestion. colds, chills and fever, and take  
                      Imaginary Ideas that someone is trying to pull the top of my head off" 
290      Sp:    "Sache" for "sac." 
294                "Grass widower" - a husband whose wife is away. 
298     Ex:      "Stfy I know acert for today what is it" 
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     STIFFY:     [Aside to Sol]  Widower, yer mug. 
  
     SOL:           [To patient]  Window mug. Excuse me while I read my pawn tickets. 
 
     STIFFY:     [To patient]  Ah, mate. Have you got a wagonette. ["Examining Patient"  
                         Bis.] 
 
     SOL:           [To patient] You have trouble in your joints. 
 
     STIFFY:     Yes, he was thrown out of a two-up joint. How much cash has he got Mo. 
 
     BILL:          Only two pounds. I am a very poor man. 
 
     STIFFY:     Well put in the Swi funt and bring the eight tomorrow if you're better. 
 
     SOL:           If you're not better don't trouble yourself. Now Stiffy, as he is a poor man  
                         we will try the bouncing process.  ["Slap Stick" Bis. Ad Lib  until Sol kicks  
                         Bill. Bill exits. Sol and Stiffy present "Laughing Gag."] 
 
                         [Stiffy, Sol and Bill exit. Helen and Girls enter] 
 
Continued…..   
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
____________________ 
 
303     Ex:     "You have a pimple on your nose caused by insanatory Indigestion. colds, chills. And Chever. and you also  
                      imaginations that somebody is trying to pull the top of your nut off…" 
312                The reference to "Mo" here (despite the name "Sol"  being used to distinguish the character in the manuscript,  
                      suggests that perhaps the alternative version was created/typed after the initial version, and about the same  
                      time that Roy Rene began to take on his alter ego's name. 
314                "Swi funt"  No obvious connotations. 
315     Ex.     "If your not better don't trouble. mow stiffy as he is a poor made we will try bouming process.  Slap stick bis  
                      Ad lib. Till Sol Kicks. Bill takes big [unreadable] Pocket throws down and exits…"   
319                Continues on from line 231. 
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A SPORTING CHANCE 
 
A Sporting Comedy in One Furlong 
 
 
 
Text/Lyrics: Nat Phillips 
 
Original Music: Nat Phillips 
 
Edited by Clay Djubal 
 
 
 
 
 
 
 
 
CHARACTERS 
 
 
Stiffy:     
Mo:     
Polly:    Comedy Servant 
Hotel Keeper:  Character Part 
Jurasher:   Comedy Woman 
Lord Helpus:  Lead 
Count Hadem: Lead 
Beatrice:   Waitress 
Estelle:   Waitress 
Lottie:    Waitress 
Daisy:    Waitress 
Maie:    Waitress 
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HISTORICAL BACKGROUND 
 
The follow-up production to What Oh Tonight, Stiffy and Mo's debut revusical together, A 
Sporting Chance is described in Everyone's as "another tabloid of inconsequences, as regards 
the plot, but chock full of action and comedy just the same" (26 Nov. 1924, 34). Although the 
Nat Phillips Collection manuscript has the narrative set in the garden of a country (or outer-
suburban) hotel situated near a racecourse, there is evidence to suggest that this setting was 
later changed. A review of the 1924 version, for example, indicates that the setting was by then 
a farm, owned by a farmer with a handful or more of pretty daughters.  
[NB: The revusical was staged in Brisbane in 1918 under the title Sports]  
 
1916:  Princess Theatre (Syd); 15-21 July 
  - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
  - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Co. 
  - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Courtney Ford (the Farmer), Daisy Merritt, Ivy Davis,  
     Peter Brooks, Horace Mann; and the Panama Six (Rosie Bowie, Bess Blackwell, Iris Foye, Dot O'Dea,  
      Beaty Glow, Linda Burns). 
1918:  Empire Theatre (Bris); 8-14 June   [as Sports] 
  - Dir. Nat Phillips; Prod/Lse. Fullers' Theatres Ltd. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Peter Brooks, Horace Mann, Caddie Franks, Dan M.  
     Dunbar, Maisie Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919:  Fullers' Theatre (Syd); 6-12 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Freda Hellsten. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter  
     Jackson [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1921:  Empire Theatre (Bris); 20-26 Aug. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald  
     Cashman, Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922:  Fullers'  Theatre (Syd); 3-9 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
  - Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
  - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Ida Merton, Dot Davis [aka Mrs Roy Rene], Queenie  
     Paul, Mike Connors, Keith Connelly, Gladys Shaw, W. O'Brien, plus six ballet girls (incl. Rosie Bowie). 
1924:  Fullers' Theatre (Syd); 22-28 Nov. 
  - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
  - Troupe: Nat Phillips' Stiffy and Mo Revue Co. 
  - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Keith Connolly, Dot  
   Davis [aka Mrs Roy Rene], Dan M. Dunbar, Gladys Shaw.  
 
 
 
THE TEXT 
 
Set in the garden of a country hotel, one of the on-going jokes in the narrative concerns "The 
Truth Tree" - a tree that grows all sorts of fruit. Anyone telling a lie beneath it gets a piece of 
fruit dropped on his or her head. The bigger the lie the bigger the fruit! 
 
The original manuscript text is inconsistent in terms of Mo's "Hebrew" pronunciation, ("W" as 
"V" and "Th" as "D", for example). It is assumed that Roy Rene's on-stage character would 
have maintained this style of pronunciation throughout the performance. The edited version 
reflects that by attempting to maintain a sense of consistency with Mo's dialogue. Thus "we" is 
written as "ve;" "will" becomes "vill;" "there" is "dere," "the" becomes "de" and "this" is 
written as "dis." Exceptions to Mo's Hebrew dialect occur in the "Hotel Keeper's" scene (lines 
213-235), where he attempts to pass himself off as a Count; and the "Bill-paying Scheme" 
(lines 266-onwards).  
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                       [Scene:  The garden of the Ye Pig Inn, situated on the road to the races.  
                        Waitresses are busy at tables. The Hotel Keeper is busy with guests. Lord  
                        Helpus, Violet and Jurasher are at a table together. Polly is dusting.] 
 
SONG: OPENING CHORUS 
 
Our race day of all the year, is the merriest of all 
And so now it's our race day, let us all obey the call 
A time it is when dance and song, when all their joy abound 
But most of all the time to pass the merry bowl around 
 
Our race day of all the year, is the merriest of all 
And so now it's our race day, let us all obey the call 
All the fun of fete and fair seems to permeate the air 
Everyone must get his share of sport of every sort 
 
One day is all too short for this delightful sort of sport 
 
[Dance] 
 
     HOTEL KEEPER:    And now girls, come on make yourselves busy. [Lord Helpus  
                        and Violet leave the garden and enter the hotel]  This is race day. And as it  
                        is the only hotel within miles of the course, who knows… we may have     
                        [more] Lords and Ladies dining at our tables today. What an honour! What an  
                        honour.  [He exits the garden and enters the hotel] 
 
     POLLY:     Fancy that now, Lords and Ladies. Lor' lummy, who knows… a duke may   
                        get stuck on me and then I'd be a Dukess. 
 
     HOTEL KEEPER:   [Off-stage]  Polly.  Polly, where are you? 
 
     POLLY:     Coming, Sir!  [She exits into the  hotel] 
 
                        [Enter Count Hadem]  
 
     COUNT HADEM:   What a day for racing!  Next to the races… give me a girl. 
 
SONG: 
Count Hadem and Girls 
 
                        [Exit all.  Stiffy and Mo enter. Mo is in a barrow being pushed by Stiffy] 
 
     MO:           [Speaking as he enters]  On ve go across de Mountain pass and plain,  
                         never to see Valinski's face again. My face is blanched vith famine not vith  
                         fear, as my charger urges on his vild career. And den ve come upon a  
                         peopled place. And vunce more I behold a human face. [He looks at Stiffy] 
_____________________ 
 
25     Dlt:      "What a day for the sport of kings. Racing.  Next to courting a pretty girl. Give me the races." 
         Add:     "Next to the races, give me a [unreadable]" 
28                  The manuscript reads: "After Number. Enetr Stiffy and Sol L In Barrow."  This is the only reference to  
                      "Sol" (aka Solomon McPhereson) in the Sporting Chance manuscript, suggesting that, as with What Oh  
                      Tonight,  it may have been written some time previous to the Jul 1916 staging. 
31     Sp:        "carrer." 
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    STIFFY:      Ah look, this is no good to me. When you took me away with you, you said  
                        we were going to stop at good hotels.  
 
     MO:            Vell don't ve stop at 'em? 
 
     STIFFY:     Yes… outside. And you give a boy a penny to hold me just as if I were a  
                         horse. 
 
     MO:            Vat seems to be de trouble my boy? 
 
     STIFFY:     That seems to be the trouble!  [Bis.]  I want something to eat. 
 
     MO:            You are always thinking of de inner man. 
 
     STIFFY:     Not a bad place either. I won't have that to think of it if I stop with you much  
                         longer. Now when do we eat? 
 
     MO:            Vhat did you do with de peanut I gave you three weeks ago? 
 
     STIFFY:     I ate it! 
 
     MO:           Vell, didn't I tell you to keep it for a rainy day. 
 
     STIFFY:     And didn't it rain the same day. 
 
     MO:            Vell never mind, I think ve vill be alright here. Dis is de place we were  
                         told about. Dis is de place vith de vhite horse.   [The White Horse sign 
                         changes to the Blue Cow] 
 
     STIFFY:     Eh, you made a bloomer. That's not a white horse, That's a blue cow. 
 
     MO:            No, dis is de place  with de vhite horse.   [The Blue Cow changes back to  
                         the White Horse ] 
 
     STIFFY:     Eh, you've done your nut, that's a blue cow. 
 
     MO:            And I say it's a vhite horse. 
 
     STIFFY:     And I say it's a blue cow! 
 
     MO:            I bet you it's a vhite horse" 
 
     STIFFY:     And I'll bet you it's a blue cow.  [They face each other]  A bet? 
 
     MO:            You're on! [The sign changes to The Red Dog]  
 
     STIFFY:     Come on let's get out of here……… I'm seeing things. 
 
   ____________________ 
 
44      Sp:      "I eat it." 
46      Ex:      "Well didn't it rain the same day." 
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     MO:           Alright. I vill peruse de hostelery and see is dere is anyone around.  
                        [Shouting] What oh within there. 
      
     STIFFY:     What oh without here. 
 
     MO:            House maid. Parlour maid. 
 
     STIFFY:     Ready maid. 
 
SONG AND DANCE: 
Stiffy and Mo 
 
                        [Exit Stiffy and Mo.  Enter Hotel Keeper, Lord Helpus and Violet] 
 
     HOTEL KEEPER:   Yes Sir, it's a very old place this Sir. Yes Sir, that's the tree you  
                        mean Sir. Have you heard the legend of this tree. It is the tree of truth, and it  
                        has been here for hundreds of years. It bears a beautiful fruit, and any one  
                        sitting under this tree must tell the truth. If they tell a lie the fruit will fall.  
                        Now Sir, I will have to get back to the Inn. Look around for yourself. 
 
     VIOLET:    [To Lord Helpus] Come on and sit down and sing again of love. 
 
SONG: 
Lord Helpus and Violet 
   
                        [Exit Lord Helpus and Violet exit. Enter Stiffy] 
 
     STIFFY:    Well things are crook. I wonder if the fowls have left any wheat around. Not  
                        a thing. Oh look in there. Look what's on the table. Well something's got to  
                        be done. 
 
                        [Enter Jurasher] 
 
     JURASHER:     I've just had a strange experience while I was walking in the woods  
                        picking these flowers.  I sat down on a bench and then suddenly I felt  
                        somebody's lips on my cheek. A real live man at last I said and tuned around  
                        so that my lips could touch his. And when we came face to face… it was  
                        only a cow. Oh if it had only been a real man. Then I could pluck apart this  
                        blushing flower and say: He loves me. He loves me not. He loves me. Oh  
                        dear, nobody loves me. 
 
SONG: 
Jurasher 
 
I'm a poor unhappy maid 
On the shelf for years I've stayed 
My poor heart it itches 
To mend someone's breeches 
I'm a poor unhappy maid 
____________________ 
 
71     Dlt:      "If they tell a lie the fruit will fall on them."  
72.    Add:     A handwritten direction between lines 72 and 73 indicates "Goose step." 
81-3  Ex.       "I've just had a strange experience. While I was walking in the woods picking these flowers. I sat down on a  
                       bench. When suddenly I felt somebody's lips on my cheek." 
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     STIFFY:     Stiffed again.  [He looks around searching for a match with his back to  
                         Jurasher.  
 
     JURASHER:   [Approaching Stiffy in a kittenish manner]  Poor man. You look  
                        as if you are in hard luck. 
 
     STIFFY:     Lor lummy, will you get that dial. Hard luck lady, that ain't the word. If  
                         clothes were selling for a shilling a suit I couldn't afford to buy the armhole  
                         of a vest. 
 
     JURASHER:   Why don't you look for work? 
 
     STIFFY:     Turn it up. Turn it up. There is no work at my trade. 
 
     JURASHER:   What is your trade? 
 
     STIFFY:     Milking reindeer. 
 
     JURASHER:   You poor misguided man. Come over to yonder bench and tell me all 
                        about it.  
 
     STIFFY:    [To himself]  She's making it a welter. I better duck me nut before I get into  
                        trouble. 
 
     JURASHER:   [Dragging Stiffy to the bench]  You're a bold persistent man to follow 
                        me like this. 
 
     STIFFY:     Follow you?  They'd have to chloroform me first! 
 
     JURASHER:   What did you say? 
 
     STIFFY:     I said I liked you from the first.  
 
                        [Jurasher slaps Stiffy with her fan. Stiffy slaps her cheek. Jurasher  
                         returns the slap. Stiffy pushes her off the seat] 
 
     JURASHER:   Why colonel, what are you doing? 
 
     STIFFY:     Colonel?  What a nut. I must be suffering from nervous prosperity. 
 
     JURASHER:   When I look into your face I see truth and poetry written there. 
 
     STIFFY:     Go on, is it that dirty?  I better have a lemon squash. And when I look in  
                         your deuce and ace, I almost have a fit. 
  
     JURASHER:   What's that? 
 
     STIFFY:     I said of all the girls you're it. 
____________________ 
 
95       Ex:       "Stiff again"  No obvious connotation, unless it is meant to be "stiffed again." 
108     Ex.        "I bit duck me nut before I get into trouble." 
119     Ex.        "When I look in your face. I see truth and poetry written there." 
120-1  Sp/Ex.  "And when I look in your Duce and ace. I almost have a fit." 
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     JURASHER:   That's right. Do you know for years its been the dream of my life to get 
                         married.  [Stiffy moves]  But every man I ever had my eye on escaped me  
                         before I could lead him to the alter.   
 
     STIFFY:     I don't blame them. 
 
     JURASHER:   What? 
 
     STIFFY:     I said shame on them. 
 
     JURASHER:   That's right. And to think I have £3,000 in my own right. 
 
     STIFFY:     [Bis.]  How much have you got in your left? 
 
     JURASHER:   And the man that marries me gets the lot. Now do you think you  
                        could love me? 
 
     STIFFY:     Spare me days, lady. I'd hate to tell you what I could do for half that cash.  
                         I'd love you forever.  [A piece of fruit falls on his head]  Here, what's the  
                         business? Turn that game up, or I'll crack you.        
 
     JURASHER:   Now what do you think of me? 
 
     STIFFY:     I think you're beautiful.  [A big piece of fruit falls] 
 
                        [Stiffy and Jurasher exit] 
 
SONG: JUST BECAUSE IT'S YOU 
Concerted number by Company 
 
                        [Stiffy re-enters] 
 
     STIFFY:    £3,000!  She's Uncle Willie that tart. Now I wonder… [He sees a piece of  
                        fish and starts to eat it]          
 
                        [Enter Mo] 
 
     MO:            Come here. Vhat do you mean by eating gold fish, you cannibal.  
 
     STIFFY:     How do you know their gold? Did you put the acid on them? 
 
     MO:            Give a look vhat I found. Two tickets. Vhat's dat vun say? 
 
     STIFFY:     Pluto, one hundred to one. 
 
     MO:            And dis one is de same. If Pluto vins our fortunes are made. 
 
     STIFFY:     Let's go to the races. 
   
____________________ 
 
127     Ex.        "I don’t them." 
140     Add.      "Just Because Its You."  
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     MO:           No, ve can get a lovely view from here. Look dere at de post. [A loud bell is  
                        heard off-stage] Dere, off dey go. Lady Bird in de lead. Daisy next. Pluto,  
                        third. Come on Pluto. Come on Pluto. Here he comes. Here he comes. He's  
                        second now. Now he's in front. He's vinning. Hello, vhat's that. He's gone  
                        back and Daisy vins in a canter. ["Tearing Up Tickets" Bis.] 
 
     RACE CALLER:    [Off-stage]  Protest. Daisy disqualified. Pluto wins.  
 
                        ["Rushing to pick up tickets and put them together" Bis.]  
 
     MO:           Dere you are. Vat did I tell you now. Go and get de cash. Over dere some  
                        place.  [Exit Stiffy]  Oye, oye. Vhat a time I'm going to have. 
 
SONG: 
Parody sung by Mo 
 
                       [Enter Stiffy] 
 
     STIFFY:    Eh you big mug, these are last week's tickets. Now look, get me something  
                        to eat. 
 
     MO:           Vell never mind, I am going to introduce you into society. 
 
     STIFFY:     Ah, here's where I get something to eat. 
 
     MO:            In society dey never eat. 
 
     STIFFY:     Don't they? Well I've been in society three weeks and it's no good to me           
 
     MO:            Now ven I introduce you into society don't forget your etiquette. 
 
     STIFFY:     Who ate a cat?  I ain't had nothing!  
 
     MO:            No, your etiquette. Your table manners. For instance, ven the quail on toast  
                         is… 
 
     STIFFY:     The what? 
 
     MO:            The quail on toast. 
 
     STIFFY:      Lor lummy, I thought you said the whale on toast. 
 
     MO:            You are as ignorant as I am, and I don't know nodding nedder. Vell ven de  
                         quail on toast is placed before you, you decline wid tanks. 
 
     STIFFY:     That is I grab it. 
 
 
     ____________________ 
 
152     Ex.      "Look der at de post Big Bell off." 
156-8  Ex.      "Bis of tearing up tickets. Voice off.. Protest. Daisy Disqualified. Pluto wins.. Bis of rushing for tickets." 
167     Ex.      "Ah heres where get something to eat"  
171     Ex.      "Who eat a cat I aint had nothing" 
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     MO:           Oye dats it… No! You say vaiter take it avay. 
 
     STIFFY:    Eh… tell him I don't want it. No, it can't be done. 
      
     MO:           And vhen de turkey stuffed vith truffles is placed before you, you say  
                        vaiter…  
 
     STIFFY:    Here you let 'em show me some bread and dripping. That will do me. 
 
     MO:           And vhen I have done ample justice to de repast, you call de vaiter and  
                        say "vaiter, remove de debris."    
 
     STIFFY:    What's that? 
 
     MO:           Tell him to take away de rest of de food. 
 
     STIFFY:    You leave that to me. I'll remove the debris or whatever you call it. If he  
                        puts a mitt on it I'll kill him. 
 
     MO:           Alright, now don't forget. Do dis and on next Thursday I'll give you a treat. 
                        Yes on next Thursday I vill show you.  
 
     STIFFY:     I thought you wasn't going to give it to me. 
  
     MO:            I vill show you de photograph of a lovely Irish stew. Now come vith me. 
 
                        [Exit Stiffy and Mo.  Enter Girls] 
 
SONG: 
Girls 
 
                        [Stiffy and Mo re-enter and seat themselves on the bench] 
 
     STIFFY:    You know Mo, When I look at you I think you must come from a good  
                        family. 
 
     MO:           I should just think I do. Do you know vhat my father's got. My father's got 
                        thirty motor cars… [something falls from the tree] … fruit?! Oye turn dat  
                        business up. 
 
     STIFFY:    Turn what business up? 
 
     MO:           Dat stoushing on de head. 
 
     STIFFY:     Sneeze kid, your brains are dusty. I didn't touch you. 
 
      
____________________ 
 
180     Ex.      "Oye dats it no. You say vaiter take it avay" 
201-3   Ex.     "I should just think I do. Do you know what my fathers got. My fathers got thirty motor cars Fruit. Oy turn  
                         that buisness up" 
206      Sp.      "Snezze." 
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     MO:           Vell don't do nothing. Do less. And my father's got 50 servants vorking  
                        for him… [Fruit. He chases Stiffy]  Come on. Come on, give me a lead. I  
                        can see myself valking slow behind your body soon. [They return to the  
                        seat] Don't get my Irish blood up! 
      
     STIFFY:    Alright, you win. Get me something to eat. 
 
     MO:           Alright. Don't forget vhat I told you. Now I'll call the landlord… [Bis]   
                        Hey landlord. Landlord.  
 
                        [Enter Landlord and Girls] 
 
     HOTEL KEEPER:   Good morning, gentlemen. What can I do for you? 
 
     STIFFY:     Get me something to eat. 
 
     MO:            Landlord, before you see two gentlemen of rank. 
 
     STIFFY:     Yes, that's us. Two rank gentlemen. [Pointing to Mo]  He's the rankest of  
                         the two. 
 
     MO:            We are two gentlemen from Yale. 
 
     STIFFY:     That's us, two gentlemen from gaol. 
 
     MO:            We are two gentlemen travelling incognito. 
 
     STIFFY:     That's a new name for a wheel barrow. 
 
     MO:            I am the Lord High… 
 
     STIFFY:     Executioner. 
 
     MO:            I am the Lord High Brad. [Bis. Mary bows, and is kicked]  And this is my  
                         friend the Count of… er… 
 
    STIFFY:      Don't count me, I ain't playing. 
 
     MO:           This is the Count of Kosciusko. [Mary goes to bow again. Bis]  I am a  
                        Knight of the Robe, Knight of the Bath, and Knight of the Garter. 
 
     STIFFY:     That's right. And I am last night, tomorrow night and the night after. 
 
     HOTEL KEEPER:   Well we are very full gentlemen. 
 
     STIFFY:     And we're very empty gentlemen. So see what you can do for us. 
 
     HOTEL KEEPER:   Well I will try and find you a room and a dinner. 
 
   __________________ 
 
226      Ex.      "I am the lord high brad  Bis Mary bows kick…" 
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     STIFFY:     And we'll find room for the dinner. 
 
     HOTEL KEEPER:   Gentlemen, follow me.  [Bis. All exit except Girls] 
 
SONG: 
 
                        [Enter Mary to table. Enter Stiffy. He sees Mary. Bis] 
 
     STIFFY:     Hello Girl. How goes it?  What's doing? Working?  Yer know this is no  
                        place for a girl like you. You ought to travel like me and my mate. Now  
                        where are you going Sunday? 
 
     MARY:      Nowhere. 
 
     STIFFY:     I'll be your little playmate on Sunday. Yes you ought to travel. Now look at  
                        me I've been all over the world. 
 
     MARY:      All around the world. 
 
     STIFFY:     Yes, and a long walk it was, too. [Bis. "Now How Far Is It To The Local"  
                         gag]  Yes I've been to London, Berlin [etc etc] and Paris. 
 
     MARY:       Oh tell me when you were in Paris, did you have any paté de fois gra? 
 
     STIFFY:     No I had the wife with me. 
 
                        [Exit Mary.  Enter Mo] 
 
     MO:           Eh, don't you know dat patte de foirgrasse is a delicacy.  Ah, here comes de  
                        vine.  [Enter Girl with the wine and two glasses, one big and the other  
                        small. She places the tray on the table and exits]  Now Count, I will serve  
                        de Cliko. You must be very careful in serving vine. [Bis with glasses - Stiffy  
                        gets the big one but as he is about to drink…]  Excuse me Count, dere's a  
                        fly in dat. [Repeat Bis.]  Excuse me Count, dere is another fly in dat. [Same  
                        Bis.] Excuse me Count, dere is another fly in dat. 
 
     STIFFY:     I don't care if there is an elephant in it! [He drinks it] 
 
                        [Enter Girls with trays of food, which they place on the table. Stiffy - 
                         "Eating" Bis.] 
          ____________________ 
 
235     Add.    Handwritten directions between lines 235 and 236 -  "Pick [unreadable] family" 
236     Ex.      "Gentlemen follow me Bis.. all exit except pursa." 
           Dlt.      A typed line crossed in the original manuscript (between 234-235)  indicates that a character called Pursa says  
                       "Fancy a Count and laord. I think I will get off this season." The Pursa does not appear elsewhere in the text. 
237     Ex.       There is no indication in the text as to who might sing the song incorporated into the text at this point.  
238     Add.     "hands up" is handwritten immediately after "Bis" and then crossed out. 
239     Sp.       "Hello Gert." 
           Ex.       "Whats doing. working yer know this is know place for a girl like you." 
241     Add.     "hands up" is again written (between lines 241 and 242). This time it is not crossed out. There is no indication  
                        as to what this direction means.   
246     Ex.       "Yes, and a long walk it was too. Now how far is it to local gag.Yes I've been to London. Berlin. Ect. Ect.  
                        And Paris. 
248     Sp.       "Patte fe forgras." 
251     Sp.       "deicasse." 
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     MO:           Here, vhat do I eat? 
 
     STIFFY:     I will show you the photograph of the Irish stew. 
 
     MO:           I suppose you know dat we have to pay for dis. 
  
     STIFFY:     I'm going home. 
 
     MO:            No. I've got a scheme. 
 
     STIFFY:     Give it to me and I'll eat it. 
 
     MO:            No. I got a scheme how ve can get out of dis trouble. 
 
     STIFFY:     What is it? 
 
     MO:            Vell, ven I call de landlord, I vill ask him for de bill. He vill give me de  
                         bill, den I vill say to you Count; "Count, I will pay for this." 
 
     STIFFY:     Well that's alright. 
 
     MO:            No, den you say; "No my Lord, I will pay for this." 
 
     STIFFY:     How can I pay for it, I'm hearts of oak! 
 
     MO:            No, you only say you vill pay for it. Den I vill say; "No Count, I will pay  
                         for it." Den you say; "No I will pay for it," and vice versa, till ve get him  
                         rattled. Den ve both say together; "Alright you pay for it!" 
 
     STIFFY:      I see and vice versa gets the worst of it. 
 
     MO:            Look out here dey come. Ve von't spring it yet. 
 
                         [Enter Count Hadem and Girls] 
 
SONG and BALLET 
Count and Girls 
 
                         [Exit Count and Girls. Enter Lord Helpus and Violet] 
 
SONG: 
Lord Helpus and Violet 
 
                         [All enter after song, followed by Stiffy and Mo] 
 
     MO:            And now landlord, your bill.    
 
     STIFFY:      I have it here. There you are, one guinea please. [Stiffy doing Bis. with  
                         Mary] 
____________________ 
 
274     Sp.      "No you only say you will pay for it.Den I will say No cont I will pay for it. and I say no I will pay for it and  
                        visa verse…." 
281      Add.     "ballet" is indicated in a handwritten direction after "Count and girls." 
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   MO:              Ah, yes. One guinea. Count I will pay for this. [Stiffy takes no notice. Mo,  
                         shouting] Count I will pay for this!     
 
    STIFFY:      What's the matter. 
 
     MO:            The bill one guinea. I will pay for this. 
 
     STIFFY:     Oh no, my Lord. I will pay for this. 
 
     MO:            Oh no, Count. I couldn't hear of such a thing. I will pay for this. 
 
     STIFFY:     Alright.  [Back to Mary] 
 
     MO:            Eh Count, I will pay for this.  [Throws a loaf of bread at Stiffy. Stiffy turns  
                         and comes back to Hotel Keeper] 
 
     STIFFY      No I will pay for this.  ["Argument" Bis.] 
 
     STIFFY/MO:    Alright you pay for it. 
 
     HOTEL KEEPER:   Now look enough of this fooling. I want my bill. 
 
     MO:           Now look here landlord, for the time being my friend and I are in a state of  
                        impecuniosity. [Stiffy staggers] In other words ve are for de time being  
                        financially embarrassed. 
 
     STIFFY:     Or in other words he means we are broke. 
 
     HOTEL KEEPER:   Or in other words it means I don't get my money. 
 
     MO:            Oh no, I could give you a check. 
 
     STIFFY:     Only it would come back marked N.E. 
 
     MO:            N.E. Vhat do you mean? 
 
     STIFFY:     No earthly 
 
    MO:            Now look landlord. During our sojourn in Paris my friend and I learnt a  
                        little game called sticks. Now all you have to do is to say sticks to de  
                        three questions asked and instead of getting one guinea you vill get two.  
                        Dat is if you win. You understand? If you vin. 
 
     STIFFY:     Yes, if you win. Put the abscess on the if. 
 
     HOTEL KEEPER:   That's no good to me. I want my money. 
 
     MARY:      Go on boss. Be a sport. Take a chance. I would. 
 
 ____________________ 
 
314     Sp.      "abses." 
316     Ex.     "Go boss be a sport take a chance I would" 
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     HOTEL KEEPER:   Alright. I'll take a chance. 
 
     STIFFY:     [With sticks] Have you ever been in gaol? 
 
     HOTEL KEEPER:   Sticks. 
 
     MO:           Picture to yourself a lonely road. On dat road is a baker's shop. A voman  
                        vith a baby at her breast is starving. She goes into dat baker's shop and  
                        steals a loaf of bread for her starving child. [All start crying]  Now tell me  
                        landlord, vould you send that child to prison, I ask you vould you send  
                        that child to prison. 
 
     HOTEL KEEPER:   Sticks. 
 
     STIFFY:     Here, what will you have the money or the sticks? 
 
     HOTEL KEEPER:   Sticks. 
 
     STIFFY:     Well take the darn things! 
 
     HOTEL KEEPER:   Well that's one on me. But never mind, I've had a good day and  
                        everybody is welcome to stop here and have anything they want on me.  
                        You took a sporting chance with me, and I took one at the races. I won  
                        more than you. And when next year comes around we'll all take another  
                        one. So let's be happy while we're winning. 
 
SONG: CONCERTED NUMBER  
Company 
 
FINALE 
Company 
 
Now that the sporting chance is over 
Now that the victory is won 
Mo and Stiffy are in clover 
Before this of course they'd had none 
Now while their cash is lasting 
They'll be a swagger twain 
And so we'll leave them until we see them 
On the road again 
 
 
CURTAIN 
 
 
 64 
APPENDIX B.3 
 
    
 
 
 
 
YES WE DON'T 
 
A Tabloid Musical Comedy Revue in One Act 
 
 
 
Text/Lyrics: Nat Phillips 
 
Original Music: Nat Phillips 
 
Edited by Clay Djubal 
 
 
 
 
 
 
 
CHARACTERS 
 
 
Stiffy:      A plumber   
Mo Lazarus:    A plumber 
Colonel Pinetree:  A jealous husband  
Mrs Pinetree:             His wife 
Capt. George Senate: Also jealous 
Mrs Senate:    His wife 
Violet Senate:   Just married 
Frank Denvers:   Just married 
Dot:      { 
Clarice:     { 
Lillian:     {Bridesmaids 
Lorrimar:     { 
Daphne:     { 
Georgia:     { 
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HISTORICAL BACKGROUND 
 
Although staged under the title Yes We Don't during the debut Stiffy and Mo season, this 
revusical was billed from 1917 onwards under its more well known name, The Plumbers (or 
invariably "Stiffy and Mo as Plumbers"). The show premiered on 13 October 1916 during the 
final weeks of the company's extended season. Phillips had initially been given a six weeks 
engagement but the troupe's unprecedented popularity forced the theatre's lessees Harry Sadler 
and Jack Kearns to keep them on until the end of October). This situation in turn forced Phillips 
to write several new productions in order to provide audiences with new material during the 
second six-week period. Evidence of this comes from the Nat Phillips Collection manuscript 
(under Yes We Don't) which indicates on the cover that it was completed on 13 August 1916, 
some four weeks after the premiere production, What Oh Tonight. This suggests that Yes We 
Don't/The Plumbers may be the first Stiffy and Mo revusical to have been written by Phillips 
with Mo's character developed in response to Roy Rene's portrayal (each of the first six shows 
were most likely written prior to the company coming together). Interestingly, Mo still receives 
much less dialogue in the text than Stiffy. There appears, however, to be greater opportunity 
given to him within the improvised scenes.  
 
The 1922 production included such songs as: "The Party" (bridesmaids and friends), "A Toast 
to the Bride" (company), "Grieving for You" (Paul and girls), "Scotch Highball" (Paul, Rene 
and Phillips), "You Never Can Tell" (Davis and girls), "Blue Diamonds" (Conners), "Lucky" 
(Davis), "The Older We Get" (Connolly), "Tuck Me to Sleep in My 'Tucky Home" (Connors 
and Paul), "Good-Bye Girls" (Connolly and girls) and the finale "The Plumbers" (company).  
 
 
1916:  Princess Theatre (Syd); 13-19 Oct.  [as Yes We Don't] 
  - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Company. 
  - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt (an old shrew), Maisie Pollard, Peter Brooks,  
     Horace Mann (Mr Quimbell, a juvenile lover). 
1917:  Bijou Theatre (Melb); 8-14 Sept.   [return season: 24-30 Nov.]   
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
  - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter  
     Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
     Panama Six (incl. Rosie Bowie, Dot O'Dea, Phyllis Whisken and Gwen Brandon).  
- NB: Nellie Kolle made a guest appearance during the return season. 
1918:  Empire Theatre (Bris); 23 Feb. - 1 Mar.  [return season: 1-7 June] 
  - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
  - Troupe:  Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter  
     Brooks, Belle Pollard, Walter Jackson [aka Walter White], Vince Courtney, Cliff O'Keefe. 
1919:  Fullers Theatre (Syd); 24-30 May   [return season: 6-12 Sept] 
  - Dir. Nat Phillips; S Mngr. Dan M. Dunbar; M Dir. W. Hamilton Webber; Prod. Fullers' Theatres Ltd. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter  
      Jackson [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920:  Bijou Theatre (Melb); 20-26 Apr.   [return season: 26 June - 2 July]   
  - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
  - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
     Will Liddle, Lou Harris.  
1921:  Empire Theatre (Bris); 30 July - 5 Aug. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald  
     Cashman, Walter Jackson [aka Walter Whyte], Dot O'Dea. 
 
 
 
 
 
 66 
1922:  Fullers'  Theatre (Syd); 10-16 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr.  
   George C. Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Mr Pinetree), Gladys Shaw (Mrs Pinetree), Mike  
     Connors Mr Senate), Queenie Paul (Mrs Senate), Keith Connelly (Mr Scudder), Dot Davis [aka Mrs Roy  
     Rene] (Mrs Scudder), with Gwen Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin,  
     Phyllis Whisken (bridesmaids and friends). 
1924:  Fullers' Theatre (Syd); 11-17 Oct. 
  - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
  - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
     aka Mrs Roy Rene], Gladys Shaw, the Six Radio Girls. 
1925:  Bijou Theatre (Melb); 25 Apr. - 1 May     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
  - Troupe: Nat Phillips' Stiffy and Mo Company. 
  - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
     Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
  
 
 
 
THE TEXT 
 
 
Throughout script Mo has been spelt, Moe. This edited version retains the more well-known 
spelling. Also, while the manuscript's "Caste List" [sic] indicates the characters Captain Senate 
and Colonel Pinetree, the text refers to them both as "Mr." The military titles have been 
retained for this version. 
 
There are several instances in the original manuscript where the actual characters playing out a 
particular scene are unclear. In the fourth scene, for example, the text has Stiffy and Mo 
entering with Mrs S. While the first and third lines of dialogue in this scene are attributed to 
Mrs Senate all subsequent lines played out by the only woman present are then identified as 
Mrs P (Pinetree). Although it is uncertain as to what Mrs Pinetree's position is in relation to the 
Senate household (she seems to have some authority), and why she also seems to be having 
problems with a jealous husband (the subject of an earlier scene between the Senates), the 
storyline would appear to work later only if this scene is played out by Mrs Pinetree and not 
Mrs Senate. This edited version has therefore deleted Mrs Senate's name and replaced it with 
Mrs Pinetree. 
 
The Nat Phillips Collection manuscript also differs somewhat from the October 1916 
production (as reviewed) in that one of the characters Mr Quimbell (originally played by 
Horace Mann) is not mentioned in the original script. It is possible that Quimbell and Frank 
Denvers are the same character, just with different names.  
 
The character parts held in the Nat Phillips Collection (Fryer Library) under the title The 
Plumbers, are those of Keith and The Husband. While there is no mention in any text or review 
of a character called Keith, it is the name of one of the troupe members from ca. 1925 - Keith 
Connolly (many of the character parts in the collection include the name of the actor playing 
role, sometimes at the exclusion of the character's name). It is also possible that one of the 
characters had his name changed over the years.  
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SONG: OPENING CHORUS 
 
Music is entrancing, music is for dancing 
And tonight's a night for play 
Hop into your joy clothes, every boy and girl knows 
This is where we all get gay 
If there's any sorrow, let it all be tomorrow 
Never on a wedding day 
So we'll spring at the chance 
And  we'll sing and we'll dance 
'Till our holiday is passed away 
 
                        [Girls dance. They then exit, leaving Frank Denvers and Violet Senate  
                          centre] 
 
     FRANK:     And now ladies and gentlemen. I want to thank you for your kind wishes on  
                         behalf of my bride who is on my right covered with blushes. You are  
                         blushing aren't you dear?      
 
     VIOLET:    Now Frank, don't make the poor child feel uncomfortable. 
 
     FRANK:     And may I say ladies and gentlemen, that an actor in his life plays many  
                         parts. But I can safely say that this is my first part of a bridegroom up to  
                         now. 
 
     VIOLET:     And your last I hope! 
 
     FRANK:      Now ladies and gentlemen, I ask you to charge your glasses and drink the  
                          health of the bride. 
 
SONG: 
Frank 
 
A message it brings us glee, clink, clink 
To you, clink clink, and me, clink clink 
It shimmers like liquid gold, clink clink 
As it whispers of joy untold 
Then let every heart be light, clink clink 
And bright, clink clink, tonight, clink clink 
For laughter and joy and life combine 
In the heart of the flowing wine 
 
Chorus 
 
Your voices in chorus raise, clink clink 
Always, clink clink, in praise, clink clink 
We sing of the wine that cheers so well 
With charm of its wondrous spell 
______________________ 
 
7.      Add:       "Never on a Holiday." 
8.      Del:        The line "And we'll spring at the chance" was to be initially repeated, but the repeat line has been deleted. 
10.    Del:        "Till the Holiday is passed away.."   
17.    Del:        "And may I say ladies and gentlemen, that this is my an Actor in his life plays many parts. 
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                         [All exit except Captain and Mrs Senate] 
 
     CAPT.  SENATE:    And now madam perhaps you will be kind enough to explain  
                         your conduct.   
 
     MRS SENATE:        My conduct?  What do you mean?  
 
     CAPT.  SENATE:    What do I mean! I mean, madam, your dancing seven  
                         consecutive dances with the one man. 
 
     MRS SENATE:        Ah, but he was so nice.  
 
     CAPT. SENATE:     I dare say.  
 
     MRS SENATE:        And his name is? 
 
     CAPT.  SENATE:    I don't want to know his name. 
 
     MRS SENATE:       But I insist on you knowing his name. His name is Colonel  
                         Catchup. 
 
     CAPT.  SENATE:    I wouldn't care if it was Mushroom Catchup. I am going to bed.  
                         Good night! 
 
     MRS SENATE:        George Dear, haven't you forgotten something? 
 
     CAPT.  SENATE:    Yes, more than you ever knew. Good night!  [He exits] 
 
     MRS SENATE:        I can't understand what can be making him so jealous. I wish I  
                         could find a way to cure him of it.  I'll find a way, and I'll get the girls to  
                         help me. 
 
SONG: 
Mrs Senate and Girls 
 
                         [They exit. Enter Stiffy and Mo to "Hurry Music"] 
 
     MO:            Vell, here ve are. Now vhat are ve going to do? 
 
     STIFFY:     We're in… how are we going to get out. You got us into the bother. You  
                         get us out.  Look out here comes a sheila. Perhaps we can mag her.  
 
                        [Enter Mrs Pinetree. She sees Stiffy and Mo and promptly falls on her  
                          knees] 
 
     MRS PINETREE:    Oh Mr burglars, kill me but spare my life. 
 
     STIFFY:     Spare your life? 
 
______________________ 
49     Ex:     "And now I am going to bed." 
65     Ex:     ""kill me but spare me life." 
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     MO:            Spare me days… eh, Mrs Voman, ve ain't burglars. 
 
     STIFFY:     Not burglars. Then who are you? 
      
     MO/STIFFY:     We're the plumbers.               
 
     MRS PINETREE:      Oh the plumbers. And I took you for burglars. But you can't 
                        work here tonight because there is a party being given for the daughter of  
                        the house who was married today. 
 
     STIFFY:     Eh, can't you put us in? 
 
     MRS PINETREE:      Well it may be possible. Can you sing? 
 
     MO:           Yes, we're lovely singers. 
 
     STIFFY:    Yes. A couple of sowing machines. 
 
 SONG and DANCE: 
Stiffy, Mo and Mrs Pinetree 
 
                        [They exit. Enter Captain Senate and Violet] 
 
     CAPT.  SENATE:     So now my girl, you are a married woman. It only seems like  
                         yesterday that you were a child.   
 
SONG: 
Captain Senate and Violet 
 
                         [Exit Captain Senate and Violet. Enter Stiffy, Mo and Mrs Pinetree] 
 
     MRS PINETREE:     Now look here, I tell you what I want. You see my husband is  
                         very jealous and I want to cure him of it Now how would you like to work  
                         for me. I can find you both a billet. [To Stiffy] You can have a situation as a  
                         butler. 
 
     STIFFY:     What have I got to do? 
 
     MRS PINETREE:     Not much. First of all you get up in the morning. You clean the  
                        master's bicycle. My bicycle. Clean the front door step. Clean the knocker,  
                        the knob, water the garden, help the cook, mow the lawn, do the messages…  
                        [Bis] 
 
     STIFFY:     [On the floor]  Stop counting, I'm out. Eh, you haven't any clay in your  
                         back yard have you? 
 
     MRS PINETREE:     What do you want clay for? 
______________________ 
 
79/80   Ex:     "It only seems like yesterday. since you were a child." 
81                   The directions in the manuscript indicate either "Song or Duet."  
83                   As indicated in the introductory section " the original manuscript initially indicates that the part of the woman  
                       in this scene is that of Mrs Senate (the lines of dialogue beginning 84 and 89 indicate this). The lines in the  
                       original manuscript, corresponding to line 95 onwards, however, are attributed to Mrs Pinetree.  
91        Ex:     "Go the messages." 
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     STIFFY:     I thought I might be able to make you some bricks in my spare time.  
 
     MRS PINETREE:     You won't have any spare time. Have you had any breakfast?  
 
     STIFFY:     I had a set of smalls. 
 
     MRS PINETREE:     For heaven's sake what's that? 
 
     STIFFY:     What's a set of smalls, Mo? 
 
     MO:            A set of smalls is a ting vhere dey hide two pies under six peas and bet you  
                         a zack you can't find the pies. 
 
      MRS PINETREE:    Well you go down to the cook and she will get you something  
                         to eat. 
 
      MO:           Eh, what kind of tart's the cook. 
 
      MRS PINETREE:    The cook's a woman and not a piece of pastry. And now you go  
                         down to the kitchen.  [Exit Stiffy. Mrs Pinetree turns to Mo]  And now I  
                         want you to do a different kind of work. As I told you before, my husband is  
                         very jealous and I want to cure him. Now do you think you could make love 
                         to me.  [Bis] 
 
     MO:            Vne hand kneeling. 
 
     MRS SENATE:     Well you can't make love to me in those clothes. Now come with me  
                         and I will show you where you will get some other clothes. And I must  
                         give you a name. I will call you Colonel Catchup. 
 
      MO:           I don't think I vill. 
 
      MRS PINETREE:    You don't think you will what? 
 
      MO:           Catch up. 
 
      MRS PINETREE:    No, not catch up. Catchup. That is your name. Now come with  
                        me.   
                                   
                        [Exit Mo and Mrs Pinetree. Enter Girls] 
 
SONG: 
Girls 
 
                         [Exit Girls. Enter Colonel Pinetree] 
 
     COL. PINETREE:    Now I wonder where the devil my wife is. If I find that she is  
                         false to me I will have the life of her and her wretched paramour. Well it's  
                         no good of looking for bother. So I may as well be happy. 
_______________________ 
 
102     Sp:      "Sach."  Obsolete Australian slang for sixpence,  properly spelt "zack." 
120     Add:    The typed text does not indicate who is to sing this number. A handwritten direction is entered. The first word  
                       is unreadable (possibly one of the troupe members), with the second word indicating "Girls." 
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SONG: 
Colonel Pinetree 
 
                         Hello, this looks like my wife coming this way. Somebody with her too. I'll  
                         wait and see who it is.  [Bis] 
 
                         [Enter Mo and Mrs Pinetree] 
   
     MRS PINETREE:    And now show me how you can make love to me. 
 
     MO:            [On one knee]  Beloved, being here on my bended knee, I ask you to become 
                         my vife and fly vith me. You are the only thing I live for. Let us fly. 
 
                         [While Mo is giving his speech Colonel Pinetree comes up from behind the  
                          pair. He turns first to his wife and then to Mo]    
 
     MO:             Now look here, it ain't no use you going crook on me. I ain't got your job.  
                         You see Stiffy, he's got your job. 
 
     COL. PINETREE:   I know you Colonel Catchup. You cannot escape me. 
 
     MO:            [To himself] He knows me name. [To Colonel Pinetree]  Go on nick off,  
                         I'm busy. 
 
     COL. PINETREE:   [To his wife]   As for you madam, from this day forth you are no 
                         longer my wife.  [He turns to Mo]   And as for you Colonel Catchup,  
                         follow me into the garden. [He exits muttering]  Blood. Blood. Buckets full  
                         of blood. 
 
     MO:            [Bis]  Voman, from dis day forth you are no longer my husband. Follow  
                         me into de garden among de vorms. Blood. Blood. Buckets of bleed. [He  
                          exits] 
 
     MRS PINETREE:   Oh what have I done. I have gone too far. I must stop this  
                         slaughter.  
 
                         [Exit Mrs Pinetree. Enter Captain Senate and Mrs Senate] 
 
SONG: 
Captain and Mrs Senate 
 
     MRS SENATE:      George, George. Come here. Whatever will I do? Look at this! 
 
     CAPT. SENATE:   What the devil are you running about for? 
 
     MRS SENATE:      Run about… can't you see what it is. It's a telegram. George I told 
                         you before that I have a silly brother. In fact he's more than silly. He is mad. 
                         Stark, staring mad.  
 
 _______________________ 
 
134     Ex:     "During speech Mr P comes down C to [unreadable] turns Mrs P R. Moe goes L. Goes to Moe." 
152     Add:    While the original typed text does not indicate a song spot here, a handwritten direction "Song"  has been  
                       added. 
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     CAPT. SENATE:    Well what's that got to do with the telegram. 
 
     MRS SENATE:       Don't you see, he's coming. He's coming. 
 
     CAPT. SENATE:    Is he, well I'm going.  I'm going. 
 
     MRS SENATE:       What can I do? He is dangerous. And he is coming here tonight at 
                         seven. It's seven now.  [A bell is heard off stage]  There is the bell. 
 
     CAPT. SENATE:     Well why don't you go and see him? 
 
     MRS SENATE:        You know I wouldn't know him if I did see him. I haven't seen                        
                         him for twenty years. 
 
     CAPT. SENATE:     Well my dear, you go to your room. I'll see him and if he is  
                         dangerous you needn't see him. And if he is all right I will call you and you  
                         can entertain him. Now come on I will see you to your room. [They exit] 
 
                         [Enter Stiffy and Mo] 
 
SONG: 
Stiffy and Mo 
 
                         [Captain Senate re-enters]  
 
     CAPT. SENATE:    [To himself]  Now that's what I call a brilliant idea. When a man 
                         marries an old girl with plenty of cash and she won't part with it you have 
                         to think of these things. Now I will get this fellow, and he must be the  
                         brother. 
 
     STIFFY:      [To Mo]  Go on you big loafer, get to work. 
 
     CAPT. SENATE:    I say what's the matter with you? 
 
     STIFFY:      I went crook because I put me plates of meat on the table and picked up a  
                         spud in me mitt. 
 
     CAPT. SENATE:    Now look here, my wife is very mean and won't give me any money. 
                         Now you have to be her silly brother and she will give you anything you  
                         ask for. Well you must get two hundred pounds and give it to me. Then I 
                         will give you ten pounds for yourself. Now you know how to act. Like this!  
                         [Bis]  Now do that and meet me here in an hour's time with the two hundred.  
                         Good luck. [He exits] 
 
     STIFFY:      If I get the two hundred that will be the end of him. 
 
                         [Enter Mrs Senate with a revolver] 
_______________________ 
 
170         Add:    "Enter Stiffy and Mo" is indicated in a handwritten direction. 
177                      The direction "Enter stff" is indicated here in type. According to the addition for line 170, Stiffy would  
                            already be on stage. 
178-87    Dlt:      The original text's lines have been crossed out in pencil. They have been reproduced here in order to  
                            provide narrative continuity as no other dialogue has been provided in its place. 
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     MRS SENATE:      [Bis]  Is that you Willie? 
 
     STIFFY:     No I'm the lunatic Mum. 
 
     MRS SENATE:      Are you really my little brother, Willie. Ah how I have longed  
                        for the sight of you. It is years since we last met, is it not. 
 
     STIFFY:     It is… not. And if I get out of here you'll never see me again. 
 
     MRS SENATE:      [She sits down and puts the revolver on the table]  Won't you sit  
                         down, Willie.  Would you like something to eat? 
 
     STIFFY:     Well something's got to be done. Blood. Blood. Bullock's blood. [Bis. He  
                         then takes the revolver and threatens Mrs Senate]  And now I want two  
                         hundred quid. Come on, give me two hundred quid. 
 
     MRS SENATE:      [Taking the money from a stocking]  Oh yes, Willie, take it, take  
                         it.  [Stiffy grabs the money. Mrs Senate exits] 
 
     STIFFY:      This will do for me. I wonder where Mo is? Now for a pint.  
 
                         [He begins to exit, but stops when Captain Senate enters] 
 
     CAPT. SENATE:    Well, how did you get on? Did you get it? 
 
     STIFFY:      ["Being Silly" Bis] 
 
     CAPT. SENATE:    Here Stiffy. Come on, she's gone. Now you can stop. Now come on. 
                         Give me that two hundred pounds. Stiffy! 
 
     STIFFY:      I ain't Stiffy. 
 
     CAPT. SENATE:    Not Stiffy? Then who are you? 
 
     STIFFY:      I'm silly Willie. 
 
     CAPT SENATE:      Oh so that's your little game is it?   Well I'll soon put a stop to  
                          that. Help! Help! I say help! 
 
_______________________ 
 
192                This line begins   "with revolver. Are you really my little brother…"  "with revolver"  would appear to be a  
                      direction, and has therefore been entered as such in Mrs Senate's entrance directions. 
194      Ex:     "It is ,,Not." 
196      Ex:     "And what would you like to eat." 
197-8   Ex:     Stage directions (unclear as to what is meant)  "Goes through Bisas shown By MrS.Take Revolver and  
                        threatens Mrs S." 
201      Dlt:    "Exits" has been deleted from Mrs Senate's stage direction. The dialogue which follows suggests, however,  
                        that she is not present after this point. 
202      Dlt:    Following Stiffy's line a stage direction indicates "Exit." A  handwritten stage direction "going" is entered  
                       beside "Exit."  The following lines  may possibly have been originally intended to be spoken as he exited.  
                      "She might have some more. I'll tell her a tale and get the lot. Ah anistacia. How I have longed for the sight of  
                       you. Come to my arms dear. Enter Mr S."  A handwritten direction which follows this passage notes "Exit  
                      Mrs S." 
205      Ex:    "Bis of being silly." 
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                        [Enter Colonel Pinetree from one direction and Mo from another] 
 
     COL. PINETREE:     What is the meaning of this? 
 
     CAPT. SENATE:      I caught this scoundrel making love to my wife. 
 
     COL. PINETREE:     And I caught this brute making love to mine. Let's take them  
                         outside and shoot them. 
       
     STIFFY:     Nick off Mo!  [They exit quickly, followed by Colonel Pinetree and  
                        Captain Senate. Frank enters during the mad exit]  
 
     FRANK:     Well, let them have their troubles to themselves.  
 
SONG: "TROUBLES TO THEMSELVES" 
Frank and Girls 
 
                         [Enter Violet, Mrs Pinetree and Mrs Senate] 
 
     VIOLET:     Why, what's all the excitement? 
 
     FRANK:      Nothing girly. Your father and Colonel Pinetree are just putting out a  
                          couple of intruders. They will be back in a moment, so take that worried  
                          look off your face and let me see you happy again. 
 
SONG: 
Violet 
 
                          [The Girls dance during the second verse and chorus. Colonel Pinetree  
                           and Captain Senate enter after song. 
 
     MRS PINETREE:     What have you done? 
 
     MRS SENATE:         Yes, what have you done? 
 
     CAPT. SENATE/COL. PINETREE:      [Swelling up]  We have killed the two intruders. 
 
                         [Stiffy and Mo appear] 
 
     STIFFY/MO:  Oh yes you have. 
 
     MO:             Oh yes, you don't. 
 
                         [Bis. Colonel Pinetree, Captain Senate and wives] 
 
     COL. PINETREE:     What does all this mean? 
 
____________________ 
 
213                Mo's entrance is not indicated in the original  manuscript, and indeed he does not speak during the scene. Mr  
                       Pinetree's reference to "them" (line 221), Stiffy's line "Nick off Moe" (223) and the stage directions "Mr S&P  
                       Chase them" indicates that he is present, however. 
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     MRS PINETREE:     Well dear, I will confess. I engaged this man to make love to me  
                        so as to make you jealous. 
 
     COL. PINETREE:     [Pointing to Stiffy]  Yes, but who is this?        
 
     STIFFY:     I'm silly Willie. 
 
     FRANK:     Well I don't care who you are, you are all invited to spend a jolly night  
                         with us.             
 
FINALE and CHORUS 
Cast 
 
Let's make a night of it tonight 
Let's make a night of it tonight 
We're all up so let's be gay 
We'll sing, we'll dance 
We'll drive dull care away 
Let's make a night of it tonight 
Stop up till day is dawning 
We'll wine, we'll dine 
We'll have a jolly time 
And go back to bed, tomorrow morning. 
 
 
CURTAIN 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
___________________ 
 
239-45   Add:     An additional page (with ten lines of handwritten dialogue) accompanies the original typed text. There is no  
                           indication in the typed text as to where these lines should were meant to be spoken, although the final lines  
                           (Frank's) suggests they be inserted as is presented.  
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AT THE GRAND 
 
A Tabloid Musical Comedy Revue in One Act 
 
 
aka  THE BELLBOYS 
 
 
 
Text/Lyrics: Nat Phillips 
 
Original Music: Nat Phillips 
 
Edited by Clay Djubal 
 
 
 
 
 
 
CHARACTERS 
 
 
 Stiffy:     a bell-boy   
 Mo Lazarus:   a bell-boy 
      Mr Bings    Manager of the Grand Hotel 
      Estelle:    (aka Miss Rich Plaster) - in love with Frank 
      Eddie:     Estelle's girlfriend 
      Harry:     a friend of Eddie's, and a fixer 
      Frank:     in love with Frank 
      Mrs Tutankaman: a guest at the hotel 
      Hiam Plaster:   father of Estelle 
      Old Man:    (played by Frank) 
      Little Boy: 
      Maids/Waitresses: 
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HISTORICAL BACKGROUND 
 
 
According to the Nat Phillips Collection manuscript, the text was written in Dunedin, New 
Zealand, on 14 December 1923 (during the company's 18 month tour of the Fullers' Dominion 
circuit). There is some conjecture, however, that suggests that it may have been reworked from 
an earlier revusical. This confusion comes about through some differences in the characters 
mentioned n the original script and those mentioned in reviews. The manuscript version, for 
example, includes: Stiffy and Mo, Bings, Frank, Vera, Dingo, Maud, and Girls. The 1927 
production on the other hand involves such characters as Mr Plaster, Cuthbert and Miss 
Pancakes. The possibility that it was reworked is supported by Just It's vaudeville critic, M.A. 
Keup, who writes: "If we are not mistaken, The Bellboys was one of the earliest and most 
successful of the revues produced by the classic firm of Stiffy and Mo" (11 Aug. 1927, 28). 
The issue is again clouded, however, by an advertisement for the 1924 Fuller's Theatre 
(Sydney) season of At the Grand which notes 'Stiffy and Mo as Bellboys in their sparkling new 
revue At the Grand' (SMH: 6 Sept. 1924, 2).  
 
Songs known to have been incorporated into the original version include, aside from the 
Opening Chorus, were: "I am the Manager," "We are a Couple of Bellboys," and "At the 
Grand."  
 
NB: It is not clear what relationship this revusical has with a similarly titled revusical (The 
Grand Hotel) staged by Walter George's Smart Set in 1918. Whether Phillips adapted any of 
the Walter George version, or whether both revusicals are based on another work has not yet 
been established] 
 
 
 
1924:  Fullers' Theatre (Syd); 6-12 Sept. [Billed as "Stiffy and Mo as Bellboys At the Grand"] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul, Peter Brooks, Dan M.  
    Dunbar, Dot Davis [aka Mrs Roy Rene], Gladys Shaw, the Six Radio Girls. 
1925:  Bijou Theatre (Melb); 14-20 Feb.   [Billed ad "Stiffy and Mo as Bellboys At the Grand"] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Dan M. Dunbar, Dot Davis [aka Mrs  
    Roy Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
1926:  Empire Theatre (Bris); 16-22 Oct.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
 - Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Daisy Merritt, Queenie Paul, Dan Dunbar,  
    Dan Weldon, Irene Vando, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny"  
    Douglas (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  Phillips also incorporated Apdales' Animal Circus into this particular performance. The Brisbane  
    Courier critic writes of the involvement of the animals, which included dogs, monkeys and a baboon : it  
    is difficult to imagine that diminutive dogs and monkeys could be trained to reveal such high  
    intelligence, for they do the most amazing things at the behest of their trainer. Indeed 'the performance  
    was of some… was scarcely short of uncanny (18 Oct. 1926, 17). 
 -  Members of the company presented a series of vaudeville turns during the first half of the show, with  
    Phillips and Kellaway (as Stiffy and 'Erb) appearing in two sketches - "Two in a Bar" and "The  
    Gasman." 
 -  Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3 Dec.  
    1926). 
1927:  Fullers' Theatre (Syd); 6-12 Aug. [as Bellboys] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Statler Sisters, Alec and Jack Kellaway,  
    Harry Ross 
 - Musicians: Charleston Symphony Jazz Band. 
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1928:  Fullers' Theatre (Syd); 1-7 Dec. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo's Whirligigs Sparkling Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Sadie Gale, Terry Sisters, Jack Kellaway, Peter Brooks, Dan  M.  
    Dunbar, Dan Weldon, Daisy Merritt, Al Mack, Ces Scott, Tom Collins, Catherine Stewart. 
 - Musicians: Meredith's Jazz Band. 
 
 
THE TEXT 
 
The original manuscript contains, apart from the usual and frequent spelling errors, a large 
number of typographical mistakes. The names of several characters are changed within the text 
- most notably Frank and Harry. In this respect, the beginning of the narrative indicates that 
Estelle is in love with a young man called Frank. They both have a mutual friend called Harry.  
By page five in that text, however, the roles of Frank and Harry have been swapped around.  
The first time the names are inverted (see lines 182-89), Estelle and Harry play out the scene, 
but the dialogue indicates that they should instead be the lovers, Estelle and Frank. The song 
between Estelle and "Harry" (188-9) is followed by stage directions, too, that have "Eddie and 
Harry enter" (190). This cannot occur if Harry is already present. This revised version 
continues to assume that Frank is the lover. The footnotes indicate whenever the swapping off 
names has occurred (Harry » Frank).  
 
A similar situation occurs with the minor character, Mrs Tutankaman. When she first appears 
(see line 47) the manuscript version refers to her as Mrs Pinkton. By line 51, however, Harry is 
referring to her as Mrs Tutankaman - the name she is given for the rest of the revusical. This 
edited version has maintained the second name. 
 
The lyrics of two songs identified in the Nat Phillips Archive as having been incorporated into 
at least one production of At the Grand are included at the end of the text. Neither song is 
believed to have been part of the 1924 production, however.  The first, "Arabella's Song," was 
for a character not included in the 1924 production, while "Moonlight," was to be sung by four 
couples - one of whom is identified as Freddie. 
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SONG: OPENING CHORUS 
 
Ain't it grand, at the Grand, ain't it grand 
You must work here before you understand 
Come here if you're able, we'll keep you a table 
And be served by Mabel at the Grand 
 
Oh ain't it fine, just divine, when you dine 
And after six, why we will serve you wine 
All the boys come here, we fill them with cheer 
To say nothing of the beer at the Grand 
 
                        [Enter Bings] 
 
BINGS:           Good morning girls. 
 
GIRLS:           Good morning Mr Bings. 
 
BINGS:           Well girls, I am glad to see that you all look the parts of housemaids. You're  
                        lucky and I'm lucky. You get stranded here, I give you work, the hotel is full  
                        and I have the nicest lot of housemaids in the town. And you will all find me a  
                        nice little manager. 
 
GIRLS:           Our manager… 
 
SONG: "THE MANAGER" 
Mr Bings and Girls 
 
BINGS:                               Of this large hotel I am the Manager 
GIRLS:                                                 The Manager 
BINGS:                           Our guests are the best, you'' understand" 
GIRLS:                                            That's understood 
BINGS:                         And everyone they want to see the Manager 
GIRLS:                                                The Manager 
BINGS:                              It's understood that they just would 
GIRLS:                                                  Just would 
BINGS:                      But now each room is booked, I have a little plan 
                                         And I want you girlies to help all you can 
 
BINGS:                           For I know that you all love your Manager 
GIRLS:                                      You bet he's the pet of the girls 
BINGS:                               They call me the dapper little manager 
GIRLS:                               But he will fall for the frocks and curls 
 
BINGS:                               We'd a nice little lady stopping here 
                                                 And she was beyond compare 
                                                 One day she called me honey 
GIRLS:                                 Then got away with all his money 
 
______________________ 
 
24-6.    Ex:    "Bings..  And everyone they want to see the manager (The Manager  
                      xxxx…  Of it understood that they just would" 
37.       Ex:    "Got away with all his money" 
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BINGS:                                        I'll never have another 
GIRLS:                                  She went back home to mother 
                            And left our charming, alarming, dapper little manager 
 
                        [Dance and exit. Enter Estelle, Eddy and Harry] 
 
ESTELLE:      Oh Eddie what shall I do? Here is father rushing me away so that I can't see  
                        Frank.  
 
HARRY:         Don't you worry. I have sent Frank a telegram telling him to come here. Now  
                        come along, get a room and don't worry. 
 
EDDIE:           Leave everything to Harry and it is sure to be wrong. 
 
                        [They cross to front desk. Enter Mrs Tukankaman who proceeds to sit  
                         above desk with port. She puts port on a chair and begins a paper. Harry  
                         rings gong. Enter Bings from behind desk] 
 
MRS T:           Is this is the place where the Temperance Union meets? 
 
BINGS:           Mrs Tutankaman. 
 
MRS T:           I will see if they are in another room.  [Mrs Tutankaman exits] 
 
BINGS:           Yes sir. 
      
HARRY:         I want a room for this young lady. 
 
BINGS:           We don't take anyone without luggage.  
 
ESTELLE:      Oh I have luggage. 
 
HARRY:         Why of course you have, here it is. [He takes Mrs Tut's bag] 
 
BINGS:           Room 34. I will send the bag up. 
 
HARRY:         There is no doubt about me. I'm the best little fixer in the world.   
 
                        [Eddie and Estelle (arm in arm) exit with Harry. Enter Stiffy and Mo] 
 
 
 
 
 
____________________ 
 
45.    Ex:    "I have sent Frank a telegram to come here…" 
46.    Ex:    "Leave everything to and it is sure to be wrong" 
47, 50, 52.   These lines indicate the character's name as "Mrs Pinkton." Harry's line ( 51) reads Mrs Tutankaman, as do all  
                    later lines. Pinkton has therefore been replaced by Tutankaman             
50.    Ex:    "This is the place where the Temperance Union meet" 
51.              The  manuscript version indicates this line is spoken by Harry. It would make more sense if spoken by Bings,  
                    however, as there is no indication that Harry knows Mrs Tutankaman. 
52.    Ex:    "I will see if they are another room" 
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SONG: "THE BELLBOYS" 
Stiffy and Mo 
 
We'll tell you a secret 
One you must not disclose 
We're a couple of bell-boys 
You're the only ones that knows 
We have to answer all the calls and take up morning tea 
And get the baths all ready 
And you ought to see the sights we see 
 
                   Chorus:                      One bell means hot water 
Two means bring the tea 
Three bells means you oughta  
Be on the spot, you see  
We've lots of old maids stop here 
There is none of them that's grand 
And we've christened all their bedrooms 
No man's land 
 
                        [Dance. They exit and re-enter with Bings] 
 
BINGS:           Boys, I am very busy today and I am going out. I want you to look after things       
                        while I'm away. Here you [He points to Stiffy], take this bag up to 34 and you  
                        [To Mo] look after the desk. I don't want any mistakes and no funny business.  
                        Get me! 
 
                        [Mo is dabbing a pen in the ink. He accidentally flicks ink in Bing's face.  
                         There is a large black splotch] 
 
MO:                Got yer  [Mo does Bis with pencil spring. Enter Frank with bag] 
 
FRANK:         [Excitedly]  This is the place. Fancy the old man sending her away on her own  
                        and not letting me see her. I hope I am in time, the old Morman. [He reads the  
                        telegram again] Old man smuggling kid away. Hurry to save broken heart,  
                        Grand [To Mo] See here you, I want to see Miss Rich Plaster…. eh you, do  
                        you know Miss Rich Plaster? 
 
MO:                We've already given the order for soap. 
 
FRANK:         Soap? What do you think I am? What's the idea of this soap? 
 
MO:                Good morning bubbles. 
 
FRANK:         Do you know Miss Rich Plaster? 
 
MO:                I know her sister, Porus. 
 
____________________ 
 
66.       Sp:    "You’re the only one that knows"   (the "s" in "ones" has been crossed out in the original text) 
83/34.  Ex:    "(Mo. Dabbing Pen in Ink. Throws ink in Bings eye. Black patch)" 
86/7.    Ex.    "Fancy the old man sending her away on her own.and won't let me see her." 
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FRANK:         Now look here. I am in a bit of trouble. You see Miss Plaster is my fiancée  
                        and I love her. 
 
MO:                Well stick to her. 
 
FRANK:         I can't, her father won't let me have her. She is in this hotel and I want you to  
                        help me see her, understand. 
 
MO:                It can't be done. 
 
FRANK:         [Shows money]  Can't it? 
 
MO:                It's done. 
 
FRANK:         Now where can I have a bath.  
 
MO:                Here you are, right inside. 
 
FRANK:         Now remember if anyone asks me I'm not here. You don't know me and  
                        you've never seen me. Oh by the way, what is the number of my room. 
 
MO:                34. 
 
                        [Handshake Bis] 
 
FRANK:         Oh my boy you will never know what you have done for me. The time may  
                        come when you will want some help, so never forget that you have a friend in 
                        me. Never forget, you have been my guardian angel. Now, I will hide me  
                        away in the land of soap and water. [Bis] 
 
MO:                He's mad.  [Exit] 
 
                        [Enter Estelle] 
 
SONG: 
Estelle and Girls 
 
                       [Enter Mrs Tutankaman. Stiffy enters from another direction] 
 
MRS T:          Goodness me where is my bag? [To Stiffy]  Oh I say. I say. Excuse me, but I  
                       have lost my bag. 
 
STIFFY:         Well go and find it. 
 
                       [Enter Mo. Bis with Mrs Tutankaman] 
 
____________________ 
 
99.      Ex:   Now her father won't let me have her." 
102.    Ex:   The text indicates "note"  not  money. A later scene has Mo and Stiffy splitting £100, hwoever. As there is no  
                    other explanation for them getting the money, it is possible that the "note" is money and not the telegram.  
111.    Ex:   "come when you will want some help never forget that you have a friend…" 
112.   Sp:    "Gaurding angel" 
          Ex:   "I will hide me away…" 
114.             The text does not indicate when Stiffy exits the scene. See also footnotes for lines 261-3 re: this scene.    
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STIFFY:         Mo, here is something in your line. [To Mrs Tutankaman]  Speak to this  
                       gentleman. He will fix it for you. 
 
MRS T:          Excuse me young man, but I have lost my bag. 
 
MO:                It's a pity you did not put your face in your bag and lose that too. 
 
MRS T:           Are you a Hebrew? 
 
MO:                No, Seventh Day Adventist. 
  
                        [Both exit in different directions. Enter Eddie and Girls]   
 
SONG: 
Eddie and Girls 
 
                        [All exit. Enter Hiam Plaster with bag. Bings is behind the desk] 
 
HIAM:            [Very excited]  Ah… um.. yes. Quite so. Quite so. 
 
BINGS:           Yes Sir. 
 
HIAM:            I want a room. Ah um, yes. Quite so, quite so. 
 
BINGS:           Name, Sir. 
 
HIAM:            Plaster. Hiam Plaster. Ah um yes. Quite so. Quite so. 
 
BINGS:          Yes sir. Room 63. [Hits bell]  
 
                       [Enter Stiffy and Mo] 
 
BINGS:          63.  [Exit] 
 
MO:                He looks 163. 
 
HIAM:            Ah um, yes, quite so, quite so.  
 
STIFFY:         Name? 
 
HIAM:            Plaster. Hiam Plaster.  
 
MO:                Are you? 
 
HIAM:            Yes I am. 
 
 
 
___________________ 
 
128.   Del:   Following Mo's line - "No Seventh Day Adventist":  
                     Mrs Tut:   The world to day is run by jews. every where you go you will find a jew. North South east and west.  
                                       you will find a Jew. Where can I go that I won't find a jew. 
                     Mo:  Go to Hell. 
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MO:                I am Mo. 
 
HIAM:            Listen, my daughter is stopping here and I don't want her to know that I am. 
 
STIFFY/MO:  Plaster? 
 
HIAM:            That I am here. 
 
MO:                Just now you said your name was Plaster. 
 
STIFFY:         And now you say it's here. 
 
HIAM:            No I don't want my daughter to know that Hiam Plaster is here. 
 
MO:                You're mad. 
 
HIAM:            I want you to give me a room… and a bath. 
 
                        [Enter Frank and Girls] 
 
SONG: 
Frank and Girls 
 
                        [Exit Frank and Girls. Enter Mrs Tutankaman with telegram] 
 
MRS T:           Old man smuggling kid away. Hurry to save broken heart. Grand. I knew it.  
                        There is something wrong here. My bag stolen. Now someone is kidnapping  
                        a child. I must search. [Bis of looking about]  I wonder where they can be? 
                        [Looks into bathroom keyhole. Bis]  Oh I beg your pardon. [Moves away  
                        from door quickly] 
 
                        [Frank opens the bathroom door. Hiam enters. They see each other] 
 
FRANK:         The devil. 
 
MRS T:           Is he here too?!  [Exits screaming] 
 
HIAM:            Thief! 
 
                        [Frank exits running. Hiam chases after him. Enter Mo. He bumps Hiam.  
                         Enter Stiffy. Mo falls into Stiffy's arms. Stiffy pushes Mo off - heels on  
                         ground. They exit. Enter Estelle and Girls] 
 
SONG: 
Estelle and Girls 
 
                        [Stiffy and Mo re-enter. Frank enters, disguised as an old man with a walking  
                         stick and dressed in a bathrobe] 
 
____________________ 
 
148.   Ex:     "Listen, our daughter is stopping here" 
153.    Ex:    "No I don't want my Daughter. that Hiam Plaster is here." 
156-9, 165-9.    Harry » Frank 
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OLD MAN:    I want. I want. I want to cure my gout. 
 
MO:                You want to cure your gout? 
 
STIFFY:          This way old man. 
 
                        [Stiffy and Mo push the Old Man through the door marked Hot Room. They  
                         shut the door and turn the handle past Warm, Very Warm, Hot, Hotter all the  
                         way to Hell-O. Screams are heard behind the door. Stiffy and Mo open door.  
                         A little boy dressed as the Old Man exits through door and walks off stage] 
 
                        [Stiffy and Mo exit] 
 
SONG: 
Girls 
 
                        [Enter Estelle and Frank] 
 
ESTELLE:      Oh darling, what are we going to do. Can't you come away with me. Father    
                        will never know. 
 
FRANK:         Your dearly beloved parent is here. 
 
ESTELLE:      Here?! 
 
MO:                Yes. Hiam is here. [Bis] 
 
SONG: 
Estelle and Frank 
 
                        [Enter Eddie and Harry] 
 
ESTELLE:      Oh Eddie and Harry, father is here. 
 
HARRY:        Well you two lovers nick off, and leave him here. I will fix it for you. You  
                        want to go. Well I will tell you what to do. You know the red-headed bell- 
                        boy, Stiffy, I think they call him. Make yourself up as him and the old man  
                        will never know you. 
 
FRANK:         Great. 
 
ESTELLE:      Wonderful. 
 
EDDIE:           Marvelous. 
 
                        [Exit Frank, Estelle and Eddie. Enter Girls] 
 
____________________ 
 
186-203.      Harry » Frank 
195.   Ex:    "Oh Eddie Harrys Father is here" 
197.   Ex:    "You know the red-headed waiter, Stiffy." 
203.              These directions are not part of the original text, but implied in stage directions and characters playing out the  
                      following scene.   
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HARRY:         I told you I would fix it. I'm the best little fixer in the world. 
 
SONG: 
Harry and Girls 
 
                        [Eddie enters, followed by Stiffy and Mo] 
 
EDDIE:           I must keep these fellows from looking into the rooms. I know, I'll let them  
                        think that I am mad. 
 
MO:                Excuse me Miss. Can I do anything for you? 
 
EDDIE:           Anything for me… you, you menial, avaunt base wretch, get ye to a porkery. 
 
MO:                Eh turn that up. A porker? What's the matter with you?  
 
EDDIE:           Gad zooks fellow. Know ye who you speak. I am Mary the farmer's lovely  
                        daughter. Come we will pick buttercups. You and I, Penelope. [She places a  
                         ring of roses on Mo's head] 
 
MO:                Penny whop. 
 
EDDIE:          No, tis sweet Harold. 
 
MO:                No, no. I don't want to be Harold. I want to be Penny. 
 
EDDIE:           Thou are the great archer that shot all the deer on the old Squire's estate. 
 
MO:                Yes, I said the sparrow with my bow and arrow. 
 
EDDIE:           Nay, Claudius, nay. 
 
MO:                 Nay… what do you think I am, a horse? 
 
EDDIE:           Yes that's it my gallant charger. Away to the hounds. Come puppy, come. 
 
MO:                 She got a rat. Bow bow. 
 
EDDIE:           Come. Here is where little Nellie is buried. Come and kiss the flowers on her  
                         grave. Come [Bis. Eddie grabs Mo by the neck and takes him down stage  
                         where she pushes his face in a bowl of flour] I go. I go. I go. [Eddie exits] 
 
MO:                 [Lifting his face from the bowl]  She's mad.  [He exits] 
 
SONG: 
Girls 
 
 
 ____________________ 
 
208-9.  Ex:     "I have I will let them think that I am mad." 
211.     Sp:     "Avaunt base wretch" - no suggestions 
212.     Ex:     "Eh turn that up,that Porkery  Bis [crossed out] 
218.     Ex.      "I want to Penny." 
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                       [Enter Hiam and Bings] 
 
HIAM:            Er, um, yes of course. I want to tell you something. There is a young man  
                        after my daughter and I don't want him to have her. How can I watch him? 
 
                        [Stiffy enters with a bag] 
 
BINGS:           Who is looking after the office? 
 
STIFFY:         I am.    [He exits] 
 
HIAM:            I am not. 
 
BINGS:           You want to watch your daughter. I will give you an idea. You see that chap  
                        with the bag. Disguise yourself as him and no one will ever know you. Come  
                        I will show where to get the things. 
 
                        [Both exit. Enter Estelle and Frank, who is wearing a singlet and has old  
                         man's clothes over his arm] 
 
ESTELLE:      Now is your chance. Go to your room and I will keep watch. 
 
FRANK:         Look out, here is the old man. [He gets behind Estelle and puts his arms  
                        through hers. Hiam enters] 
 
HIAM:            Ah there you are. Where is that young scamp? Come, Miss. I am determined  
                        to have my way in this. You will not have this nincompoop.  
 
ESTELLE:      Now Daddy darling. You must listen to me. I will promise you anything, you  
                        dear old Daddy. [Frank fixes Hiam's tie] 
 
HIAM:            Leave my tie alone. 
 
ESTELLE:      But Daddy darling, Frank loves me. 
 
HIAM:            Bah. Love. You don't know what love is. Anyhow, I intend that I will keep 
                        him away from you, but if he gets past me then he can have you. 
 
ESTELLE:      So Daddy, if Frank gets past you without you knowing it, we get married? 
 
HIAM:            Yes if he can get to you without me knowing it then I will consent. But come  
                        let us dress for dinner. 
 
                        [Hiam takes Estelle's Arm. Frank slips off. Hiam and Estelle exit. Enter Stiffy  
                         and  Mo] 
 
_____________________ 
 
241-57.          Harry » Frank 
244.      Sp:    "Nincompup" 
253.      Ex:    "him away from you and if he gets past me…" 
254.      Ex:    "Daddy if Frank gets past you without you knowing it can we get married" 
257.                The text does not indicate who sings the song. As Stiffy and Mo have only one  musical number to themselves 
                        to this stage, and the previous scene's characters have exited, it is possible that the song moment is for them.  
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SONG: 
Stiffy and Mo 
 
MO:                Stiffy, I tell you what to do. You go down into the cellar and bring up a  
                        bottle. But what about that money? You better give me half now. One  
                        hundred… that's fifty each. 
 
STIFFY:         You don't think that I would cheat you out of it, do you? 
 
MO:                No, but a bird in the hand gathers no moss. 
 
STIFFY:         I suppose you want it to give away. What room have you put the old bloke in? 
 
MO:                Twenty-seven. 
 
STIFFY:         Twenty-seven. Twenty-seven. [He starts giving Mo the money] Twenty-eight.  
                        Twenty-nine. He's pretty old that bloke. Nearly as old as your old man. How  
                        old is he? 
 
MO:                Forty-six. 
 
STIFFY:         Forty-six. Forty-six. Forty-seven. [He continues up to fifty as he exits] 
 
MO:                It's a good job he didn't ask about my grandfather.  
 
                       [Enter Frank disguised as Stiffy] 
 
MO:                I thought you was going to get that booze. 
 
FRANK:         I'm going now. So long. [He exits] 
 
                       [Enter Hiam disguised as Stiffy] 
 
MO:                Look, if you're going to get that booze - get it! 
 
HIAM:            Good oh.  [He exits] 
 
                        [Stiffy re-enters] 
 
STIFFY:         Here you are Mo. Wait till I get a glass. [He exits] 
 
                        [Frank re-enters] 
 
FRANK:         Here you are Mo, wait till I get a glass.  [He exits] 
 
                        [Hiam re-enters] 
 
HIAM:            Here you are Mo, wait until I get a glass.  [He exits] 
 
____________________ 
261-3.           How Stiffy got to hold the money is not explained. This scene is believed to be linked to line 102. (Although   
                      it's link possibly relies on Stiffy having taken the money off either Mo or Frank before exiting this scene. 
274 to end.   Harry » Frank 
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MO:                What's the matter with him? He's gone mad! [He calls out] Stiffy! 
 
                        [Frank left, Hiam centre, Stiffy right poke their heads on stage] 
 
STIFFY:         What do you want? 
 
                        [Frank and Hiam withdraw their heads. Mo - Bis]  
 
STIFFY:         Who brought all those mirrors here? I saw myself twice. 
 
                        [Bis with sofa. Estelle, Eddie, Harry and Bings enter, all with bags] 
 
ALL:               Stiffy! 
 
STIFFY:          Mo. I'm going away. I think I'm going a bit silly. 
 
MO:                 What's the matter? 
 
STIFFY:          Look at me. Am I Stiffy? Or am I someone else?                   
  
MO:                 Of course you're Stiffy. 
 
STIFFY:          Well who are the other me's? 
 
                        [Frank and Hiam take off their wigs] 
 
FRANK:          Now Mr Plaster. Can I have your daughter? 
 
HIAM:             Take her. 
 
HARRY:          I told you I'd fix it. 
 
STIFFY:          What's the matter with me? 
 
MO:                 You're mad.        
 
 
 
FINALE: 
All 
 
 
CURTAIN 
 
 
 
 
____________________ 
 
290.    Ex:     "Who brought all those Morriohere." 
293.    Ex:      "I am going a bit silly" 
304-5.             The original text does not indicate a finale song, but as this was a musical tradition, the revised version  
                        includes one. 
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ARABELLA'S SONG 
 
I'm lonely, I'm weary, I'm tired of life 
I've waited for years to be somebody's wife 
But no one has asked me, it seems a disgrace 
What is it that stops them 
It can't be my face 
 
               Chorus:                 Must it be always, must I end my days 
Sad and alone by myself 
It seems so drear, year after year 
Just left alone on the shelf 
When I hear wedding bells ringing 
My poor heart seems to sigh 
If someone don't marry me very soon 
I'll just fade away and die 
 
 
 
MOONLIGHT 
 
1
st
 COUPLE:                        To night's the night for spooning 
beneath the stars above 
2
nd
 COUPLE:                        To night's the night for telling lies 
Unto the girl you love 
3
rd
 COUPLE:                           Here's another spoony couple 
Let's go over in the dell 
4
th
 COUPLE:                              Come on Freddie darling 
And a tale to you I'll tell 
 
               Chorus:             Now its moonlight, that's the time to spoon 
When its moonlight you talk of honeymoon 
You take your girlie in your arms, the world is full of bliss 
                     And like phantom of the night - you hear a noise like this     [all kiss] 
In the dark after dark beneath the stars above 
What every boy and girl just think of - is love, love, love 
 
BOYS:                               In the fowl house just a half past eight 
In the fowl house - remember don't be late 
I'll show you where the eggs are laid in their little nest 
On the third roost darling with your head upon my vest 
I'll be true - I'm good looking too 
You’re my turtle dove - like two little chickens in the fowl house  
We will love, love, love. 
 
 
 
 
 
_____________________ 
 
336.       The boys chorus is referred to in the original manuscript as "Studs Coro" (aka Studs Chorus) 
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APPENDIX C 
 
ANNOTATED CALENDAR OF AUSTRALIAN-WRITTEN 
MUSIC THEATRE WORKS 1842 - 1935 
 
NB: All works in this appendix are included in the Australian Variety Theatre Archive and are updated whenever new 
information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
 
Introduction 
 
The objective underpinning this chronology is an attempt to map the pre-1930s Australian 
popular culture/variety theatre industry, both in terms of Australian-written works and the career 
movements of the performers and practitioners involved. The major influence on the chronology's 
conceptual design and implementation is the Calendar of Plays Premiered in Australia (Vols 1 
and 2), edited by Dr Veronica Kelly of the University of Queensland. This chronology differs from 
the Calendar of Plays, however, in that all revivals of each particular work are attached to one 
primary record, rather than being listed as separate entries in later years. Each work and any 
subsequent revivals have therefore been entered according to the first known year of performance. 
Researchers can access individual works by several methods: 
 
1. Appendix C:  searching via the Index (if the name of the work is known); 
2. Appendix D:  most author entries include a list of original works 
3. Appendix C:  searching through a particular year.   
 
       It is acknowledged that although this chronology's format more readily demonstrates the level 
of popularity each work received over time, and also provides clearer insight into how productive 
the variety industry was each year, some research problems still exist. For example, works are 
entered into a 'first known year of performance field' and then positioned according to month and 
day of that first production. This means that most works cannot be immediately accessed even if 
the researcher knows the title and year of first performance. Another issue of concern is that little 
opportunity is available to quickly map the length of a troupe's season in any particular location. 
This is because each of the works performed during a season in one year (i.e., Stiffy and Revue Co 
at Fullers Theatre in 1922) may well be entered in different years (anywhere between 1916 and 
1922, for example).  These problems are inherent in the chronology because it was specifically 
designed as a way of collating research for the thesis and was not initially envisaged as being 
made available for public access.  
 
NB:  Most of the problems identified above will be overcome in the near future when the chronology will be 
transferred into the online digital database AustLit: The Resource for Australian Literature. It is envisaged 
that much of the data will be aligned with AustLit's "Australian Popular Theatre" subset and that each record 
will have hyperlink capabilities. Furthermore, biographical entries for troupes (i.e. Stiffy and Mo Revue Co) 
will contain an "Engagement Chronology," thus providing details of their tour itineraries.  
 
• Research Parameters:  A number of works have been entered into the chronology which fall 
outside the parameters of popular culture musical theatre (opera, comic opera, plays with music, 
for example). They have been retained, however, because variety industry practitioners 
(performers and/or writers/directors/producers) were often involved in the production or creation 
of these 'more serious' theatrical works.  
       1935 has been chosen as the cut-off date as it effectively marks the end of the post-1890s 
depression and World War One variety industry expansion era. In this respect a very small 
percentage of the vaudevillians who began their careers between circa 1890 to 1925 were still 
actively engaged in professional variety by the mid-1930s, a period notable for the Great 
Depression and the rise in popularity of the 'talkies.' Indeed, while cinema and variety theatre had 
coexisted on a fairly equal basis throughout the 1910s and for most of the 1920s, by 1928, the 
film industry had finally succeeded in ousting live theatre as the dominant entertainment 
medium. As the chronology shows, only a few revusical companies were still plying their trade up 
until the mid-1930s - notably those led by Jim Gerald and George Wallace. While a small number 
of variety stars were still able to find engagements - Roy Rene, Sadie Gale, Charles Delavale, Amy 
Rochelle, Bert Le Blanc, Charles Norman, Alex Kellaway and Keith Connelly (both ex-Stiffy and Mo 
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Revue Company members) and Charles Zoli, for example, employment opportunities became ever-
more scarce, and the industry essentially collapsed in on itself. Only the Tivoli organisation was 
able to continue, with once established companies run by the Fullers and Harry Clay being forced 
to either close down their theatrical operations or become film exhibitors themselves.  
 
• Authorship of Works:  In many instances the exact authorship of the music or text is unclear. 
In those instances "n/e" (not established) is indicated. Establishing authorship of the text in many 
revusicals is difficult because they often included "bis" (comic business) that would have been 
inserted by particular performers from a repertoire of material they used throughout their careers. 
Furthermore many works were adapted from other sources and it is often impossible to tell not 
only which were adaptations but also how much was non-original and how much was original. 
Because the creative design of most revusicals was generally overseen by the troupe leader (i.e. 
George Wallace) or principal comedians (i.e. George Ward and Charles Sherman) these individuals 
are given the authorship credit (if only to help identify the particular works).  
      The multiple author abbreviation "et al" has not been used in this chronology due to the 
difficulties in establishing sole/multiple authorships. Nat Phillips, for example, is given credit for 
writing the majority of the Stiffy and Mo productions, but may have sometimes (or even regularly) 
also included material from members of his troupe.  
      It is also rare that the authorship the music in revusical can be identified. Troupe leaders like 
Nat Phillips, George Wallace and Charles Sherman are known to have written original songs, 
however, and thus when their contributions in this area have been established this is identified in 
the credits with "Mus incl."  
 
• Cast lists:  In many instances the cast lists in this chronology may not be entirely accurate.  
Advertised performers (both principal and supporting) were sometimes changed without this being 
recorded. The spelling of some names in advertising or reviews is also often suspect, which means 
that there is some confusion over the identity of particular people.  
      With revusical troupes, for example, individual members may only be mentioned once or twice 
within the company's entire season. Rarely is the entire cast listed.  Further to this, the company 
membership often changed during a season - even during a week long run, and thus it is 
extremely difficult to accurately chart the membership of that company over time.  Each cast list 
is therefore an attempt represent as close as possible an idea of who was involved within each 
individual production over the course of its presentation.  Complete cast lists are rarely available, 
so if in doubt the entry will include only those most likely to have been in that production. In 
some cases, however, a particular performer might have been sick or simply not needed. If this is 
known the information is included, but such details are rarely available.  
 
• Cast/Characters:  In revusicals each actor generally played a stock part and therefore can 
generally be assumed to have always played a particular role while they were members of the 
troupe. In order to avoid unnecessary repetition, actor/character relationships are entered within 
the production field if this is possible. The information is not repeated unless changes (i.e. a new 
character name or a switch in roles) have been identified.  Hence Nat Phillips (Stiffy) and Roy Rene 
(Mo) are identified as such in the first known production entry and after that as simple Nat 
Phillips and Roy Rene.   
 
• Dates:  The year in which each work's details have been entered is the first known date 
established.  There will be many instances, however, when particular works in the chronology 
were (possibly) staged prior to the date of entry but that these earlier dates are unknown. This is 
to be expected because the research into this area of Australian theatre history is still on-going.    
      Any work which was staged overseas prior to being produced in Australia is always entered 
according to the date of the earlier oversees production. 
 
• Director/producer:      This chronology refers to the roles of "producer" and "director" as we 
currently apply them, and in this respect they have been reversed. 
      During the era under investigation it was the "Director" that oversaw the financial and 
organizational control of a works.  Often billed as "Direction by…," this role could be undertaken 
either by individuals or companies. Directors usually had only minor influence (if at all) over 
creative issues, actors, and day to day production. Such people/firms included Fullers' Theatres 
(Sir Benjamin and John Fuller), Harry Rickards, Harry Clay, Hugh D. McIntosh, Ted Holland etc.  
Producers during this period (sometimes referred to as stage managers) were therefore the 
individuals in charge of the actual staging of a work - directing the actors and production crew 
and taking charge of creative decisions. With the revusical genre these were invariably the troupe 
leader - Nat Phillips, Jim Gerald, George Wallace, Paul Stanhope, Con Moreni etc. 
 
  93 
 
APPENDIX C.1 
 
Production Index 
 
 
 
ACIS AND GALATEA:  [1886]  Txt. John L. Hall and Frank St Clare; Mus. [n/e]. 
ACTORS' TROUBLES:  [1925]  Txt. Reg Thornton; Mus incl. Reg Thornton. 
ADAMANTA THE PROUD PRINCESS OF PROFUSIA AND HER SIX UNLUCKY SUITORS:  [1874]  Txt.  
 Garnet Walch; Orig Mus. John Hill; Add Mus. [n/e]. 
ADIEU, MIMI:  [see Mademoiselle Mimi, 1920]  
ADONIS:  [1885]  Txt/Mus. [n/e]. 
ADVENTURES IN SPAIN:  [1920]  Txt/Mus. [n/e] 
ADVENTURES IN THE BUSH: [see Secrets of Bushranging, 1864] 
AERIAL HONEYMOON, AN:  [1921]  Txt/Mus. [n/e] 
AFTER THE SHOW:  [1919]  Txt. Art Slavin; Mus. [n/e].  
AFTER THE STORM:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e]. 
AGAPEMONE; OR, THE THREE INNOCENTS:  [1880]  Txt. Henry E. Walton; Mus. [n/e]. 
AGONY COLUMN, THE:  [1905]  Txt. W.H. Binstead and Evelyn Faunce; Mus. [n/e] 
AIN'T WE GOT FUN: [1925]  Txt/Mus. [n/e]. 
ALADDIN:  [1900]  Lib. "Wurry Murry" (after Arthur Sturgess and Horace Lennard); Mus. incl. Genge Wilson. 
ALADDIN:  [1913]  Lib. Lester Brown; Mus. in F. Wynne Jones. 
ALADDIN:  [1915]  Lib. Dan Thomas; Mus. [n/e] 
ALADDIN:  [1917]  Txt/Mus. [n/e]. 
ALADDIN:  [1917]  Lib. Arthur Morley; Mus. [n/e]. 
ALADDIN [see also Harlequin Aladdin] 
ALADDIN AND COMPANY LIMITED:  [1881]  Lib/Mus. [n/e] 
ALADDIN AND THE WONDERFUL LAMP:  [1918]  Lib. [n/e]; Mus incl. Robert Keers. 
ALADDIN AND THE WONDERFUL SCAMP:  [1898]  Txt/Mus. [n/e]. 
ALADDIN; BEING AN OLD VERSION OF A NEW LAMP: [see Aladdin; Or Harlequin the Wonderful Ring, 1889]. 
ALADDIN JUNIOR:  [1895]  Txt. [n/e]; Add Txt. J. Steele Robertson; Mus. [n/e]. 
ALADDIN; OR, HARLEQUIN THE WONDERFUL RING:  [1889]  Lib. E.W. Royce and Thomas H. Taylor; Mus. H.  
 Dedrickson. 
ALADDIN; OR, THE WONDERFUL LAMP:  [1890]  Txt/Mus. [n/e]. 
ALADDIN UP TO DATE:  [1898]  Txt. [n/e]; Mus incl. David Cope Jnr. 
ALASKA:  [1927]  Txt. Bert Desmond; Mus. [n/e]. 
ALCESTIS:  [1898]  Txt Adapt. Alexander Leeper (from Euripedes); Mus. G.W.L. Marshall-Hall. 
ALFRED THE GREAT:  [1878]  Txt. Marcus Clarke; Mus. Alfred Plumpton, Thomas Zeplin and Henry Keiley. 
ALIA MR (W)RIGHT:  [1926]  Txt. F. Gayle Wyer; Mus. [n/e]. 
ALI BABA: [see also Harlequin and the Forty Thieves / The Forty Thieves] 
ALI BABA AND THE FORTY THIEVES:  [1892]  Lib. Bert Royle; Mus. H. T. Harrison. 
ALI  BABA AND THE FORTY THIEVES:  [1898]  Lib. Arthur H. Adams; Orig Mus. Leon Caron, George Pack and  
 Alfred Hill; Add Mus. [n/e].      [aka The Forty Thieves] 
ALI  BABA; OR THE FORTY THIEVES:  [1864]  Lib Adapt (from H.J. Byron); Mus.  F. Musgrove. 
ALI  BABA; OR THE THIRTY-NINE THIEVES:  [1864]  Lib Adapt (from H.J. Byron)/Mus. [n/e].   
ALI BABA AND THE THIRTY-NINE THIEVES:  [1900]  Lib. [n/e]; Mus incl. Genge Wilson. 
ALICE IN WONDERLAND:  [1906]  Lib. Saville Clark; Mus. Walter Slaughter. 
ALL ABOARD:  [1916]  Txt. Nat Phillips; Mus. [n/e]. 
ALL ASHORE:  [1922]  Txt. Arthur Morley; Mus. [n/e]. 
ALL BLACK:  [1886]  Txt Adapt. Lance Lenton (from Conway and Carr); Mus. incl. Nicholas La Feuillade. 
ALL SQUARE:  [1921] Txt. Fred Bluett; Mus. [n/e]. 
ALL THE WINNERS:  [1922]  Txt/Mus. [n/e] 
ALL TRUMPS:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
ALONSO THE BRAVE AND THE FAIR IMOGENE:  [1882]  Txt. Fred Pashley; Mus. [n/e]. 
ALPINE ANTICS:  [1924]  Txt. George Wallace; Mus. [n/e]. 
ALPINE APPLES:  [1876]  Lib Adapt. E. Scott Lewis; Mus. [n/e]. 
AMBERGRIS:  [1872]  Txt/Mus. [n/e]. 
AMERICAN GIRL, THE:  [1898]  Lib. Henry Temple; Mus. Alfred Moulton. 
AMERICANS IN PARIS, THE:  [1917]  Txt. Wal Cottier; Mus. [n/e]. 
AMICABLE ARRANGEMENTS:  [1898]  Txt/Mus. [n/e]. 
AMPHIBIO, THE RHINE QUEEN:  [1879]  Lib [n/e]; Mus incl. Mr Broadbent. 
AN APPEALING PRESENTATION OF MADEMOISELLE FROM ARMENTIERES:  [1925]  Txt/Mus. [n/e]. 
ANNA BISHOP IN AUSTRALIA:  [1856]  Txt Adapt/Mus. [n/e]. 
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AN UNWARRANTABLE INTRUSION:  [1853]  Txt/Mus [n/e]. 
AN UP COUNTRY COURT HOUSE:  [1918]  Txt/Mus. [n/e]. 
ANY OLD THING:  [1925]  Txt. Phil Smith; Mus. [n/e] 
APPOINTMENTS:  [1880]  Txt. Charles H. Taylor; Mus. [n/e]. 
ARGUMENTATIVES:  [1899]  Txt/Mus. [n/e]. 
ARISTODEMUS:  [1901]  Txt/Mus. G.W.L. Marshall-Hall. 
ARIZONA:  [1917]  Txt/Mus. [n/e] 
AROUND THE WORLD:  [1923]  Txt/Mus. [n/e] 
'ARRIE'S MASH:  [1898]  Txt/Mus. [n/e]. 
ARTILLERYMAN WINS: [1919]  Txt. Art Slavin; Mus. [n/e]. 
ART STUDENT, THE:  [1891]  Txt. W. Horace Bent; Mus. [n/e]. 
ASIA MINOR:  [1918]  Txt/Mus. [n/e]. 
ATHLETIC FROLICS:  [1925]  Txt. George Wallace; Mus. [n/e] 
ATTENTION, WOW! WOW!:  [1917]  Txt/Mus. [n/e]. 
AT THE CLUB:  [1920]  Txt. Nat Phillips; Mus. [n/e]. 
AT THE CROSSROADS:  [1924]  Txt. George Wallace; Mus. [n/e]. 
AT THE EXPOSITION:  [1915]  Txt. Bert Le Blanc; Mus. [n/e].                 [aka At the San Francisco Exposition] 
AT THE FAIR:  [1919]  Txt/Mus. [n/e] 
AT THE FARMER'S BALL:  [1918]  Txt/Mus. [n/e]. 
AT THE GRAND:  [1924]  Txt. Nat Phillips; Mus. [n/e].        [aka The Bellboys] 
AT THE GRAND HOTEL:  [1920]  Txt. Walter Johnson; Mus. [n/e]. 
AT THE GRAND HOTEL:  [see also The Grand Hotel - Walter George, 1917] 
AT THE HUNT:  [see The Huntsmen, 1925] 
AT THE PARTY:  [1925]  Txt. Phil Smith; Mus. [n/e]. 
AT THE PICNIC:  [1917]  Txt/Mus. [n/e]. 
AT THE RACES:  [1917]  Txt. Nat Phillips; Mus. [n/e]. 
AT THE RECEPTION: [1920]  Txt. Nat Phillips; Mus. [n/e]. 
AT THE SEASIDE:  [1922]  Txt/Mus. [n/e] 
AUNTY'S MISTAKE: [1917]  Txt/Mus. [n/e]. 
AURIFERA, THE ENCHANTED ISLE:  [1880]  Lib. Alfred T. Seal; Mus. [n/e]. 
AUSTER:  [1922]  Lib Adapt (from E. Congran)/Mus. Alfred Hill. 
AUSTRALIA FELIX:  [1873]  Lib. Garnet Walch; Mus. [n/e]. 
AUSTRALIAN BUNYIPS, THE:  [1857]  Txt. Mons. Ricard; Mus. [n/e]. 
AUSTRALIAN GOLD DIGGERS:  [1910]  Txt/Mus. [n/e]. 
AUSTRALIS; OR THE CITY OF ZERO:  [1900]  Lib. J.C. Williamson and Bernard Espinasse; Mus. Leon Caron  
 and Frederick W. Weierter. 
AUTUMN LOVE:  [1924]  Txt. Phil Smith; Mus. [n/e]. 
AUTUMN MANOUVRES:  [1914]  Txt. Post Mason; Mus. [n/e]. 
 
BABES IN THE WOOD, THE:  [1879]  Lib. Garnet Walch ; Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1909]  Lib. Alf G. Lumsden; Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1914]  Lib. Alf J. Lawrence; Orig Mus. Alf J. Lawrence; Add Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1918]  Lib. Nat Phillips; Mus/Lyr incl. W. Hamilton Webber,Vince Courtney and  
 Walter Whyte. 
BABES IN THE WOOD, THE:  [1918]  Txt. Hugh Huxham; Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1919]  Lib/Mus. Harry Taylor. 
BABES IN THE WOOD, THE:  [1921]  Lib. Frank Neil; Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1921]  Lib. George H. Ward; Mus. W. Hamilton Webber. 
BABES IN THE WOOD, THE:  [1922]  Lib. James Goold-Taylor; Mus. Incl. Will Butland.  
BABES IN THE WOOD, THE:  [1929]  Lib/Mus. [n/e]. 
BABES IN THE WOOD, THE:  [1935]  Lib. Frank Neil; Mus. [n/e]. 
BABES IN THE WOOD; AND THE GOOD LITTLE FAIRY BIRDS, THE:  [1859]  Lib Adapt (from H.J. Byron)  
 [n/e]; Mus. Charles Eigenschenck. 
BABES IN THE WOOD; OR, BOLD ROBIN HOOD AND HIS FORRESTERS GOOD, THE:  [1891]  Lib. Frank  
 Ayrton; Orig Mus. Frank Eugarde; Add Mus. [n/e]. 
BABES IN THE WOOD; OR, BOLD ROBIN HOOD AND HIS MERRY MEN, THE:  [1897]  Lib. [n/e]; Orig Mus.  
 Leon Caron and George F. Pack; Add Mus. [n/e]. 
BABES IN THE WOOD, THE; OR, WHO KILLED COCK ROBIN:  [1879]  Lib. W. Edouin and Richmond  
 Thatcher; Mus. [n/e]. 
BABES; OR WHINES FROM THE WOOD, THE:  [1893]  Lib. Harry Paulton (Eng); Add Lib. Cyril Sandheim;  
 Orig Mus. George F. Pack; Add Mus. [n/e]. 
BABY ELEPHANT:  [see Barnum's Baby Elephant, 1897] 
BABY MINE:  [1921]  Txt/Mus. [n/e]. 
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BACK TO BLIGHTY:  [1916]  Txt. Sydney Blow and Douglas Horne; Mus. George Clutsam, Philip Braham and  
 Herbert E. Haines. 
BACK TO NATURE CLUB, THE:  [1918]  Txt. Al Bruce; Mus. [n/e]. 
BAGDAD:  [1926]  Txt. Harry Ross; Mus. [n/e]. 
BAILIFFS, THE:  [1925]  Txt. Nat Phillips; Mus. [n/e]. 
BALD HEADS:  [1928] Txt. George Wallace; Mus. [n/e]. 
BALLOONACY:  [1895]  Txt/Mus. [n/e]. 
BANDIT, THE:  [1924]  Txt. Con Moreni; Mus. [n/e]. 
BANG BANG: [1927]  Txt.  Charles Delavale; Mus. [n/e]. 
BANKERS / THE BANK:  [see In the Bank, 1922]  
BARBER'S DAUGHTER, THE:  [1889]  Lib. John W. Morton; Mus. [n/e]. 
BARE BACKS:  [1922]  Txt. Jim Gerald; Mus. [n/e].          [aka Circus Days] 
BARNEY'S LUCK:  [1892]  Txt. Charles H. Taylor; Mus. [n/e]. 
BARON MUNCHAUSEN; OR, HARLEQUIN AND THE GENII OF THE GREEN ISLAND: [1857]  Lib/Mus. [n/e]. 
BARNUM'S BABY ELEPHANT:  [1897]  Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e].  
 [aka The Baby Elephant] 
BATTLE OF HASTINGS, THE:  [1869]  Txt.  W.M. Akhurst; Mus. [n/e]. 
BATTLE OF LIFE, THE:  [1862] Txt. M.D. Isaacs; Mus. [n/e]. 
BEACH AT WAIKIKI, THE: [1926]  Txt. F. Gayle Wyer; Mus. [n/e]. 
BEAUTY AND THE BEAST:  [1858]  Txt Adapt. (from J.R. Planche) [n/e]; Add Lib. George Fawcett; Mus. [n/e]. 
BEAUTY AND THE BEAST:  [1860]  Lib/Mus. [n/e]. 
BEAUTY AND THE BEAST:  [1875]  Lib. Garnet Walch; Mus. [n/e]. 
BEAUTY AND THE BEAST:  [1893]  Lib. Toso Taylor; Mus. [n/e]. 
BEAUTY AND THE BEAST:  [1920] Lib/Mus. Harry Taylor. 
BEAUTY AND THE BEAST:  [1928]  Lib. Mr O'Donnell and Bert Ray; Mus. [n/e]. 
BEAUTY PARLOUR, THE:  [see Manicure, Sir?, 1917] 
BEAUTY SHOP, THE:  [1917]  Txt. Victor Prince; Mus. [n/e]. 
BE BEAUTIFUL:  [1916]  Txt/Mus. [n/e]. 
BELL BOY, THE:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
BELL-BOYS, THE:  [see At the Grand, 1924]   
BELLE OF BRISBANE; OR, THE LADY OF QUEENSLAND, THE:  [1865]  Txt. Meyer David Isaacs; Mus. [n/e]. 
BELLE OF PARSLEY BAY, THE:  [1917]  Txt. Arthur Morley; Mus. [n/e]. 
BELLE OF PARSLEY BAY, THE:  [see also Ship Ahoy, 1922) 
BELLE OF LA PEROUSE, THE: [1919]  Txt/Mus. [n/e]. 
BELLE OF ST KILDA, THE:  [1873]  Txt/Mus. [n/e]. 
BELLE OF THE BALL, THE: [1925]  Txt/Mus. [n/e]. 
BELLE OF WOOLLOOMOOLOO, THE:  [1872]  Txt Adapt. Grosvenor Bunster; Mus. G.B. Allen. 
BELL TOP: [1925]  Txt/Mus. [n/e]. 
BELOVED VAGABOND, THE: [1927] Lib Adapt (from W.J. Locke)/Lyr. Adrian Ross; Mus. Dudley Glass. 
BELUSHALEEN:  [1917]  Txt. Les Williams; Mus. [n/e]. 
BERBER, THE:  [1888]  Txt. Mr Bolton; Mus. [n/e]. 
BERTIES TROUBLES:  [1899]  Txt/Mus. [n/e]. 
BITS AND PIECES:  [1929]  Txt. Phil Smith; Mus. [n/e]. 
BLACK-EYED SUSAN:  [1866]  Txt Adapt. Mr Bayly (from Douglas Jerrold); Mus. [n/e]. 
BLACK-EYED SUSAN:  [1888]  Txt Adapt. H.R. Duff (from Douglas Jerrold); Mus incl. Herman Florack. 
BLACK-EYED SUSAN:  [see also Harlequin Black "Hide' Susan and Her Plain Bill, 1885 / Little Black Eyed Susan,  
 1891 / Susan with Two Lovely Black Eyes, 1895 / Blue-Eyed Susan Up-to-Date, 1900] 
BLACK EYED SUSAN; OR THE LASS THAT LOVED YOUNG WILLIAM:  [1890]  Txt Adapt. J.F. Sheridan  
 (after F.C. Burnand/Douglas Jerrold); Add Txt/Mus/Lyr. Bert Royle; Orig Mus. J.A. Robertson; Add Mus.  
 [n/e].   [aka Little Black-Eyed Susan] 
BLACK-EYED SUSAN; OR, THE LITTLE BILL THAT WAS TAKEN DOWN:  [1890]  Txt Adapt. Lance Lenton  
 (from F.C. Burnand/Douglas Jerrold); Mus. [n/e]. 
BLACK-EYED SUSAN; OR, THE LITTLE BILL UP TO DATE:  [1891]  Txt Adapt. Percy St John (from F.C.  
 Burnand/Douglas Jerrold); Mus. [n/e]. 
BLACK-EYED SUSAN; OR, THE LITTLE BILL UP TO DATE:  [1892]  Txt Adapt. Harry Leston (from F.C.  
Burnand/Douglas Jerrold); Mus. [n/e]. 
BLACK HAND SOCIETY, THE:  [1918]  Txt. Nat Phillips; Mus. [n/e]. 
BLACK-ROVER, THE:  [see Isidora, 1885] 
BLACKSMITH'S WEDDING, THE:  [1917]  Txt/Mus. [n/e]. 
BLUEBEARD:  [see also Harlequin Bluebeard, 1872 / True Bluebeard, 1872] 
BLUE BEARD:  [1876]  Lib/Mus. [n/e]. 
BLUE BEARD:  [1878]  Lib. Montague Grover; Mus. [n/e]. 
BLUE BEARD:  [1892]  Lib. [n/e]; Orig Mus. Frank Eugarde; Add Mus. [n/e]. 
BLUEBEARD:  [1892]  Txt/Mus. [n/e]. 
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BLUEBEARD:  [1917]  Lib/Mus. Harry Taylor.             [aka Bluebeard's Harem] 
BLUEBEARD:  [1918]  Lib/Lyr. Frank Neil; Orig Mus/Add Lyr. W. Hamilton Webber; Add Mus/Lyr. incl. Vince  
 Courtney, Nat Phillips. 
BLUEBEARD'S HAREM:  [see Bluebeard] 
BLUE-EYED SUSAN UP-TO-DATE:  [1900]  Txt. (after F.C. Burnand)/Mus. [n/e]. 
BLUE-EYED SUSAN [see also Black-Eyed Susan / Harlequin Black-Eyed Susan]  
BLUE MOUNTAINS MELODY: [1934] Lib. J.C. Bancks; Mus/Lyr. Charles Zwar. 
BOARDERS AND BALLETS:  [1919]  Txt. Art Slavin; Mus. [n/e]. 
BOBADIL:  [1884]  Lib/Lyr. Walter Parke; Mus/Lyr. Luscombe Searelle. 
BOHEMIAN GIRL, THE:  [1854]  Txt/Mus. [n/e] 
BOHEMIAN GIRL, THE:  [1882]  Lib/Mus (after Michael Balfe) [n/e] 
BOMBS AND BEAUTIES: [1919]  Txt. Nat Hanley; Mus. [n/e]. 
BOMBS AND BEAUTIES:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
BON BONS:  [1898]  Txt/Mus. [n/e]. 
BONG BONG CUP, THE:  [1923] Txt. Charles Delavale; Mus. [n/e]. 
BOOTLES' BABY:  [1888]  Txt Adapt. Charles Bradley (from John Strange Winter); Mus. David Cope. 
BOOZED:  [1888]  Txt. E. A. Glover; Mus. [n/e]. 
BO-PEEP: [1910]  Lib/Mus. Harry Taylor. 
BO-PEEP:  [1926]  Lib/Mus. [n/e] 
BORROWED PLUMES: [1917]  Txt.  [n/e]; Mus incl. Ralph Weekes. 
BRAND NEW:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
BRAZIL NUTS, THE:  [1917]  Txt. Victor Prince; Mus. [n/e]. 
BREAKING INTO SOCIETY:  [1921]  Txt. George Ward and Charles L. Sherman; Mus.  [n/e]. 
BRIC-À-BRAC:  [1885]  Txt. Garnet Walch; Mus. [n/e]. 
BRIGANDS MIXED UP BY A PRIVATE SECRETARY, THE:  [1885] Txt/Mus. [n/e]. 
BRISKET BOXED:  [1918]  Txt. Art Slavin; Mus. [n/e]. 
BROADWAY NIGHTS:  [1934]  Txt. Jim Gerald; Mus. [n/e] 
BROIL AT THE CAFÉ, A:  [1860]  Txt. James Smith; Mus. [n/e]. 
BROOK, THE:  [1891]  Txt. Charles W. Cogill, Harry P. Cogill, W. Horace Bent; Mus. [n/e]. 
BROOK, THE:  [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
BROWN'S IN TOWN: [1931]  Txt/Mus. [n/e]. 
BUBBLE AND SQUEAK:  [1926]  Txt. Jim Gerald; Mus. [n/e].            [aka A Whirl of Youth / A Whirl of Joy] 
BULBO:  [1892] Lib/Mus. H. T. Harrison. 
BULLFIGHTERS:  [1917] Txt. Jack Cosgrove; Mus. [n/e]. 
BULLFIGHTERS:  [see also Mexicans, 1918 by Nat Phillips] 
BUNYIP, THE: [1916]  Lib/Lyr. Ella Airlie, with Nat Phillips; Mus. Ella Airlie and Dr Herbert de Pinna; Add  
Mus/Lyr incl. Vince Courtney. 
BURLESQUE OPERATIQUE:  [1866]  Txt. W.C. [sic]; Mus. [n/e]. 
BUTCHER BARONET, THE:  [1872]  Txt. Frank Hutchison; Mus. [n/e]. 
BUYING A BUSINESS:  [1927]  Txt. Nat Phillips; Mus. [n/e]. 
BY COMMAND: [1927]  Txt. Harry Ross; Mus. [n/e]. 
BY THE SILVERY SEA:  [1918]  Txt/Mus.  [n/e]. 
BY THE WATERS OF SYDNEY:  [1896]  Txt Dev. Sam Atlas, James Malcolm and Valerie Lang; Mus. Isaac  
Nathan; Add Mus. Valerie Lang. 
 
CABARET, THE:  [1915]  Txt/Mus. [n/e]. 
CABARET, THE:  [1928]  Txt. Nat Phillips; Mus. [n/e]. 
CABARET JAZZERS:  [1922]  Txt. Charles Delavale; Mus. [n/e]. 
CAFÉ CHANTANT, THE:  [1922]  Txt/Mus. [n/e] 
CAIRO:  [1920]  Lib. Oscar Asche; Mus. Percy Fletcher.                  [aka Mecca] 
CALL OF THE SURF, THE:  [1920]  Txt/Mus. [n/e] 
CAMARALZAMAN:  [1888]  Txt. H.R. Duff and D'Arcy Stanfield; Mus. [n/e]. 
CAMERALZAMAN AND BADOURA:  [1858]  Txt Adapt. George Scott Hough (from William Brough); Mus. [n/e]. 
CANDY SHOP, THE:  [1920]  Txt. Al Bruce; Mus. [n/e]. 
CAN YOU BEAT IT?:  [1922]  Txt. Bert Le Blanc; Mus. [n/e]. 
CAPTAIN KETTLE: [1918]  Txt. George Pagden; Mus. [n/e]. 
CARNIVAL, THE:  [1915]  Txt/Mus. [n/a]. 
CASEY'S ASHES:  [1917]  Txt. Art Slavin; Mus. [n/e]. 
CASTLES IN CORSICA:  [1919]  Lib/Mus. [n/a]. 
CATCHEM AND ROBBIN:  [1924]  Txt. Con Moreni; Mus. [n/e]. 
CATCH ON: [1915]  Txt. Elton Black and Kate Howarde; Mus. [n/e]. 
CAUGHT IN CAIRO:  [1923]  Txt. Con Moreni; Mus. [n/e]. 
CAVE DWELLERS, THE: [1919]  Txt. George Edwards; Mus. [n/e]. 
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CAZILLE:  [1872]  Lib. Richard Hengist Horne; Mus. Carl Schmitt. 
CEDAR TREE, THE: [1934] Lib. Edmund Barclay; Lyr. Helene Barclay, with Jack McLeod and Varney Monk; Mus.  
 Varney Monk. 
CENTRAL 3251:  [see In Old Seville, 1915]  
CHARLATAN, THE:  [1919]  Txt/Mus. [n/e] 
CHARM, THE:  [1932] Lib. Winifred Carmichael; Mus. [n/e] 
CHERRIO:  [1922]  Txt/Mus. [n/e]. 
CHERRY AND FAIRSTAR!:  [1883]  Lib Adapt. C.A. Tyrell (from Frank W. Green); Mus. [n/e]. 
CHINAMEN:  [1918]  Txt. Nat Phillips; Mus. [n/e]. 
CHIN CHIN:  [1919]  Txt. Paul Stanhope et al; Mus. [n/e]. 
CHIT CHAT:  [1885]  Txt. Charles W. Cogill and Harry P. Cogill; Mus. [n/e]. 
CHOPS OF THE CHANNEL:  [1917]  Txt. George Pagden; Mus. [n/e]. 
CHOW CHU CHIN:  [1925]  Lib/Mus. [n/e]. 
CHRISTENING, THE:  [1897]  Txt/Mus. [n/e]. 
CHRISTMAS SPOOKS: [1926]  Txt. Harry Ross; Mus. [n/e]. 
CHU CHIN CHOW:  [1916]  Txt. Oscar Asche; Mus. Frederick Norton. 
CHUCKLES:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
CINDER BELLA:  [1919]  Txt. Nat Hanley; Mus. [n/e]. 
CINDERELLA: [see also Hello Cinderella, 1914] 
CINDERELLA:  [1891]  Txt Adapt. Percy St John (after Percy St John); Mus. [n/e].    [see also pantomime version, 1890] 
CINDERELLA; OR, THE LITTLE GLASS SLIPPER:  [1894]  Lib. Toso Taylor [aka T. Hilhouse Taylor]; Mus. [n/e]. 
CINDERELLA:  [1919]  Lib. Nat Phillips; Orig Mus. W. Hamilton Webber; Add Mus incl. Vince Courtney and Amy  
 Rochelle. 
CINDERELLA:  [1920]  Lib. Elton Black; Mus incl. Fred Whaite and Elton Black. 
CINDERELLA:  [1922]  Lib. George Ross; Mus incl. Humphrey Bishop. 
CINDERELLA:  [1922]  Lib. Robert Roberts; Mus incl. Robert Roberts and William Butland. 
CINDERELLA:  [1926]  Lib. A. H. Taylorl Mus. [n/e]. 
CINDERELLA:  [see also Cinder-Ellen, 1898 and Cinder-Ellen Up-to-Date, 1900]  
CINDERELLA AND HER GREAT BIG SISTER:  [1892]  Lib Adapt. George K. Fortesque et al; Mus. [n/e]. 
CINDERELLA AND THE CRYSTAL SLIPPER:  [1902]  Lib Adapt. John F. Sheridan; Mus. Frederick Weierter. 
CINDERELLA, HER SISTERS, HER SORROWS AND HER LITTLE GLASS SLIPPER:  [1884]  Lib  
Adapt. Edmund Finn (after T.F. Doyle); Mus. W.H. Harrison and Oscar Barnet. 
CINDERELLA; OR HARLEQUIN PRINCE BEAUTEOUS:  [1879]  Lib. Wybert Reeve; Mus. [n/e]. 
CINDERELLA; OR, HARLEQUIN THE LOVER, THE LACKEY AND THE LITTLE GLASS  
SLIPPER:  [1890]  Lib Adapt. Percy St John; Mus [n/e].           [see also burlesque version, 1891] 
CINDERELLA - THE PRINCE, THE FAIRY, GOLD AND SILVER AND THE LITTLE GLASS  
SLIPPER:  [1890]  Lib Adapt. Frank Emery; Mus. [n/e]; Add Mus. H. T. Harrison. 
CINDER-ELLEN:  [1898]  Txt. Percy St John; Mus. [n/e]. 
CINDER-ELLEN UP-TO-DATE:  [1900]  Txt. Percy St John; Mus. [n/e]. 
CIRCUS DAY IN DIXIE:  [1918]  Txt/Mus. [n/e]. 
CIRCUS DAYS: [see Bare Backs, 1922] 
CLOTILDE:  [1886]  Txt/Mus. [n/e]. 
CLUB, THE:  [1921]  Txt. Nat Phillips; Mus. [n/e].            [aka At the Club] 
CLUB LIFE:  [1895]  Lib. A.B. Paterson; Mus. Ernest E. Truman. 
COBBERS:  [1918]  Txt. Billy Watson; Mus. [n/e]. 
C.O.D: [1927]  Txt. Harry Ross; Mus. [n/e]. 
COHEN AND LEVI AS PAWNBROKERS:  [see What's the Use, 1917] 
COHEN AND LEVI AT MONTE CARLO:  [1918]  Txt. Bert Le Blanc; Mus. [n/e]. 
COHEN AND LEVY IN PARIS:  [see Keep it dark, 1917]   
COHEN'S VACATION:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
COLLEGE DAYS:  [1919]  Txt/Mus. [n/e] 
COLLEGE DAYS:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
COLLEGE GIRLS:  [1919]  Txt. Harry Burgess; Mus. [n/e].           [aka The College Widow] 
COLLEGE WIDOW:  [see College Girls, 1919] 
COLLITS' INN: [1932]  Lib. T. Stuart Gurr; Add Lib/Lyr. George Wallace (1933); Mus. Varney Monk; Add  
 Mus. Harry Jacobs (1933); Add Lyr. Charles Zwar and Jock McLeod (1933). 
COME OVER HERE:  [1913]  Txt incl. Frank Dix; Mus. [n/e]. 
COMMISSION OF ENQUIRY INTO THE STATE OF UNCLE TOM'S CABIN:  [1855] Txt Adapt. F.M.  
 Soutten (after Harriet Beecher Stowe); Mus. [n/e]. 
CONFIDENCE MEN, THE:  [1919]  Txt. Nat Phillips; Mus. [n/e]. 
CONGRESS OF ALL NATIONS:  [1907]  Txt/Mus. [n/e]. 
CONRAD THE CORSAIR:  [1870] Txt Adapt. Garnet Walch (from William Brough); Mus. [n/e]. 
CONRAD AND MEDORA:  [see Conrad the Corsair, 1870] 
CONVICTS IN CLOVER:  [1927]  Txt. Nat Phillips; Mus. [n/e]. 
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COPPIN IN CAIRO:  [1858]  Txt. W.M. Akhurst; Mus. [n/e]. 
COPPIN IN CALIFORNIA:  [1866]  Txt/Mus. [n/e]. 
COQUETTE, THE: [1905]  Lib. W. J. Curtis and John. I. Hunt; Lyr. W.J. Curtis; Mus. W. Arundel Orchard. 
CORSAIR; OR CONRAD AND MEDORA:  [1848]  Lib. [n/e]; Mus. John Howson. 
COSTA SCENA, A:  [1920]  Txt/Mus. [n/e]. 
COUNT OF BRAZIL, THE:  [1917] Txt/Mus. [n/e]. 
COUNT OF MONTE CRISTO:  [1919]  Txt/Mus. [n/e]. 
COURIER OF THE CZAR, THE:  [see Michael Strogoff, 1882] 
COURTSHIP:  [1898]  Txt/Mus. [n/e]. 
COUSIN’S BOUNTY, THE: [1917]  Txt. Marie Ford; Mus. [n/e]. 
COWBOYS AND GIRLS: [1922]  Txt. Nat Hanley; Mus. [n/e]. 
CRANKING UP:  [1924]  Txt. Charles Vaude; Mus incl. Vince Courtney. 
CRIME:  [1883]  Txt. A.L. Inglis; Mus. [n/e]. 
CROQUET:  [1873]  Txt. Frank Edwards; Mus. Vincent Davis. 
CROSSING THE LINE:  [1869]  Txt. Ltn. Poore; Mus. [n/e]. 
CRUISE OF THE CYMBALINE:  [1921]  Txt. Walter George; Mus. [n/e]. 
CUCKOO:  [1884]  Txt. James A. Meade and John F. Sheridan; Mus. [n/e]. 
CUDGEGONG DIAMOND, THE:  [1869]  Txt/Mus. [n/e]. 
CUPID AND ZEPHYR:  [1861]  Txt Adapt. George Fawcett [Rowe]; Mus. [n/e]. 
CURRENCY LASS, THE:  [1844]  Txt. Edward Geoghegan; Mus. various trad/popular. 
 
DAD, CHOOM AND CO:  [1926]  Txt. Edmund Warrington; Mus. [n/e] 
DALMATION, THE:  [1926]  Lib Adapt (from Marion Crawford)/Mus. Mona McBurney. 
DANCING DELIRIUM, A:  [1924]  Txt. George Wallace; Mus. [n/e]. 
DANGEROUS DAN:  [1926]  Txt. George Wallace; Mus. [n/e]. 
DARRELLS AT HOME, THE:  [1872]  Txt. George Darrell; Mus. [n/e]. 
DAUGHTER OF EVE, A:  [1880]  Txt. Marcus Clarke; Mus. [n/e]. 
DAUGHTER OF THE MOUNTAINS:  [1920]  Lib/Mus. Fred Whaite. 
DAUGHTERS OF THE GUARD:  [1922]  Txt/Mus. [n/e] 
DAY AT SEA ON THE S.S. PITCH AND TOSS, A:  [1918]  Txt/Mus. [n/e]. 
DAY AT THE WHARF, A:  [see Wharfies, 1917] 
DAY IN A VILLAGE COURTHOUSE, A:  [1919] Txt/Mus. [n/e] 
DEAR MA-IN-LAW:  [1897]  Txt/Mus. [n/e]. 
DEATH OF THE APHRODITE, THE:  [1925]  Txt. Phil Smith; Mus. [n/e]. 
DECEPTION:  [1898]  Txt/Mus. [n/e]. 
DEIRDRE IN  EXILE:  [1926]  Lib/Mus. Fritz Hart. 
DEVIL TAKE HER, THE:  [1931]  Lib. Alan Collard and John.B Gordon; Add Lyr. Cedric Cliffew; Mus. Arthur  
 Benjamin. 
DIAVOLO UP-TO-DATE:  [1898]  Txt/Mus. [n/e]. 
DICK WHITTINGTON:  [1900]  Lib. "Wurry Murry"; Mus incl. Genge Wilson. 
DICK WHITTINGTON:  [see also Whittington and His Cat / Dyk Whyttyngtonne and Hys Wonderfulle Cattle /  
 Harlequin Whittington and His Cat] 
DICK WHITTINGTON AND HIS CAT:  [1890]  Lib. Frank Ayrton and J. Harding Tucker; Mus. Frank Eugarde. 
DICK WHITTINGTON AND HIS CAT:  [1897]  Lib Adapt. Edmund Fin; Orig Mus incl. George Gardiner. 
DICK WHITTINGTON AND HIS CAT:  [1902]  Lib. William Wade; Add Lib. Harry Taylor and Barney Fagen;  
 Lyr. Harry Taylor; Orig Mus. Leon Caron; Add Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT:  [1915]  Lib. Dan Thomas; Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT:  [1921]  Lib. Nat Phillips; Orig Mus. W. Hamilton Webber. 
DICK WHITTINGTON AND HIS CAT:  [1923]  Lib/Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT:  [1926]  Lib. Les Williams; Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT:  [1933, Syd]  Lib/Mus. [n/e].  
DICK WHITTINGTON AND HIS CAT:  [1933, Bris]  Lib/Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT, A PANTOMIME WITH PURR-PUSS:  [1886]  Lib Adapt. Lance  
Lenton; Orig Mus. Herbert Percy (aka Percy Kehoe); Add Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT; OR, HARLEQUIN DEMON BAT: [1891]  Lib. [n/e]; Orig Mus. H.  
Diederichsen; Add Mus. [n/e]. 
DICK WHITTINGTON; OR, HARLEQUIN KING CANABICUS:  [1897]  Lib. Francis Myers; Orig Mus. Frank  
 Eugarde; Add Mus. [n/e]. 
DICK WHITTINGTON AND HIS CAT; OR, THE DEMON RAT AND THE GOOD FAIRY OF THE BELLS:   
 [1899]  Lib. Percy St John; Mus. [n/e]. 
DILLY DALLY:  [1917]  Txt/Mus [n/e]. 
DIMPLE'S LOVERS:  [1890]  Lib. Guy Boothby; Mus. Cecil James Sharp. 
DINGO CREEK:  [1926]  Txt. Keith Dalton; Mus. [n/e]. 
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DINGO FLAT:  [1924]  Txt. George Campbell; Mus. [n/e]. 
DINKUM OIL, THE:  [1928]  Lib. Con Moren; Mus. [n/e]. 
DISCREET PRINCESS, THE:  [1859]  Lib Adapt. George Scott Hough (from J.R. Planche); Mus. [n/e]. 
DIVORCED:  [1921]  Txt. Billy Maloney; Mus. [n/e] 
DJIN DJIN THE JAPANESE BOGIE MAN: [1895]  Lib. Bert Royle and J.C. Williamson; Mus. Leon Caron; Add  
 Mus. George F. Pack. 
DOCKUM STREET, WOOLOOMOOLOO: [1917] Txt. Arthur Morley; Mus. [n/e]. 
DOCTOR FAUSTUS:  [1886]  Txt Adapt. F.W. Hume, John L. Hall and Frank St Clair; Mus. [n/e]. 
DOCTOR'S DILEMMA, A:  [1920]  Txt/Mus. [n/e]. 
DOCTOR:  [see also productions beginning "Dr"] 
DODGING A WIFE: [1926]  Txt. Bert Desmond; Mus. [n/e]. 
DO IT NOW:  [1918]  Txt. Bert Le Blanc; Mus. [n/e]. 
DON JUAN JNR:  [1888]  Txt Adapt. Henry Cargill (after H.J. Byron or R. Reece and E. Righton); Mus. [n/e]. 
DON JOHN OF AUSTRIA: [1847]  Lib. Jacob Levi Montefiori; Mus. Isaac Nathan. 
DON LEANDER:  [1853]  Txt. Alfred Nelson; Mus. Sydney Nelson. 
DON'T TELL THE WIFE:  [1924]  Txt. Jim Gerald; Mus. [n/e]. 
DOOLAN’S BIGHT: [1918]  Txt. Art Slavin; Mus. [n/e]. 
DORIAN GRAY:  [1919]  Txt Adapt. W. J. Cutis (from Oscar Wilde); Mus. W. Arundell Orchard. 
DOUBLE BEDROOM, THE: [1917]  Txt. Bert Desmond; Mus. [n/e]. 
DOWN ON THE FARM:  [1920]  Txt/Mus. [n/e]. 
DR CROKER'S ASYLUM: [1918]  Txt. Joe Rox; Mus. [n/e].                        [aka Dr Baker's Asylum] 
DR CROKER'S ASYLUM:  [see also Dr Dippy's Asylum, 1918] 
DR DIPPY'S ASYLUM:  [1919]  Txt. Bert Le Blanc; Mus. [n/e]. 
DR DIPPY'S ASYLUM:  [see also Dr Croker's Asylum, 1918] 
DR:  [see also productions beginning "Doctor"] 
DREAM, THE:  [1917]  Txt/Mus.  [n/e]. 
DREAM OF COVENT GARDEN, A:  [1917]  Txt/Mus. [n/e]. 
DREAM OF THE EAST, A:  [1919]  Txt/Mus. [n/e]. 
DRESS REHEARSAL, A:  [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
DR F. M. CLARK-ER'S WILD JEST SHOW:  [1891]  Txt. Lance Lenton; Mus. [n/e]. 
DROWNED, BUT NOT DEAD:  [1921]  Txt. Humphrey Bishop; Mus. [n/e] 
DRUNK:  [1888]  Txt/Mus. [n/e]. 
DUKE'S MOTTO, THE:  [1863]  Txt Adapt. George Ross Morton and Charles Dillon (from F. Soulier); Mus. [n/e]. 
DUKE'S MOTTO, THE:  [1863]  Txt Adapt. James Smith (from Frédéric Soulier); Mus. [n/e]. 
DUSTMEN:  [1918]  Txt. Nat Phillips; Mus. [n/e]. 
DUTCH LEGACY, A:  [see Happy Holland, 1917 / see also In Amsterdam, 1920] 
DYK WHYTTYNGTONNE AND HYS WONDERFULLE CATTLE:  [1881]  Lib. Garnet Walch; Mus. [n/e]. 
 
EAST ENDERS, THE:  [1924]  Txt. George Drew; Mus incl. George Drew. 
EASTWOOD HO!:  [1919]  Txt/Lyr. Oscar Asche and Dornford Yates; Mus. Grace Torrens and John Ansell. 
ECHO MOUNTAIN:  [1898]  Txt/Mus. [n/e]. 
ELDORADO:  [1895]  Lib. C.W. Chiplin; Mus. Hugo Alpen. 
ELECTRIC BELT, THE:  [1924]  Txt. Con Moreni; Mus. [n/e]. 
ELIXIR OF LOVE:  [1918]  Txt. Al Bruce; Mus. [n/e].  
EMPEROR, THE: [1906] Lib. W.J. Curtis; Mus. W. Arundel Orchard. 
ENCHANTED FOREST, THE:  [1929]  Txt. Bert Desmond; Mus. [n/e]. 
ENCHANTED ISLAND, THE:  [1864]  Txt/Mus. [n/e]. 
ENCHANTED ISLE, THE:  [1856]  Txt/Mus. [n/e]. 
ENCHANTED ISLE, THE:  [1859]  Txt Adapt. George Fawcett [Rowe] (from W. and R. Brough); Mus. [n/e]. 
ENDYMION, THE NAUGHTY BOY WHO CRIED FOR THE MOON: [1861] Txt Adapt. George Fawcett (from  
 John Keats); Mus. [n/e]. 
ESTRELLA:  [1883]  Lib. Walter Park; Mus. Luscombe Searelle. 
EVA-ANGELINE:  [1891]  Txt/Mus. [n/e]. 
EVERYBODY'S DOING IT: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
EXCITING HONEYMOON, AN:  [1918]  Txt/Mus. [n/e]. 
EXPLOSIONS:  [1923]  Txt. George Storey; Mus. [n/e]. 
 
FADS AND FOLLIES:  [1927]  Txt. Harry Ross; Mus. [n/e]. 
FAIRY:  [1891]  Lib/Mus. Toso Taylor [aka Thomas H. Taylor]. 
FAIRY OF THE GOLDEN PIPPEN:  [1856]  Txt/Mus. [n/e]. 
FALL OF SEBASTOPOL, THE:  [1857]  Txt. W.M. Akhurst; Mus. [n/e]. 
FAN TAN MAN:  [1919]  Txt/Mus. [n/e]. 
FAREWELL SYDNEY:  [see Your Own Show, 1924] 
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FATIMA THE FAIR:  [1876]  Txt. Charles A. Sherard; Mus. [n/e]. 
FAUST:  [1888]  Txt Adapt. Gilbert Parker (from Goethe); Mus. Frank Eugarde. 
FAUST - A SONG SCENA:  [1919]  Txt/Mus. [n/e] 
FAUST D.D.D:  [1866]  Txt Adapt. John L. Hall (from Gounod); Mus. [n/e]. 
FAUST IN FOUR FLASHES:  [1890]  Txt Adapt. Frederick B. Norton; Mus. [n/e]. 
FAUST, MD:  [1865] Txt. W.M. Akhurst (from Gounod); Mus. [n/e]. 
FAUST UP-TO-DATE:  [1891]  Txt Adapt. Percy St John; Mus. [n/e]. 
FAYETTE; OR BUSH REVELS:  [1892]  Lib. J. Brunton Stephens; Mus. G.B. Allen. 
FAYRE ROSAMONDE:  [1861]  Txt/Mus. [n/e]. 
FEDERATION:  [1887]  Lib/Mus. Louis Bayer. 
FEDERATION; OR, MOTHER ENGLAND'S LITTLE ONES:  [1891] Txt/Mus. [n/e]. 
FESTIVITIES:  [see Hibernian Festivities, 1899] 
F. F. F.: [1920] Lib. C.J. De Garis; Mus. Reginald A.A. Stoneham. 
50 MILES FROM DENVER:  [1921]  Txt. George H. Wood and Charles L. Sherman; Mus. [n/e]. 
FINDING A HUSBAND:  [1917]  Txt/Mus. [n/e]. 
FINDING AN EARL: [see Who's the Earl, 1918] 
FIND THE LADY:  [1923]  Txt. George Storey; Mus. [n/e]. 
FINE FINE FINE:  [1918]  Txt. Paul Stanhope; Mus. [n/e] 
FIREMAN'S TROUBLES, A: [1919]  Txt. Joe Rox; Mus. [n/e]. 
FIREMEN AND FLAPPERS: [1926]  Txt. Billy Cass; Mus. [n/e]. 
FLIRTING WIDOW, THE:  [1916]  Txt. Walter Johnson; Mus. [n/e].              [aka The Widow Gay] 
FLOWER OF CHINA:  [1920]  Lib/Mus. [n/e]. 
FLYAWAY GIRLS, THE:  [1916]  Txt/Mus. [n/e]. 
FLYING DUTCHMAN, THE:  [see The Phantom Ship, 1880] 
FLYING HIGH:  [1917]  Txt. Lester Brown; Mus. [n/e] 
FOLLIES OF PLEASURE, THE:  [1916]  Txt/Mus. [n/e]. 
FOOLING A FARMER: [1917]  Txt. Joe Rox; Mus. [n/e]. 
FOOLING A FARMER:  [see also Fun on a Farm] 
FOOLISH FANCIES:  [1898]  Txt/Mus. [n/e]. 
FORBIDDEN FRUIT:  [1880]  Txt Adapt. Marcus Clarke (from P.F.A. Carmouche); Mus. [n/e]. 
FOR FRANCE:  [1920]  Txt. Walter Johnson; Mus. [n/e].   
FORMOSA:  [1869]  Txt Adapt. W. Read; Mus. [n/e]. 
FOR THE DURATION:  [see 1914-1918; Or, For the Duration, 1922] 
FORTUNATUS AND THE MAGIC PURSE AND THE WISHING CAP:  [1875]  Lib. [n/e]; Mus incl. Alberto  
 Zelman. 
FORTUNIO:  [1857]  Lib Adapt (from J.R. Planche)/Mus. [n/e]. 
FORTY THIEVES:  [1860]  Txt Adapt. W.M. Akhurst (from Gilbert A'Beckett and Mark Lemon); Mus. [n/e]. 
FORTY THIEVES, THE:  [see also Ali Baba and the Forty Thieves / Harlequin and the Forty Thieves] 
FOUR CHAMPIONS, THE:  [1866]  Txt Adapt (from H. Bellington and W. Best)/Mus. [n/e]. 
FRA DIAVOLO:  [1861]  Txt Adapt (from H.J. Byron)/Mus. [n/e]. 
FRA DIAVOLO:  [1892]  Txt/Mus. [n/e]. 
FRIVOLITY GIRL, THE:  [1920]  Txt. Harry Burgess; Mus. [n/e]. 
FROGGEE WOULD A WOOING GO, A:  [1875]  Txt Adapt. Garnet Walch; Mus. [n/e]. 
FULL STEAM AHEAD:  [1916]  Txt. Victor Prince; Mus. [n/e]. 
FUN AT A WEDDING: [1917] Txt. James Craydon and Joe Rox; Mus. [n/e]. 
FUN DOCTOR, THE:  [1905]  Lib. George Forbes; Mus. [n/e]. 
FUN IN A FOG:  [1886]  Txt/Mus. [n/e]. 
FUN IN A HAREM:  [1917]  Txt/Mus. [n/e]. 
FUN IN A MUSIC SHOP:  [1917]  Txt/Mus. [n/e]. 
FUN IN A POLICE COURT: [1918]  Txt. Joe Rox; Mus. [n/e]. 
FUN IN A SANATORIUM:  [1915]  Txt. Albert Bletsoe; Mus. [n/e]. 
FUN IN A TEA SHOP:  [1917]  Txt/Mus. [n/e] 
FUN IN A TOY SHOP:  [1920]  Txt/Mus. [n/e]. 
FUNNIER FARE, A:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
FUN ON A RANCH:  [1916]  Txt. Art Slavin; Mus. [n/e]       [aka On the Ranch] 
FUN ON THE BRIGHTON: [see A Trip to Manly, 1884] 
FUN ON THE OCEAN: [1917]  Txt/Mus. [n/e]. 
FUN ON THE OCEAN:  [see Chops of the Channel, 1917] 
FUN ON THE FARM:  [1915]  Txt. Paul Stanhope; Mus. [n/e]. 
FUN ON THE FARM:  [1926]  Txt/Mus. [n/e]. 
FUN ON THE FARM: [see also On the Farm, 1915; On the Land / On the Ranch, 1916; Fooling the Farmer, 1917] 
FUN WITH THE COACHMEN:  [1916]  Txt. Les Bates; Mus. [n/e]. 
FUTURE LIFE:  [Oratorio by R.R. Garran and Henri Kowalski, 1895] 
FUZZY WUZZY: [1915]  Txt. Bert Le Blanc; Mus. [n/e]. 
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GARDEN PARTY, THE:  [1926]  Txt/Mus. [n/e/]. 
GAY DESERTER, A: [1918]  Txt/Mus. [n/e]. 
GAY MASQUERADE, THE:  [1876]  Txt. E. Lewis Scott; Mus. [n/e]. 
GAY MRS COHEN, THE:  [1915]  Txt. Bert Le Blanc; Mus. [n/e]. 
GEE WHIZZ:  [1916]  Txt. Nat Phillips; Mus. [n/e]. 
GENERAL AND HIS ARMY, THE:  [1920]  Txt. Walter Johnson; Mus. [n/e]. 
GENEVIEVE DE BRABANT:  [1873]  Txt Adapt. Garnet Walch (from Hector-Jonathan Cremieux); Orig Mus.  
 Jaques Offenbach; Add Mus. G. B. Allen.  
GENEVIEVE DE BRABANT; OR, HARLEQUIN KING OF THE BAKERS: [1873] Txt Adapt. Garnet Walch (from  
 Hector-Jonathan Cremieux); Orig Mus. Jaques Offenbach. 
GENTLEMAN IN BLACK, THE:  [1861]  Lib. Edward Searle; Mus. Stephen Hale Marsh. 
GET THE HABIT:  [1918]  Txt. Bert Le Blanc; Mus. [n/e]. 
GET YOUR MAN:  [1924]  Txt. Con Moreni; Mus, [n/e]/. 
GIDDY CURATE AND THE GAIETY GIRL, THE:  [1897]  Txt/Mus. [n/e]. 
GIGANTIC NUGGET:  [1852]  Txt/Mus. [n/e]. 
GIGGLE HOUSE, THE: [1924]  Txt Charles Delavale;  Mus. [n/e]. 
GINK FROM GEORGIA, THE:  [1933]  Txt/Mus. [n/e]. 
GIOVANNI:  [1914]  Lib. Harriet Callan and Alfred Hill; Mus. Alfred Hill. 
GIRL FOR A BOY, A:  [1928]  Txt/Mus. [n/e] 
GIRL OF SEVILLE, THE:  [1919] Lib. Walter Johnson; Mus. Fred Whaite. 
GIRL WITH A WINK, THE:  [1926]  Txt. Keith Dalton; Mus. [n/e]. 
GOANNA CREEK: [1927]  Txt. Bert Desmond; Mus. [n/e]. 
GOBLIN OF THE GOLD COAST, THE:  [1850]  Lib/Mus. [n/e]. 
GOLD DIGGER'S SPELL, THE:  [1852]  Txt/Mus. [n/e].                                 [aka Spirit of the Goldfields] 
GOLDEN BUTTERFLY, THE: [1919]  Txt. Jack Arteen; Mus. [n/e]. 
GOLDEN CORNFIELDS, THE:  [1905]  Txt. [n/e];  Mus. Fred Hall. 
GOLDEN WEST, THE:  [1897]  Lib/Lyr. Edward Hyacinth Tottenham; Lyr. E.S. Emerson; Mus. [n/e]. 
GOODBYE SYDNEY:  [see Your Own Show, 1924] 
GOOD OLD DAYS, THE:  [1925]  Txt. Oscar Asche; Mus. Percy Fletcher. 
GOOD SHIP RIBTICKLER, THE: [1924]  Txt. Charles Delavale; Mus. [n/e]. 
GOODY TWO SHOES:  [1870]  Lib Adapt. Frank Dix; Mus incl. Andrew McGunn. 
GOODY TWO SHOES AND LITTLE BOY BLUE:  [1870]  Lib. Marcus Clarke; Mus. incl. Marcus Clarke. 
GOOSE THAT LAID THE GOLDEN EGG, THE:  [1915]  Lib/Mus. [n/e]. 
GRAMOPHONE GIRLS, THE:  [1917]  Txt. Walter Johnson; Mus. [n/e]. 
GRAND HOTEL, THE:  [1917]  Txt/Mus. [n/e]. 
GRAND HOTEL, THE:  [see also At the Grand Hotel, 1920 (Walter Johnson) / At the Grand Hotel 1924 (Nat Phillips)] 
GREAT HIBERNICON, THE:  [1874]  Txt. Garnet Walch; Mus incl. C.A. Boyd (1874) and Charles Toms (1875). 
GREAT MISTAKES:  [1863]  Txt. W.E. Adcock; Mus. [n./e]. 
GRUBB'S NIGHT OUT: [1919]  Txt. George Edwards; Mus. [n/e]. 
GUESSING AT THE HOTEL GUESS:   [see Some Hotel, 1922] 
GULLIVER; OR HARLEQUIN KING LILLIPUT:  [1881]  Lib. Garnet Walch (from Jonothon Swift); Mus. [n/e]. 
GULLIVER ON HIS TRAVELS:  [1866]   Lib Adapt. W.M. Akhurst (from Jonothon Swift); Mus incl. Julius Siede. 
GUMLEAF GIRLS; OR, HELLO MARS:  [1920]  Lib. George Edwards; Mus. [n/e] 
GYPSEY MAID:  [1918]  Txt/Mus. [n/e]. 
 
HAD:  [1890]  Txt. Phil Agnew; Mus. [n/e]. 
HALF PAST TWENTY-EIGHT: [1918]  Txt. Art Slavin; Mus. [n/e]. 
HAPPY HOLLAND:  [1917]  Txt/Mus. [n/e].                         [aka A Dutch Legacy / Tulip Time] 
HAPPY HOLLAND:  [see also In Amsterdam, 1920] 
HANSOME RANSOM; OR THE BRIGAND'S BRIDE, THE:  [see Predatoras; Or, The Brigand's Bride, 1894] 
HAPPY IDEAS:  [1929]  Txt. Jim Gerald; Mus. [n/e]. 
HAPPY LAND, THE:  [1880]  Txt Adapt. Marcus Clarke (from W.S Gilbert and Gilbert A' Beckett)/Mus. [n/e]. 
HAPPY MOMENTS:  [1926]  Txt. George Wallace; Mus. [n/e]. 
HAPPY NEW SOUTH WALES: [1889]  Txt Adapt (from W.S. Gilbert and Gilbert A' Beckett)/Mus. [n/e]. 
HAPPY NEW YEAR:  [1917]  Txt. Will Gilbert; Mus. [n/e]. 
HAPPY SIXPENCE:  [1891]  Txt. Lance Lenton; Mus. [n/e]. 
HAREM, THE:  [see In a Harum, 1919] 
HAREM MIX-UP, A:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
HAREM SCAREM:  [1917]  Txt. Victor Prince; Mus. [n/e].                     [aka Harem Scarem Girls] 
HAREM SCAREM: [see also: The Oojah Bird, 1924] 
HARLEQUIN ALADDIN:  [1883] Lib Adapt. Edmund Finn (from R. Reece); Orig Mus. Meyer Lutz; Add Mus. [n/e].  
HARLEQUIN AND LALLA ROOKH:  [1858]  Lib Adapt (from William Brough)/Mus. [n/e]. 
HARLEQUIN AND THE FORTY THIEVES:  [see also Ali Baba and the Forty Theives / The Forty Thieves] 
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HARLEQUIN AND THE FORTY THIEVES:  [1877]  Lib Adapt. Frank Edwards (from E.L. Blanchard); Mus. [n/e]. 
HARLEQUIN AND THE FORTY THIEVES:  [1891]  Lib. Frank Emery; Orig Mus. Alfred Plumpton and H.T.  
 Harrison; Add Mus. [n/e]. 
HARLEQUIN AND THE HOUSE THAT JACK BUILT:  [1865]  Lib Adapt. [n/e] (from E. L. Blanchard); Add  
 Txt. Leopold Family; Mus. J. H. Tully (Eng); Add Mus. C. E. Horne. 
HARLEQUIN ARABIAN NIGHTS:  [1862]  Lib. W.M. Akhurst; Mus incl. A. Reiff Jnr. 
HARLEQUIN BARON MUNCHAUSEN:  [1865]   Lib Adapt. W.M. Akhurst; Mus. [n/e]. 
HARLEQUIN BLACK  BLUEBEARD:  [1884]  Lib. W. Horace Bent; Mus. [n/e]. 
HARLEQUIN BLACK 'HIDE' SUSAN:  [see also Black-Eyed Susan]. 
HARLEQUIN BLACK 'HIDE' SUSAN AND HER PLAIN BILL:  [1885]  Lib Adapt. W. Horace Bent (after  
 Douglas Jerrold); Mus. [n/e]. 
HARLEQUIN BLUEBEARD:  [see also Bluebeard / True Bluebeard] 
HARLEQUIN BLUE BEARD, THE GREAT BASHAW:  [1872]  Lib Adapt. Archibald Murray (from Garnet  
Walch); Mus. [n/e]. 
HARLEQUIN BOMBASTES FURIOSO:  [1866]  Lib Adapt (from W.B. Rhodes)/Mus. [n/e]. 
HARLEQUIN GULLIVER, THE GIANTS OF BROBDIGNAG AND THE DWARFS OF LILLIPUT:   
[1863]  Lib. Charles Dillon and George Ross Morton; Mus. [n/e]. 
HARLEQUIN IN AUSTRALIA FELIX: [1845]  Lib/Mus.  [n/e]. 
HARLEQUIN JACK AND THE BEANSTALK:  [see Jack and the Beanstalk]. 
HARLEQUIN JACK SHEPPARD:  [1869]  Lib Adapt. W.M. Akhurst (from Harrison Ainsworth); Mus. [n/e]. 
HARLEQUIN JACK THE GIANT KILLER:  [see Jack the Giant Killer] 
HARLEQUIN KING BLEAR AND HIS THREE DAUGHTERS:  [1854] Lib Adapt. Henry Thomas Craven (after  
 Shakespeare); Mus. [n/e]. 
HARLEQUIN KING BLEAR AND THE FAIRY OF THE ENCHANTED ISLE:  [1859]  Lib Adapt. (after  
Shakespeare)/Mus. [n/e]. 
HARLEQUIN KING GANDER AND MOTHER GOOSE, AND THE THREE PRINCESSES IN THE TOWER:   
 [1864]  Lib Adapt. George Ross Morton; Mus. [n/e]. 
HARLEQUIN LITTLE BO SHEEP:  [see also Little Bo-Sheep] 
HARLEQUIN LITTLE BO-SHEEP:  [1868]  Lib. J. P. West and "Waif Wander, Esq" [aka Mary Fortune]; Mus. n/e]. 
HARLEQUIN LITTLE JACK HORNER:  [see also Little Jack Horner] 
HARLEQUIN LITTLE JACK HORNER: [1868]  Lib. Walter H. Cooper; Mus. [n/e]. 
HARLEQUIN LSD:  [see Harlequin £. s. d - ie; "Pounds, Shilling and Pence," 1855]  
HARLEQUIN MAN IN THE MOON:  [1873]  Lib Adapt. W.B. Gill; Mus. [n/e]. 
HARLEQUIN MAZEPPA:  [1869]  Lib Adapt. H. Hay Davis (from J.R. Planche); Mus. [n/e]. 
HARLEQUIN MOTHER GOOSE:  [see Mother Goose / Harlequin King Gander and Mother Goose, 1864]. 
HARLEQUIN MOTHER HUBBARD AND PUSS IN BOOTS:  [1861]  Lib Adapt. George Fawcett [Rowe] (from  
 Charles Dance); Mus. [n/e]. 
HARLEQUIN £. s. d:  [1855]  Lib. W.M. Akhurst; Mus. [n/e]. 
HARLEQUIN PRINCE AMIABLE:  [see The Last of the Ogres, 1864] 
HARLEQUIN PRINCE HUMPY DUMPY:  [1859]  Lib Adapt (from J.R. Planche)/Mus. [n/e]. 
HARLEQUIN PUSS IN BOOTS:  [see Harlequin Mother Hubbard and Puss in Boots, 1861] 
HARLEQUIN ROBIN HOOD:  [1858]  Lib. W.M. Akhurst; Mus. Frederick Coppin. 
HARLEQUIN ROBINSON CRUSOE:  [see also Robinson Crusoe] 
HARLEQUIN ROBINSON CRUSOE:  [1868]  Lib. W.M. Akhurst; Mus. [n/e]. 
HARLEQUIN ROBINSON CRUSOE; OR, THE PIRATES OF PALM BAY AND THE INDIANS OF JUAN  
 FERNANDEZ:  [1878]  Lib/Mus. [n/e]. 
HARLEQUIN RUMPLESTILTSKIN:  [1867]  Lib. George Scott Hough; Mus. [n/e]. 
HARLEQUIN SEPARATION:  [1850]  Lib/Mus. [n/e]. 
HARLEQUIN SINBAD THE SAILOR:  [see also Sinbad the Sailor] 
HARLEQUIN SINBAD THE SAILOR: [1868]  Lib Adapt. James Eville (from E.L. Blanchard); Mus incl. B. Levy. 
HARLEQUIN TOM, THE PIPER'S SON:  [1853]  Lib/Mus. [n/e]. 
HARLEQUIN TU-MUT-CHU, PRINCE OF WIVING-HOE:  [1866]  Lib/Mus. [n/e]. 
DICK WHITTINGTON:  [see also Whittington and His Cat / Dyk Whyttyngtonne and Hys Wonderfulle Cattle / Dick  
 Whittington and His Cat] 
HARLEQUIN WHITTINGTON AND HIS CAT:  [1857]  Lib. W.M. Akhurst; Mus. Frederick Coppin. 
HARLEQUIN UNCLE TOM'S UNCLE: [1853]  Lib Adapt (after Harriet Beecher Stowe)/Mus. [n/e]. 
HARLEQUIN VALENTINE AND ORSON:  [1861] Lib. W.M. Akhurst; Mus. [n/e]. 
HARMONY ROW:  [1924]  Txt. George Wallace; Mus incl. George Wallace. 
HAUNTED HOTEL, THE:  [1929]  Txt. Bert Desmond; Mus. [n/e]. 
HAZE-L-KORK:  [1887] Txt Adapt (from James Steele Mackaye)/Mus. [n/e]. 
HEALTH RESORT, THE: [1924]  Txt/Mus. [n/e]. 
HEALTH RESORT, THE: [1927]  Txt. Bert Desmond; Mus. [n/e]. 
HELEN’S BABIES:  [1877]  Txt Adapt. Garnet Walch (from J. Habberton); Mus. [n/e]. 
HELLO BRISBANE:  [see Hello Coogee, 1915] 
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HELLO CINDERELLA:  [1919]  Lib/Mus. Harry Taylor. 
HELLOA COOGEE:  [1915]  Txt. Paul Stanhope; Mus. [n/e]. 
HELLO EVERYBODY: [1922]  Txt. Nat Hanley; Mus. [n/e]. 
HELLO FOLKS:  [1921]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
HELLO MIMI:  [see Mademoiselle Mimi, 1920] 
HELLO NEWTOWN:  [see Chase Me Girls, 1916] 
HELLO PAPA:  [1919]  Txt. Al Bruce; Mus. [n/e]. 
HE NEVER THERE TOUCHED ME:  [1918]  Txt/Mus. [n/e]. 
HENPECKED: [1920]  Txt/Mus. [n/e]. 
HERE COME THE YANKS:  [1925]  Txt. Reg Thornton; Mus incl. Reg Thornton. 
HERE'S LUCK:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
HERMIE'S MARRIAGE: [1922] Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
HERMIE'S NIGHT OUT: [1921] Txt. Geo H. Ward and Chas L. Sherman; Mus. [n/e].         [aka Schultz's Night Out] 
HERMIE'S TRIP ABROAD:  [1922]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
HERO AND LEANDER, OR BENEATH THE SEA:  [1881] Txt. [n/e];  Mus. M. Thiordan. 
HERO AND LEANDER: [1881]  Txt. [n/e]; Mus. Frank Eugarde. 
HERO OF COOGEE BEACH, THE: [1917]  Txt. Bert Desmond et al; Mus. [n/e].     [aka The Hero of Bronte Beach] 
H.E.R. PETTICOAT:  [1918]  Txt. (after W.S. Gilbert)/Mus. [n/e]. 
HE'S IN AGAIN:  [1933]  Txt. Jim Gerald; Mus. [n/e]. 
HEY DIDDLE DIDDLE THE CAT AND THE FIDDLE, THE COW JUMPED OVER THE MOON:  [1876] Lib.  
 Garnet Walch ; Mus. [n/e]. 
HEY DIDDLE DIDDLE THE CAT AND THE FIDDLE, THE COW JUMPED OVER THE MOON: [1878]  Lib  
 Adapt. Samuel Lazar (from Garnet Walch); Mus. [n/e]. 
HIBERNIAN FESTIVITIES:  [1899]  Txt/Mus. [n/e].                           [aka Festivities] 
HIGH JINX:  [1888]  Txt. Lance Lenton; Mus. [n/e]. 
HIGH LIFE ON DECK:  [1921]  Txt. Bert Le Blanc; Mus. [n/e]. 
HIGH-LOW-JACK-GAME:  [1862]  Txt Adapt. E. Bowman (from J.R. Planche); Mus. [n/e]. 
HIGH UP IN THE HILLS:  [1928]  Txt. Charles Delavale;  Mus. [n/e]. 
HIS LUCKY DAY:  [1934]  Txt. Jim Gerald; Mus. [n/e]. 
HIS ROYAL HIGHNESS:  [1927]  Txt. George Wallace; Mus. [n/e]. 
HISTORY OF KODADAD AND HIS BROTHERS; OR, THE DISGUISED PRINCE:  [1867]  Txt. Walter H.  
 Cooper; Mus. [n/e]. 
H.M.S GO-UNDER: [1888]  Txt Adapt/Mus (after Gilbert and Sullivan) [n/e]. 
H.M.S. HOPPER BARGE PIN-A-4:  [1885]  Txt. W. Horace Bent; Mus (after Gilbert and Sullivan) [n/e]. 
H.M.S. MUD BARGE, "NORTH SHORE":  [1887]  Txt Adapt/Mus (after Gilbert and Sullivan) [n/e]. 
H.M.S. PIN-A-4:  [1880]  Txt Adapt W. Horace Bent (after Gilbert and Sullivan)/Mus. [n/e]. 
H.M.S. PIN-A-4 (IN BLACK):  [1882]  Txt Adapt/Mus. (after Gilbert and Sullivan) W. Horace Bent. 
H.M.S. PINBEHIND:  [1881]  Txt Adapt. F.H. Linklater (after Gilbert and Sullivan); Mus. [n/e]. 
H.M.S. PUN-NO-FEAR:  [1881]  Txt Adapt/Mus (after Gilbert and Sullivan) [n/e]. 
HOKEY POKEY:  [1917]  Txt. Paul Stanhope; Mus. [n/e]. 
HOLCUM-JAZZBO:  [1922] Txt. Bert Le Blanc; Mus. [n/e]. 
HOLD TIGHT:  [1924]  Txt. Charles Vaude; Mus. [n/e]. 
HOME FROM SEA: [1927]  Txt. Billy Cass; Mus. [n/e]. 
HOME SWEET HOME: [1918]  Txt/Mus. [n/e]. 
HONEST HEARTS:  [1879]  Txt. Harry W. Emmett; Mus. [n/e]. 
HONEYMOON, THE:  [1862]  Txt Adapt. James Mulholland (from John Tobin); Mus. [n/e]. 
HONEYMOON TRAIL:  [1925]  Txt. F. Gayle Wyer; Mus. [n.e]. 
HONEYMOON TROUBLES [ see The Naughty Husband, 1926] 
HOPALONG CASSIDY:  [1917]  Txt. Arthur Morley; Mus. [n/e]. 
HOT AND COLD:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
HOTEL DE BONS: [1919]  Txt. Art Slavin; Mus. [n/e]. 
HOTEL TOPSY TURVEY:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
HOT NIGHT, A:  [1927]  Txt. Phil Smith; Mus. [n/e]. 
HOUR OF ONE:  [1921]  Txt. Billy Maloney; Mus. [n/e] 
HOUSE THAT JACK BUILT, THE; OR, HARLEQUIN PROGRESS AND THE LOVES, LAUGHS AND  
 LAMENTS AND LABOURS OF JACK MELBOURNE AND LITTLE VICTORIA:  [1869]  Lib. W.M.  
 Akhurst; Mus. [n/e]. 
HOUSE THAT JACK BUILT, THE:  [1894]  Lib. Bert Royle; Orig Mus. Frank Eugarde; Add Mus. [n/e]. 
HOUSE THAT JACK BUILT, THE:  [1917] Lib/Mus. [n/e]. 
HOUSE THAT JACK BUILT, THE; OR, HARLEQUIN JACK BRISBANE:  [1878]  Lib Adapt (from W.M.  
 Akhurst)/Mus. [n/e]. 
HOUSE THAT JACK BUILT, THE; OR, HARLEQUIN JACK SYDNEY:  [1871]  Lib Adapt (from W.M.  
 Akhurst); Mus. Walter Rice. 
HOUSE THAT JACK BUILT, THE:  [1931]  Lib/Mus. [n/e]. 
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HOW MABEL'S LIFE WAS SAVED:  [1918]  Txt/Mus. [n/e]. 
HOW TO GET RID OF A MOTHER-IN-LAW:  [1918]  Txt. Arthur Morley; Mus. [n/e]. 
HOW TO TRAIN A HUSBAND:  [1925]  Txt. Dan Thomas; Mus. [n/e]. 
HUMPTY DUMPTY:  [1898]  Txt. Percy St John; Mus. [n/e]. 
HUMPTY DUMPTY:  [1920]  Lib/Mus. Harry Taylor. 
HUMPTY DUMPTY:  [1920]  Lib. Frank Dix; Mus incl. Victor Champion. 
HUMPTY-DUMPTY (WHO SAT ON A WALL): [1874] Lib Adapt. T. Carrington and J. Eville; Mus incl. Frederick  
 Coppin 
HUMPTY-DUMPTY; OR HARLEQUIN KING ARTHUR AND HIS THREE SONGS AND THE PRINCESS 
 ROSELEAF  [1877]  Lib/Mus. [n/e]. 
HUMOURS OF THE STRIKE, THE:  [1890]  Txt/Mus. [n/e]. 
HUNDRED VIRGINS, THE:  [see Les Cent Vierges, 1875] 
HUNTING DAYS:  [1922]  Txt/Mus. [n/e] 
HUNTSMAN, THE:  [1925]  Txt. Nat Phillips; Mus. [n/e].           [aka At the Hunt] 
HUSBAND AND WIFE:  [1897]  Txt/Mus. [n/e].                      [aka Matrimonial Troubles / Matrimonial Squabbles] 
 
IDES OF MARCH, THE:  [1885]  Txt Adapt/Mus. [n/e]. 
I DON'T WANT TO BE A JOCKEY:  [see Whips and Quips, 1922]. 
I DUE STUDENTI:  [1887]  Lib. Ugo Catani; Mus. Alfred Plumpton. 
IF; OR, AN OLD GEM RESET:  [1878]  Txt. Garnet Walch; Mus. [n/e]. 
IKE: [1926]  Txt. Charles Delavale; Mus. [n/e]. 
IKE'S VACATION:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
I LADRONI (THE ROBBERS):  [1879]  Lib. William Horace Lingard; Mus. Signor G. Operti. 
I'LL KILL THAT KID: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
ILL-TREATED ILL TROVATORE:  [1890]  Txt Adapt.(from H.J. Byron)/Mus. [n/e]. 
ILL-TREATED ILL TROVATORE:  [1892]  Txt Adapt. Harry Leston (from H.J. Byron); Mus. [n/e]. 
IL TROVATORE TRIO:  [1914]  Txt/Mus. [n/e]. 
I'M IN A FIX: [1918]  Txt/Mus. [n/e]. 
IMMOMEENA: [1893] Txt. Harry Congreve Evans and  Moritz Heuzenroeder; Mus [n/e]. 
I'M SORRY:  [1915]  Txt. Paul Stanhope; Mus. [n/e]. 
IN A BALLROOM: [1922]  Txt. George Wallace; Mus. [n/e]. 
IN A FOG:  [1890]  Txt. Fred Davys; Mus. [n/e]. 
IN A HAREM:  [1917]  Txt. Nat Phillips; Mus. [n/e].           [aka The Porters] 
IN AMSTERDAM:  [1919]  Lib Adapt. Walter Johnson and Fred Whaite; Mus. [n/e]. 
IN A SANATORIUM:  [see The Sanatorium, 1919] 
IN A SULTAN'S HAREM: [1922]  Txt/Mus. [n/e]. 
IN CAIRO:  [1920]  Txt/Mus. [n/e]. 
IN CHINA TOWN:  [1917]  Txt/Mus. [n/e]. 
IN FAIR JAPAN:  [1918]  Txt/Mus. [n/e]. 
INFANT, THE:  [1890]  Txt. Steele J. Robertson; Mus. G.G. Nicholls. 
IN HONOLULU:  [1920]  Txt/Mus. [n/e]. 
IN JOYLAND:  [see Joyland, 1916] 
IN LANTERN LAND:  [1918]  Txt/Mus. [n/e]. 
IN MEXICO:  [1916]  Txt. Les Bates; Mus. [n/e]. 
IN MEXICO: [1927]  Txt. Billy Cass; Mus. [n/e]. 
IN MEXICO:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
IN MEXICO:  [see also Mexicans, 1918 ] 
IN OLD JAPAN:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e]. 
IN OLD KENTUCKY:  [1916]  Txt. Arthur Morley; Mus. [n/e]. 
IN OLD SEVILLE: [1915]  Txt. Bert Le Blanc; Mus. [n/e].                      [aka Central 3251] 
IN SEARCH OF A STAR; OR, ALADDIN IN LOVE:  [1917]  Txt. T.H. Eslick; Mus. [n/e]. 
INSIDE OUT: [1919]  Txt/Mus. [n/e]. 
IN SOCIETY:  [1922]  Txt. Nat Phillips; Mus. [n/e]. 
IN SPAIN:  [see Mexicans, 1918] 
IN SUNNY JAPAN:  [1914]  Txt/Mus. [n/e]. 
IN SUNNY JAPAN:  [see also In Yokohama, 1917; In Tokyo, 1916; Oh Yokohama, 1916; In Fair Japan, 1918] 
INSURANCE AGENT, THE:  [1899]  Txt/Mus. [n/e]. 
IN THE ARMY:  [1917]  Txt. Nat Phillips; Mus various incl. Nat Phillips.                     [aka Soldiers / Two Stripes] 
IN THE BANK:  [1920]  Txt. Nat Phillips; Mus. [n/e].                              [aka Bankers] 
IN THE COURT OF FATHER XMAS: [1916]  Lib. Arthur Morley; Mus. [n/e]. 
IN THE HOSPITAL:  [1918]  Txt. Nat Phillips; Mus. [n/e]. 
IN THE HOSPITAL:  [see also Oh Doctor, 1918] 
IN THE SURF:  [1918]  Txt. Nat Phillips; Mus. [n/e].                     [aka Mixed Bathing / Surfers] 
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IN TOKYO: [1916]  Txt. Elton Black; Mus. [n/e]. 
INVISIBLE PRINCE, THE:  [1892]  Lib. Percy St John and James Wilkinson; Mus. [n/e]. 
INVITATIONS OUT:  [1915]  Txt/Mus. [n/e]. 
IN VACATION TIME:  [1915]  Txt/Mus. [n/e]. 
IN WATTS; OR, A BOMBSHELL OF JOY:  [1916]  Txt. Bert Le Blanc; Mus. [n/e]. 
IN WRONG:  [1921]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e].     [aka In the Wrong] 
IN YOKOHAMA:  [1917]  Txt/Mus. [n/e]. 
IN YOKOHAMA:  [see also Oh Yokohama, 1916; In Tokyo, 1916] 
IRISH MILLIONAIRE, THE:  [1890]  Txt. Dan Tracey; Mus. [n/e].                         [aka McGowan the Millionaire] 
ISIDORA:  [1885]  Lib/Mus. Luscombe Searelle. 
ISLE OF LOVE, THE:  [1924]  Txt. Con Moreni; Mus. [n/e] 
ISLAND OF SPICE: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
ISLE OF PERPETUAL YOUTH, THE:  [1921]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e].        [aka  
 The Isle of Youth] 
ITALIAN OPERA:  [1853]  Txt Adapt. J. C. Rainer; Mus. [n/e]. 
IT ENDED IN SPAIN:  [1933]  Txt. Jim Gerald; Mus. [n/e].              [aka The Stolen Garter] 
IT'S ALL YOURS:  [1922]  Txt. Jim Gerald; Mus. [n/e]. 
IVANHOE:  [1859]  Txt Adapt (from William and Robert Brough)/Mus. [n/e]. 
IXION:  [1866]  Txt Adapt. W.M. Akhurst (from F.C. Burnand); Mus. [n/e]. 
IXION:  [1867]  Txt Adapt. George Scott Hough; Mus. [n/e]. 
IXION; OR THE MAN AT THE WHEEL:  [1871]  Txt Adapt. J.R. Greville et al; (from F.C. Burnand)/Mus. [n/e]. 
IZZY FROM HONOLULU:  [1917]  Txt/Mus. [n/e]. 
 
JACK AND JILL:  [1918]  Lib. [n/e]; Mus incl. Robert Keers. 
JACK AND THE BEANSTALK; OR HARLEQUIN OGRE:  [1845]  Lib/Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1861]  Lib. James Mulholand; Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1891]  Lib. Cyril Sandham; Orig Mus. Edward Lloyd and Cyril Sandham.  
JACK AND THE BEANSTALK:  [1898]  Lib. [n/e]; Add Lib. Will Watkins; Orig Mus. James Ure; Add Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1900]  Lib/Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1918]  Lib. Harry Farrow; Mus incl. Louie Farrow. 
JACK AND THE BEANSTALK:  [1926]  Lib/Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1930]  Lib/Mus. [n/e]. 
JACK AND THE BEANSTALK:  [1934]  Lib Adapt. Bert Ray; Mus. [n/e]. 
JACK AND THE BEANSTALK; OR, HARLEQUIN NURSERY RHYMES:  [1871]  Lib Adapt. Frank Edwards  
 (from E.L. Blanchard); Mus. Prof. Hughes. 
JACK AND THE BEANSTALK; OR SEE-SAW MARGERY DAW:   [1882]  Lib Adapt. Joseph Brown (from Frank  
 W, Green); Mus. Walter J. Rice and W.H. Harrison. 
JACK THE GIANT KILLER:  [1860]  Lib Adapt. George Scott Hough (from H.J. Byron); Mus. [n/e]. 
JACK THE GIANT KILLER:  [1860]  Lib/Mus. [n/e]. 
JACK THE GIANT KILLER:  [1880]  Lib. Harry W. Emmet and J.R. Greville; Mus. Harry W. Emmet; Add Mus.  
 Lance Lenton. 
JACK THE GIANT KILLER:  [1891]  Lib. Garnet Walch; Orig Mus. H. Percy Kehoe; Add Mus. [n/e]. 
JACK THE GIANT KILLER:  [1893]  Lib Adapt. [n/e] (from G. Lash Gordon); Mus. Frank Eugarde. 
JACK THE GIANT KILLER:  [1897]  Lib. T.F. Doyle (Eng); Add Lib/Lyr. Lance Lenton and Edwin Fin; Orig Mus.  
 Carl Riedle; Add Mus. [n/e]. 
JACK THE GIANT KILLER:  [1926]  Lib/Mus. [n/e]. 
JACK THE GIANT KILLER AND HIS DOUGHY DEEDS:  [1878]  Lib. Garnet Walch; Orig Mus. Frederick  
 Coppin; Add Mus. [n/e]. 
JACK THE GIANT KILLER AND LITTLE BO-SHEEP:  [1887]  Lib. Alfred Maltby; Mus. Herr Küster. 
JACK THE GIANT SLAYER:  [1877]  Txt/Mus. [n/e]. 
JAPANESE DISTRICT, THE:  [1886]  Txt. [n/e]; Mus. incl. Nicholas La Feuillade. 
JEALOUS HUSBAND, THE:  [1929]  Txt. Bert Desmond; Mus. [n/e]. 
JEANETTE'S WEDDING:  [1858]  Txt Adapt. [n/e]; Mus. Sydney Nelson. 
JIM JAMS: [1927]  Txt. Paul Stanhope; Mus. [n/e] 
JIM JAMS: [1927]  Txt Adapt. Charles Delavale; Mus. [n/e]. 
JINGLES:  [1922]  Txt. Con Moreni; Mus. [n/e]. 
JOCKEYS: [1918]  Txt Nat Phillips; Mus. [n/e]. 
JOE'S JEST:  [1927]  Txt. Harry Ross; Mus. [n/e]. 
JOLLY TAR, THE: [1918]  Txt/Mus. [n/e]. 
JOYLAND:  [1916]  Txt. Les Bates; Mus. [n/e].              [aka In Joyland] 
JOYOUS JONES:  [1917]  Txt adapt (from Broadhurst) [n/e]; Mus. incl. George Willougby 
JOYOUS NIGHTS:  [see Nights of Joy, 1924] 
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JUDY CALLAGHAN; OR, THE WILD IRISHMAN AND THE FLYING DUTCHMAN:  [1870]  Txt. Frank  
 Edwards; Mus. [n/e]. 
JULIUS THE SNOOZER:  [1879]  Txt Adapt (after Shakespeare)/Mus. [n/e]. 
JUMBLY JOLLITIES:  [1904]  Txt/Mus. [n/e]. 
JUPITER'S FROLIC:  [1867]  Txt/Mus. [n/e]. 
JUST A GIRL:  [1925]  Txt. Phil Smith; Mus. [n/e]. 
 
KATHERINE:  [1895]  Lib. Margery Browne;  Mus. Guglielmo Lardelli. 
KEEPING FIT:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
KEEP IT DARK: [1917]  Txt. Bert Le Blanc; Mus. [n/e].    [aka Cohen and Levi in Paris] 
KEEP LAUGHING:  [1922]  Txt. Bert Le Blanc; Mus. [n/e]. 
KENILWORTH:  [1892]  Txt/Mus. [n/e]. 
KEWPIE DOLLS:  [1917] Txt. Jack Cosgrove; Mus. [n/e]. 
KEYSTONE POLICEMEN:  [1912]  Txt. Arthur Helmsley; Mus. [n/e]. 
KIDSTAKES JUNCTION:  [1918]  Txt/Mus.  [n/e]. 
KILLING THEM OFF: [1917] Txt. George Pagden; Mus. [n/e]. 
KING ARTHUR:  [1868]  Txt. W.M. Akhurst; Mus. [n/e]. 
KING BILLY:  [1869]  Txt/Mus. [n/e]. 
KING CARNIVAL'S INDESCRETION IN SEVEN SPASMS:  [1917]  Txt. T.H. Eslick; Mus. [n/e]. 
KING CHARMING:  [1860]  Txt Adapt (from J.R. Planche)/Mus. [n/e]. 
KING COCKATOO:  [1885]  Txt. Leopold Jordan; Mus. [n/e]. 
KING DODO:  [1905]  Lib. John Francis (after Frank Pixley); Add Lib/Lyr. John F. Sheridan and Winfield Blake;  
 Orig Mus. G. Luders; Add Mus incl. Frederick W. Weierter. 
KING HARLEQUIN:  [1912]  Lib. Rudolf Lother; Mus. George H. Clutsam. 
KING OF DETECTIVES, THE:  [1918]  Txt. Billy Watson; Mus. [n/e]. 
KING OF DUNOWHERESKI, THE:  [1921]  Txt. Walter George; Mus. [n/e]. 
KING OF PATAGONIA, THE:  [1919]  Txt. Al Bruce; Mus. [n/e]. 
KING OF THE FIJIS:  [1890]  Txt. Lance Lenton; Mus. Henry Hawkins. 
KING OF THE TRANQUIL VALLEY AND BRUTUS THE TYRANT:  [1880]  Lib Adapt (from J.R. Planche);  
 Mus. [n/e]. 
KING OF UTOPIA, THE:  [1876]  Txt Adapt. Perry Leach; Mus. Mr Jaffray. 
KING'S MINSTREL, THE:  [1859]  Txt Adapt (from J.R. Planche)/Mus. [n/e]. 
KISMET:  [1911]  Txt Adapt. Oscar Asche (after Edward Knoblock); Mus. Christopher Wilson. 
KISSING MAID, THE:  [1916]  Txt/Mus. [n/e]. 
KISS IN THE DARK:  [1916]  Txt. Arthur Morley; Mus. [n/e]. 
KISS ME GOODNIGHT: [1926]  Txt /Mus. [n/e]. 
KNIGHT OF THE BUFFS, A:  [1884]  Txt. Sam Keenan and W. Horace Bent; Mus. [n/e]. 
(K)NIGHTS OF JOY:  [see Nights of Joy, 1924) 
KOCH'S CONSUMPTION CURE:  [1891] Txt/Mus. [n/e]. 
KU-KLUX-KLAN:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
KUTE KIDS: [1919]  Txt. Art Slavin; Mus. [n/e]. 
 
LADIES PREROGATIVE, THE:  [1853]  Txt Adapt. W.M. Akhurst (from W.B. Bernard); Orig Mus. Sydney  
 Nelson; Add Mus. [n/e]. 
LADS OF THE VILLAGE:  [1924]  Txt. George Wallace; Mus. [n/e]                      [aka The Village Lads]  
LADY BELLE-BELLE, THE:  [1866]  Lib Adapt (from H.J. Byron)/Mus. [n/e]. 
LADY BUCCANEERS, THE:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e]. 
LADY DOLLY: [1900] Lib. Margery Browne; Mus. Alfred Hill. 
LA FETE DU VILLAGE:  [1875]  Lib. Mrs Henry Hughes; Mus. Henry Hughes and R. Down. 
L'AFRICAINE: [1866]  Txt Adapt. W.M. Akhurst (from G. Meyerbeer and A.E. Scribe); Mus. [n/e]. 
LALLA ROOKH:  [1880]  Lib Adapt. Mr Byrne (from William Brough); Mus. [n/e]. 
LANDLUBBER, THE:  [1889]  Txt. Garnet Walch; Mus. [n/e]. 
LANKY AND BULKY AT THE FAIR: [1918]  Txt. George Pagden; Mus. [n/e]. 
LA SONNAMBULA:  [1892]  Txt Adapt. Harry Leston (after Bellini); Mus. [n/e]. 
LAST OF THE OGRES:  [1864]  Txt Adapt. W. M. Akhurst (from J.R. Planche); Mus incl. Frank Howson and  
 Frederick Coppin .        [aka Prince Amiable; Or, The Last of the Ogres] 
LA TATANTULA:  [1859]  Txt Adapt. Albert Smith (from Francis Talfourd); Mus. [n/e]. 
LAUGHING MURRA:  [1921]  Txt. Mrs E.C. Davidson; Mus incl. Louis Lavater. 
LAVENDER TIME:  [1920]  Lib/ Mus. Fred Whaite. 
LAW AND ORDER:  [1927]  Txt. Nat Phillips; Mus. [n/e]. 
LELAMINE:  [1897]  Lib. [n/e]; Mus. Alfred R. Moultan. 
LEND ME A WIFE: [1917]  Txt/Mus. [n/e]. 
LES CENT VIERGES (THE HUNDRED VIRGINS): [see To the Green Isles Direct, 1874] 
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LES FLEURS DE SAVOIE:  [1874]  Txt/Mus. Henry Hughes. 
LET'S GO:  [1920]  Txt. Paul Stanhope and Charles Delavale; Mus. [n/e]. 
LIFE IN A GYPSY CAMP:  [1918]  Txt/Mus. [n/e]. 
LIFE IN A GYPSY CAMP:  [see also My Gypsy Maid, 1918] 
LIFE IN SYDNEY; OR, THE RAN DAN CLUB:  [1843]  Txt/Mus. [n/e]. 
LIFE ON THE OCEAN WAVE:  [1891]  Txt/Mus. [n/e]. 
LILAC TIME:  [1922]  Txt Adapt. Adrian Ross (after A.M. Willner and H. Reichert); Mus. Franz Schubert;  
Add Mus. George H. Clutsam and Heinrich Berté. 
LION'S ROAR, THE: [1919]  Txt. Joe Rox; Mus. [n/e]. 
LITTLE BIT OF IRISH, A:  [1917]  Txt. Victor Prince; Mus. [n/e]. 
LITTLE BLACK-EYED SUSAN:  [1891]  Txt Adapt. John F. Sheridan (after F.C. Burnand/Douglas Jerrold); Mus.  
 J.A. Robertson; Add Txt/Mus/Lyr. Bert Royle. 
LITTLE BLACK-EYED SUSAN:  [see also Black-Eyed Susan / Black-Ey'd Susan] 
LITTLE BO-PEEP:  [1922]  Lib. A.E. Martin; Mus. [n/e]. 
LITTLE BO PEEP:  [see also Bo-Peep] 
LITTLE DON GIOVANNI:  [1886]  Txt Adapt. F.W. Hume (from H.J. Byron); Mus. [n/e]. 
LITTLE DON GIOVANNI:  [1892]  Txt Adapt. Harry Leston (from H.J. Byron); Mus. [n/e]. 
LITTLE JACK HORNER:  [1861]  Txt. R.P. Weston; Mus. [n/e]. 
LITTLE JACK HORNER: [1919]  Lib/Mus. Harry Taylor. 
LITTLE JACK HORNER, THE ORIGINAL HERO OF THE CORNER: [1860]  Lib Adapt. W.M. Akhurst (from  
 E.L. Blanchard); Mus. [n/e]. 
LITTLE JACK SHEPPARD:  [1898]  Txt/Mus. [n/e]. 
LITTLE JACK SHEPPARD:  [see also Harlequin Little Jack Sheppard] 
LITTLE LARRIKIN, A:  [1919]  Lib. A. H. Taylor; Mus. Dora McGeoh. 
LITTLE LORD FUNKEY-BOY:  [1889]  Txt/Mus. [n/e]. 
LITTLE MONTE CRISTO:  [1888]  Txt Adapt. H.R. Duff; Mus. [n/e]. 
LITTLE OLD WOMAN WHO LIVED IN A SHOE, THE: [1926]  Lib/Mus. [n/e].     
LITTLE RED RIDING HOOD:  [see also Red Riding Hood] 
LITTLE RED RIDING HOOD:  [1889]  Lib. [n/e]; Mus Adapt. Cecilia Summerhayes (from Franz Abt). 
LITTLE RED RIDING HOOD:  [1923]  Lib. Jim Gerald; Mus. [n/e]. 
LITTLE RED RIDING HOOD:  [1928]  Lib. Frank Neil; Mus. [n/e]. 
LITTLE RED RIDING HOOD; OR, HARLEQUIN BOY BLUE:  [1884]  Lib Adapt. Lance Lenton (from Frank W.  
 Green); Mus. [n/e]. 
LITTLE RED RIDING HOOD; OR, KEEPING THE WOLF FROM THE DOOR:  [1899]  Lib. Bernard Espinasse;  
 Orig Mus. Leon Caron and Frederick W. Weierter; Add Mus. [n/e]. 
LITTLE RED RIDING HOOD AND HARLEQUIN BOY BLUE:  [1892]  Lib. Bert Royle; Mus. Lovell Phillips;  
 Add Mus/Lyr incl. Dr Byrne and Robert Courteneidge. 
LITTLE RED RIDING HOOD AND THE DEMON WOLF:  [1899]  Lib/Mus. [n/e]. 
LITTLE RED RIDING HOOD; OR, THE CRUEL WOLF, THE GOOD FAIRY AND THE POOR GRANNY:   
 [1894] Lib/Mus. [n/e].   
LITTLE TROUBADOUR:  [1889]  Txt/Mus. [n/e]. 
LIVE WIRES: [1927]  Txt/Mus. [n/e]. 
LIVING MODELS: [1917]  Txt/Mus. [n/e]. 
LOHENGRIN IN A NUTSHELL:  [1878] Txt Adapt. Garnet Walch (from Richard Wagner); Mus. [n/e]. 
LONDON TO BAGHDAD:  [1932]  Txt/Mus. [n/e]. 
LONE-GRIN:  [1885]  Txt. W. Horace Bent (from Richard Wagner); Mus. [n/e]. 
LOOK TO THE END:  [1875]  Lib. Henry Hughes; Mus. Henry Hughes. 
LOOK WHO'S HERE:  [1917]  Txt/Mus.  [n/e]. 
LORD FOR A NIGHT:  [1918]  Txt. Arthur Morley; Mus. [n/e]. 
LORD LOVEL AND LADY NANCY BELL:  [1868]  Txt Adapt (from F.C. Burnand)/Mus. [n/e]. 
LORDS:  [1918]  Txt. Nat Phillips; Mus. [n/e]. 
LOVE AND EXPERIENCE:  [1852]  Txt Adapt. (from M. Balzac) [n/e]; Orig Mus. Sydney Nelson; Add Mus [n/e]. 
LOVE AND POLITICS:  [1926]  Txt. F. Gayle Wyer; Mus. [n/e] 
LOVE, HONOUR AND OBEY:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e]. 
LOVELY LOVEJOY:  [1917]  Txt/Mus. [n/e]. 
LOVE OF AN INDIAN SQUAW, THE:  [1918]  Txt/Mus. [n/e]. 
LOVERS, THE:  [1899]  Txt/OrigMus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e]. 
LOVE'S SILVER DREAM:  [1869]  Lib Adapt. Garnet Walch; Mus. Andrew Moore. 
LOVEY DOVEY: [1926]  Txt. Charles Delavale; Mus. [n/e]. 
LOW-END GRIN:  [1877]  Txt Adapt (from Richard Wagner)/Mus. [n/e]. 
LUCREZIA BORGIA:  [1860]  Txt Adapt (from L.S. Buckingham)/Mus. [n/e]. 
LUCREZIA BORGIA:  [1886]  Txt Adapt. Charles and Harry Raynor (from L.S. Buckingham); Mus. [n/e]. 
LULU:  [1919]  Txt. Al Bruce; Mus. [n/e]. 
LUNATIC AT LARGE, A:  [1919]  Txt/Mus. [n/e]. 
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LURE OF THE RING, THE:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
LURLINE:  [1888]  Lib Adapt. Mr Hanby; Mus. [n/e]. 
LURLINE:  [1892]  Txt/Mus. [n/e]. 
 
MAC'S TROUBLES:  [1917]  Txt. Lester Brown; Mus. [n/e]. 
MADAM EXCUSE ME:  [1919] Txt/Mus. [n/e] 
MADEMOISELLE  MIMI:  [1920]  Txt.Mus. [n/e]                [aka Adieu Mimi / Hello Mimi] 
MAGICAL CIRCLE, THE:  [1873]  Txt. Frank Edwards; Mus. [n/e]. 
MAGIC CLOAK, THE:  [1896] Lib. Bernard Espinasse; Mus. Ernest P. Truman. 
MAGIC GUM TREE, THE:  [1934]  Lib/Mus. Arline Auer. 
MAGICIAN'S DAUGHTER, THE:  [1855]  Lib Adapt. Thomas Pavey (from W. and R. Brough); Mus. [n/e]. 
MAID OF THE MOUNTEBACKS:  [1921]  Txt. Pat Hanna; Mus. [n/e] 
MA-IN-LAW:  [1888] Txt. Garnet Walch; Mus. [n/e]. 
MAKING MOVIES BURLESQUED:  [1919]  Txt/Mus. [n/e]. 
MALVOLIO:  [1919]  Lib Adapt (after Shakespeare)/Mus. Fritz Hart. 
MAMA'S BOY:  [1924]  Txt. Phil Smith; Mus. [n/e]. 
MAMEENA:  [1914]  Txt Adapt. Oscar Asche (from H. Rider Haggard); Mus. [n/e]. 
MAM'SELLE ARMENTIERES: [1925]  Txt. Dan Thomas et al;  Mus. [n/e]. 
MANDARIN'S DAUGHTER, THE:  [see Willow Pattern Plate, 1861] 
MANICURE, SIR?: [1917]  Txt. Nat Phillips; Mus. [n/e].              [aka The Beauty Parlour] 
MAN IN BLACK, THE:  [1917]  Txt. Tom Haverley; Mus. [n/e]. 
MAN IN THE MOON:  [see Harlequin Man in the Moon, 1873] 
MANLESS ISLE, THE:  [1917] Txt. Walter Johnston; Mus. [n/e]. 
MAN OF MONEY, A: [1917] Txt/Mus. [n/e]. 
MAORI QUEEN, THE:  [see Rangatira Wahena, 1862] 
MARBLE-'OUSE SMELL-BURN:  [1889] Txt/Mus. [n/e]. 
MARITANA:  [1866]  Txt Adapt. W.M. Akhurst (from W.V. Wallace); Mus. [n/e].      [aka Mary Tanner] 
MARITANA:  [1866]  Txt Adapt/Mus. [n/e]. 
MARITANA: [see also Mary Turner, 1885] 
MARKET WOMAN, THE:  [1899]  Txt/Mus. [n/e]. 
MARRIED AND SETTLED:  [1928]  Txt. Billy Cass; Mus. [n/e] 
MARRIED BACHELORS: [1927]  Txt. Billy Cass; Mus. [n/e]. 
MARRIED BLISS-TERS:  [1928]  Txt. George Wallace; Mus. [n/e]. 
MARRIED BY MISTAKE:  [1880] Txt. Harry W. Emmett; Mus. Harry W. Emmett and Lance Lenton. 
MARRIED LIFE: [1926]  Txt. F. Gayle Wyer; Mus. [n/e]. 
MARRIED LIFE: [see also Matrimonial Manouvres, 1872] 
MARY'S LAMB:  [1925]  Txt. Phil Smith; Mus.  [n/e]. 
MARY TURNER:  [1885]  Lib/Mus. [n/e]. 
MASANIELLO:  [1861]  Txt Adapt. M. Alphonse and George Fawcett [Rowe] (from Robert Brough); Mus. [n/e]. 
MASSANIELLO; OR, THE SHE-MUTE, THE EMEUTE, OR THE PILCHARDS IN THE BAY OF NAPLES:   
 [1865]  Txt Adapt. W.M. Akhurst (from Auber); Mus. [n/e].         [aka Massaniello; Or, The  
 Fisherman, the Prince and the Donkey] 
MATHIS:  [1905]  Lib. William B. Beattie; Mus. Ernest Truman. 
MATINEE GIRL, THE:  [1916]  Txt. Les Bates; Mus. [n/e]. 
MATSA; OR QUEEN OF FIRE:  [1896]  Txt. Bert Royle and J.C. Williamson; Orig Mus. Leon Caron and George F. 
 Pack; Add Mus. [n/e]. 
MATRIMONIAL MANOEUVRES:  [1872]  Txt. George Darrell; Mus. [n/e].              [aka Matrimony / Married Life] 
MATRIMONIAL MIX-UP, A:  [1923]  Txt. George Drew; Mus incl. George Drew. 
MATRIMONIAL SQUABBLES:  [see Husband and Wife, 1897] 
MATRIMONIAL TROUBLES:  [see Husband and Wife, 1897] 
MATRIMONY:  [see Matrimonial Manoeuvres, 1872] 
ME AND MY GIRL:  [1929]  Txt. George Wallace; Mus. [n/e]. 
MECCA:  [see Cairo, 1920] 
MELBOURNE HUNT, THE:  [1857]  Txt/Mus. [n/e]. 
MEN IN POSSESSION, THE:  [1923]  Txt. George Storey; Mus. [n/e]. 
MEPH-FAUST-OPHELES:  [1870]  Txt. Frank Edwards; Mus. [n/e]. 
MERRY BANDITS, THE:  [1917]  Txt/Mus. [n/e]. 
MERRY BOUNDERS, THE:  [1922]  Txt. Walter Johnston; Mus. [n/e] 
MERRY FREAKS IN TROUBLOUS TIMES: [1843]  Lib. Charles Nagel; Mus. Isaac Nathan. 
MERRY MASQUERADER, THE:  [1923]  Txt. Jim Gerald; Mus. [n/e]. 
MERRY WHIRL:  [1928]  Txt. Eric Masters; Mus. [n/e]. 
MEXICANS:  [1918] Txt. Nat Phillips; Mus. [n/e].  [aka The Torreadors / In Mexico / Mexico / In Spain / Bullfighters] 
MICHAEL STROGOFF:  [1882]  Txt Adapt. J. Burdett Howe (after Jules Verne); Mus. [n/e]. 
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MILD FLIRTATION, A:  [1919]  Txt/Mus. [n/e]. 
MIDNIGHT CABARET, A:  [1919]  Txt/Mus. [n/e]. 
MIDNIGHT CABARET, A: [1926]  Txt Bert Desmond; Mus. [n/e]. 
MIDNIGHT CLUB, THE:  [1917]  Txt. Victor Prince; Mus. [n/e]. 
MIDNIGHT FROLICS:  [1928]  Txt/Mus. [n/e]. 
MIDNIGHT MYSTERY, A:  [1854]  Txt. F.M. Soutten; Mus. Sydney Nelson. 
MIDNIGHT REVELS:  [1924]  Txt. George Wallace; Mus incl. George Wallace. 
MILLER AND THE SWEEP, THE:  [1895]  Txt. W.H. Speed (after H. Rider Haggard); Mus. [n/e]. 
MILLIONAIRE FOR A NIGHT:  [1922]  Txt. Jim Gerald; Mus. [n/e]. 
MILLIONS IN IT:  [see There's Millions in It, 1918] 
MIRROR OF BEAUTY, THE:  [1855]  Txt. W.M. Akhurst; Mus incl. E.J. Loder. 
MISS CHILLY FROM CHILE: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
MISSISSIPPI CABARET: [1920]  Txt/Mus. [n/e]. 
MIXED BATHING:  [see In the Surf, 1918] 
MIXED BRIDES, THE:  [1934]  Txt. Jim Gerald; Mus. [n/e]. 
MIXED GOODS: [1918]  Txt. George Edwards; Mus. [n/e]. 
MIXTURES:  [1898]  Txt/Mus. [n/e]. 
MIX-UP AT MANLY, A: [1917] Txt/Mus. [n/e]. 
MOCK CATALANI IN LITTLE PUDDLETON, THE:  [see Sham Catalini in Little Puddleton, 1842]    
MODERN BLUEBEARD:  [1910]  Lib/Mus. Harry Taylor. 
MODERN BLUEBEARD:  [see also Bluebeard, 1917] 
MONEY AND MATRIMONY:  [1925]  Txt. George Wallace; Mus. [n/e]. 
MONEY TO BURN:  [1928]  Txt. Nat Phillips; Mus. [n/e]. 
MONKEY GLANDS: [1927]  Txt. Billy Cass; Mus. [n/e]. 
MONTE CARLO: [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
MONTE CARLO: [1917]  Txt. Joe Rox; Mus. [n/e]. 
MOONLIGHT REVELS: [1926]  Txt. Harry Cash; Mus. [n/e]. 
MOORISH MAID, A:  [1905]  Lib. J. Youlin Birch; Add Lib. David Souter (1910); Mus. Alfred Hill.  [aka Queen  
 of the Riffs] 
MOORISH MAID, A:  [1933]  Txt. Jim Gerald; Mus. [n/e]. 
MORDGRUNDBRUCK:  [1870]  Lib/Mus. Carl Putman. 
MOTHER GOOSE:  [1914]  Lib. Fred W. Weierter; Mus. Fred W. Weierter et al. 
MOTHER GOOSE:  [1915]  Lib. J. Hickory Wood; Add Mus. Reginald Franklin; Orig Mus. Victor Champion; Add  
 Mus. [n/e]. 
MOTHER GOOSE:  [1922]  Lib/Lyr. Nat Phillips; Orig Mus/Lyr. W. Hamilton Webber; Add Mus. various [n/e]. 
MOTHER GOOSE:  [1924]  Lib/Mus. [n/e]. 
MOTHER GOOSE:  [1927]  Lib. Bert Ray; Mus. [n/e]. 
MOTHER GOOSE:  [1927]  Lib. Frank Neil; Mus. [n/e]. 
MOTHER GOOSE:  [1934]  Lib. Frank Neil and Jim Gerald; Mus. [n/e]. 
MOTHER GOOSE AND THE ENCHANTED BEAUTY:  [1887]  Lib Adapt. Henry Cargill (from E.L. Blanchard);  
 Mus. Frank Fowler, Duncan Macallum and Mr Lindsell. 
MOTHER GOOSE AND THE ENCHANTED BEAUTY:  [1885]  Lib Adapt. H.R. Duff (from E.L. Blanchard);  
 Mus. [n/e]. 
MOTHER HUBBARD:  [1919]  Lib/Lyr. Leonard F. Durrell; Mus incl. Robert Keers. 
MOTHER HUBBARD:  [see also Old Mother Hubbard] 
MOTHER HUBBARD'S CHRISTMAS PARTY:  [1932]  Lib. J. S. Heron; Mus. [n/e]. 
MOTHER SAYS I MUSTN'T:  [1872]  Txt. Garnet Walch; Mus. [n/e]. 
MOTOR CAR BURLESQUE, A:  [1917]  Txt/Mus. [n/e]. 
MOUNTAIN MAID, A: [1927]  Txt. Billy Cass; Mus. [n/e]. 
MOUSTIQUE:  [1889]  Txt. Marcus Clarke; Mus. Henri Kowalski.           [aka Queen Venus, 1882] 
MRS DOOLEY'S JOKE:  [see Mrs Goldstein, 1902] 
MRS GOLDSTEIN:  [1902]  Txt. John F. Sheridan and Pat Finn; Mus. Frederick W. Weireter; Add Mus/Lyr. Charles  
 Kenningham.                     [aka Mrs Dooley's Joke] 
MUGSY IN A CABARET:  [1929]  Txt. Bert Desmond; Mus. [n/e]. 
MUGSY OUT WEST:  [1929]  Txt. Bert Desmond; Mus. [n/e]. 
MULDOON'S PICNIC:  [1894]  Txt Adapt/Mus. [n/e]. 
MULDOON'S PICNIC:  [1916]  Txt Adapt. James Craydon; Mus. [n/e]. 
MULLIGAN'S MIX-UP: [1921]  Txt. George Wallace; Mus. [n/e]. 
MULTIPLICATION IS VEXATION, DIVISION IS AS BAD:  [1856]  Txt. W.M. Akhurst; Mus. [n/e]. 
MUMMY, THE:  [1916]  Txt/Mus. [n/e]. 
MUM’S THE WORD:  [1919]  Txt/Mus. [n/e].  
MUM'S THE WORD [see also Don't Tell the Wife, 1924] 
MURDER VALLEY BRIDGE:  [see Mordgrundbruck, 1870] 
MUSICAL COMEDY GIRL, THE: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
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MUSICAL COMEDY GIRL, THE: [1919]  Txt/Mus. [n/e]. 
MUSICAL TROUBLES:  [1897]  Txt. Will Watkins and Mr Sherwin; Mus. [n/e]. 
MUSIC MAD:  [1897]  Txt/Mus. [n/e]. 
MUUTCHAKA:  [1888]  Txt. Louis Bayer; Mus. [n/e]. 
MUSTARD POT, THE:  [1927]  Txt. Nat Phillips; Mus. [n/e]. 
MY BOY JOHNNY:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
MYDEA - A LESSON TO HUSBANDS:  [1860]  Txt. George Fawcett [Rowe]; Mus. [n/e]. 
MY GYPSY GIRL:  [1919]  Txt/Mus. [n/e].   
MY GYPSY MAID:  [1918]  Txt/Mus. [n/e].   
MY GYPSY MAID:  [see also Life in a Gypsy Camp, 1918] 
MY LITTLE CHINEE GIRL IN CHINA:  [1918]  Txt/Mus. [n/e]. 
MY MOROCCO MAID: [1925]  Txt/Mus. [n/e]. 
MY MOUNATIN MAID:  [1926]  Txt. Emund Warrington; Mus. [n/e]. 
MY PAL GINGER:  [1928]  Txt/Mus. [n/e]. 
MY WIFE'S BABY: [1927]  Txt. Billy Cass; Mus. [n/e]. 
 
NAGLETONS, THE:  [1860]  Txt/Mus. [n/e]. 
THE NAUGHTY EARL: [see Not Likely, 1926] 
NAUGHTY HUSBAND, THE:  [1926]  Txt. Jim Gerald; Mus. [n/e].       [aka Honeymoon Troubles] 
NECK FOR NECK:  [1883]  Txt. Arthur Vivian; Mus. [n/e]. 
NED KELLY AND THE WOWSER:  [1924]  Txt. Con Moreni; Mus. [n/e] 
NEIL WYNNE WINS: [1925]  Txt/Mus. [n/e]. 
NELL GWYNNE:  [1920]  Txt/Mus.  [n/e]. 
NEW BARMAID, THE:  [1920]  Txt Adapt. George Edwards (from John F. Sheriden); Mus. [n/e]. 
NEW LANDLORD, THE:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e]. 
NEW M.P.:  [1920]  Txt. Al Bruce; Mus. [n/e]. 
NEW RECRUIT, THE:  [1919]  Txt. Jim Gerald; Mus. [n/e].                [aka The Raw Recruit] 
NEW STENOGRAPHER, THE: [1917]  Txt. George Pagden; Mus. [n/e]. 
NIGHT CLUB, THE:  [1923]  Txt. George Storey; Mus. [n/e]. 
NIGHT IN BOHEMIA, A:  [1917]  Txt/Mus. [n/e]. 
NIGHT IN HONG KONG, A:  [1920]  Txt/Mus. [n/e]. 
NIGHT IN PARIS, A:  [1916]  Txt. Arthur Morley; Mus. [n/e]. 
NIGHT IN VENICE, A:  [1918]  Txt. Les Williams; Mus. [n/e]. 
NIGHT LIGHTS:  [1926]  Txt. George Wallace; Mus. [n/e]. 
NIGHTS OF JOY:  [1924]  Txt. Jim Gerald; Mus. [n/e].                [aka (K)nights of Joy] 
NIGHTY NURSE: [1922]  Txt/Mus. [n/e]. 
1914-1918; OR, FOR THE DURATION:  [1922]  Txt. Jim Gerald; Mus. [n/e].              [aka For the Duration] 
NOBLE ORDER OF BAD LADS, THE:  [1916]  Txt/Mus. [n/e]. 
NO NAME:  [1865]  Txt Adapt. Kate Warde (from Wilkie Collins); Mus. [n/e]. 
NORTH-EAST LYNNE:  [1905]  Txt Adapt/Mus. [n/e]. 
NORTH-EAST LYNNE:  [1905]  Txt Adapt. Wilton Swift; Mus. [n/e]. 
NORTH-EAST LYNNE:  [1920]  Txt Adapt/Mus. [n/e]. 
NORTH, SOUTH, WEST AND EAST LYNNE:  [1891]  Txt. Lance Lenton; Mus. [n/e]. 
NOSEY PARKER NOSE: [1918]  Txt. George Edwards; Mus. [n/e]. 
NOT A WORD TO THE WIFE: [1915]  Lib. Arthur Morley; Mus. [n/e]. 
NOT LIKELY:  [1926]  Txt. Jim Gerald; Mus. [n/e].               [aka The Naughty Earl] 
NOTIONS: [1925]  Txt. Charles Delavale;  Mus. [n/e]. 
NOT YET: [1921]  Txt. George Ward and Charles L. Sherman; Mus. [n/e]. 
NYMPH OF THE BOTANY SWAMPS, THE:  [1868]  Txt Adapt/Mus. [n/e]. 
NYMPH OF THE LURLEYBURG, THE:  [1860]  Txt Adapt. W.M. Akhurst (from H.J. Byron); Mus. [n/e]. 
 
OBERON:  [1865]  Txt Adapt. G.B. Barton (from Weber); Mus. [n/e]. 
ODDS AND ENDS:  [1921]  Txt/Mus. [n/e] 
ODDS AND ENDS:  [1921]  Txt. Humphrey Bishop; Mus. [n/e] 
ODDS ON:  [1922]  Txt/Mus. [n/e]. 
OFF TO ALABAM:  [1919]  Txt/Mus. [n/e]. 
OFF TO BED: [1927]  Txt. Bert Desmond; Mus. [n/e]. 
OFF HONOLULU:  [1924]  Txt. George Wallace; Mus. [n/e].                 [aka Off to Honolulu / S. S. Sunshine] 
OFF TO THE RACES: [1917]  Txt/Mus. [n/e]. 
OFF TO THE WAR:  [1876]  Txt. E. Lewis Scott; Mus. [n/e]. 
OH AUNTIE:  [1926]  Txt. Nat Phillips; Mus. [n/e]. 
OH AUNTIE:  [1929]  Txt. Phil Smith; Mus. [n/e]. 
OH BOY:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
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OH DOCTOR:  [1917]  Txt. Nat Phillips; Mus. [n/e]. 
OH DOCTOR:  [see also In the Hospital, 1918] 
OH MR KELLY: [1926]  Txt. Billy Cass; Mus. [n/e]. 
OH MUM:  [1922]  Txt. Jim Gerald; Mus. [n/e]. 
OH THAT HAT: [1917]  Txt. Maurice Chenoweth; Mus. [n/e]. 
OH WHAT A NIGHT:  [1933]  Txt. George Wallace; Mus. [n/e]. 
OH YOKOHAMA:  [1916]  Txt. Elton Black; Mus. [n/e]. 
OH YOKOHAMA:  [see also In Yokohama, 1917; In Tokyo, 1916] 
OH YOU BABY DOLL: [1919]  Txt/Mus. [n/e]. 
OH YOU GIRLS:  [1917]  Txt. Lester Brown; Mus. [n/e]. 
OH YOU KID:  [1919]  Txt. Al Bruce; Mus. [n/e]. 
OH YOU WONDERFUL GIRL:  [1926]  Txt. F. Gyle Wyer; Mus. [n/e] 
OLD KING COLE:  [1929]  Lib. Alf Coleman and Bert Desmond; Mus. [n/e]. 
OLD MOTHER HUBBARD: [1914] Lib. Harry Taylor; Mus. [n/e]. 
OLD MOTHER HUBBARD:  [1931]  Lib. Charles Delavale; Mus. [n/e]. 
OLD SEVEILLE:  [see In Old Seville, 1916] 
OLD WOMAN WHO LIVED IN A SHOE, THE: [1921]  Lib. Billy Maloney; Mus. Fred Whaite. 
OLD WOMAN WHO LIVED IN A SHOE, THE: [1926]  Lib/Mus. [n/e].   
OLD WOMAN WHO LIVED IN A SHOE:  [see also The Little Old Woman Who Lived in a Shoe, 1926] 
OLD WORLD REMINISCENCES:  [1904]  Txt/Mus. [n/e]. 
ON A BUS:  [1916]  Txt/Mus. [n/e].        [aka A London Bus] 
ONCE ABOARD A LUGGER:  [1926]  Txt. Jim Gerald; Mus. [n/e].        [aka A Way We Have in the Navy] 
ONCE UPON A TIME THERE LIVED TWO KINGS:  [see King of the Tranquil Valley and Brutus the Tyrant, 1880] 
ONCE UPON A TIME THERE WERE TWO KINGS:  [1862]  Txt Adapt (from J.R. Planche)/Mus. [n/e]. 
ON DECK:  [1916]  Txt. Arthur Morley; Mus. [n/e]. 
ONE BEHIND:  [1888]  Txt/Mus. [n/e]. 
ONKEL BECCKERS GEASCHICHTE: [1882]  Lib/Mus. Moritz Heuzenroeder. 
ONLY A KISS:  [1889]  Txt/Mus. [n/e]. 
ON STRIKE:  [1891]  Txt. W. Horace Bent; Mus. [n/e]. 
ON THE BRAIN: [1917] Txt/Mus. [n/e]. 
ON THE FARM:  [1915]  Txt. Paul Stanhope and Les Bates; Mus. [n/e]. 
ON THE FARM:  [see also On the Ranch, 1916; On the Land, 1916; Fooling the Farmer, 1917; Fun on the Farm, 1926] 
ON THE LAND:  [1916] Txt. Arthur Morley; Mus. [n/e]. 
ON THE LAND:  [see also On the Farm, 1915; On the Ranch, 1916; Fooling the Farmer, 1917; Fun on the Farm, 1926] 
ON THE PROMENADE:  [1918]  Txt/Mus. [n/e]. 
ON THE RANCH:  [see Fun on a Ranch, 1916 / see also On the Farm, 1915; On the Land, 1916; Fooling the Farmer,  
 1917; Fun on the Farm, 1926] 
ON THE RIO GRANDE:  [1928]  Txt. George Ward; Mus. [n/e]. 
ON THE RIVER:  [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
ON THE SANDS:  [1915] Txt. Arthur Morley; Mus. [n/e]. 
ON THE SCENT:  [1925]  Txt. Phil Smith; Mus. [n/e]. 
ON THE WHARF:  [see Wharfies, 1917] 
ON THE WHEEL:  [1925]  Txt. Phil Smith; Mus. [n/e]. 
ON UNCLE:  [1928]  Txt/Mus. [n/e]. 
ON WAIKIKI BEACH:  [1919]  Txt/Mus. [n/e]. 
ON YOUR NUT:  [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
OOJAH BIRD, THE:  [4  Txt. George Wallace; Mus. [n/e].      [aka Harem Scarem] 
OPERATIC NIGHTMARE, AN:  [1916]  Txt/Mus. [n/e] 
OPERATIC RESTAURANT:  [1916]  Txt/Mus. [n/e].           [aka Burlesque Musical Restaurant] 
ORANGE GIRL, THE:  [1917]  Txt/Mus. [n/e]. 
ORANGE PIPS:  [1928]  Txt. George Storey; Mus. [n/e] 
ORPHEUS:  [1872] Txt Adapt. Garnet Walch (from J.R. Planche); Mus. [n/e]. 
OUR AUDIENCES:  [1912]  Txt/Mus. [n/e]. 
OUR LETTER CARRIERS:  [1888] Txt. Garnet Walch; Mus. [n/e]. 
OUR NATIONAL DEFENCES:  [1859]  Txt Adapt/Mus. [n/e]. 
OUR VILLAGE:  [1880]  Txt. Harry W. Emmett; Mus. David Cope. 
OUR VOLUNTEERS AT THE FLOWER SHOW:  [1860]  Txt. Archibald Murray; Mus. [n/e]. 
OUT WEST: [1923]  Txt. George Ward and Charles L. Sherman; Mus. [n/e]. 
OVER AND UNDER:  [1928]  Txt. Charles Delavale;  Mus. [n/e]. 
OVERNIGHT:  [1926]  Txt. F. Gayle Wyer; Mus. [n/e]. 
OVER THE HILLS, TALLY-HO: [1922]  Txt. George Wallace; Mus. [n/e]. 
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PAINTERS:  [1917]  Txt. Nat Phillips; Mus. [n/e]. 
PAIR OF LUNATICS, A:  [1897]  Txt/Mus. [n/e]. 
PAKEHA MAORI, THE:  [see Whakeau, the Pakeha Chief, 1862] 
PALMISTRY UP-TO-DATE:  [1916]  Txt/Mus. [n/e]. 
PALMIST'S TENT, THE:  [1919]  Txt/Mus.  [n/e]. 
PANTOMIME DE VARIETY:  [1895]  Txt. [n/e]; Mus. H. Hawkins et al. 
PANTOMIME REVELS: [1927]  Txt. Jim Gerald; Mus. [n/e]. 
PAOLO AND FRANCESCA:  [1920]  Lib. [n/e]; Mus. Claude M. Haydon. 
PAPILLONETTA:  [1871]  Txt Adapt. Frank Edwards (from William Brough); Mus. [n/e]. 
PARDON ME:  [1915]  Txt/Mus. [n/e]. 
PARIS; OR, VIVE LEMPRIERE:  [1866]  Txt Adapt (from F.C. Burnand)/Mus. [n/e]. 
PARIS THE PRINCE AND HELEN THE FAIR:  [1868]  Txt. W.M. Akhurst; Mus. incl. Julius Siede. 
PARSIFAL: [1906] Txt. Thomas Hilhouse Taylor; Mus. Christian Helleman. 
PEARL OF PERSIA, THE:  [1917]  Txt/Mus. [n/e].               [aka The Rajah's Missing Pearl] 
PERFECTION:  [1872]  Txt. Marcus Clarke; Mus. [n/e]. 
PETERKIN'S PICNIC:  [1872]  Txt. Frank Edwards; Mus. [n/e]. 
PHANTOM SHIP, THE: [1880]  Txt. Katherine Russell; Mus. [n/e]. 
PHARAOH'S DAUGHTER, THE:  [1923]  Txt. Con Moreni; Mus. [n/e]. 
PHOTOGRAPHY:  [1915]  Txt/Mus. [n/e].                  [aka The Photographer's Mistake / Photography] 
PICK-A-DILLY:  [1919]  Txt. Paul Stanhope; Mus. [n/e]. 
PICKING 'EM OUT: [1916]  Txt. Arthur Morley; Mus. [n/e]. 
PICKLED PORTER, THE:  [1924]  Txt. George Wallace; Mus incl George Wallace. 
PIERRETTE:  [1914]  Lib/Mus. Fritz Hart. 
PILGRIM OF LOVE, THE; OR HARLEQUIN PRINCE AHMED, THE TALKING COCKATOO AND THE  
ENCHANTED HORSE:  [1860]  Lib Adapt (from H.J. Byron/Washington Irving)/Mus. [n/e]. 
PILGRIM OF LOVE, THE; OR, THE PARROT AND THE PRINCESS:  [1868]  Txt Adapt (from H.J. Byron)/Mus.  
 [n/e]. 
PILGRIM OF LOVE AND THE ENCHANTED HORSE, THE:  [1860]  Txt/Mus. [n/e]. 
PIRATE KING, THE:  [1914]  Txt/Mus. [n/e]. 
PIRATES OF PARRAMATTA:  [1907]  Txt/Mus. [n/e]. 
PIRATE'S RETURN, A:  [1916] Txt/Mus. [n/e]. 
PLAY THE GAME:  [1916]  Txt/Mus. [n/e]. 
PLEASE GET MARRIED:  [1928]  Txt. Lewis Allen Browne (USA); Add Txt. Frank Neil; Mus. Jack O'Hagen. 
PLUCKY YOUTH; OR, LITES O'SYDNEY, A:  [1883]  Txt. W. Horace Bent; Mus. [n/e]. 
PLUMBERS:  [1916]  Txt. Nat Phillips; Mus. [n/e].        [aka Yes We Don't] 
PLUMBER'S DILEMMA, THE:  [1934]  Txt. Jim Gerald; Mus. [n/e] 
PLUTO; OR THE MAGIC LYRE:  [1876] Txt Adapt. Garnet Walch (from H.J. Byron); Mus. [n/e]. 
PLUTO AND PROSPERPINE:  [1860]  Txt Adapt (from Francis Talfourd); Mus. [n/e]. 
POLICEMEN:  [1917]  Txt. Nat Phillips; Mus. [n/e].               [aka The Police] 
POMMY BRIDE, THE:  [1921]  Txt/Mus. [n/e]. 
PONG WONG THE MANDARIN:  [1857]  Txt. Henry Thornton Craven; Mus. [n/e]. 
POPPING THE QUESTION:  [1897]  Txt/Mus. [n/e]. 
POPULAIRE:  [1886]  Lib. Thomas Moser; Mus. R. Hector McLean. 
PORTERS, THE:  [see In a Harem, 1918] 
POT POURRI, A:  [1918]  Txt. Nat Phillips; Mus. [n/e].               [aka Go as you Please] 
PREDATORAS; OR, THE BRIGAND'S BRIDE:  [1894]  Lib. Francis Hart; Mus. William Robinson.  [aka The  
Handsome Ransom; Or, The Brigand's Bride] 
PRESENT AND PAST:  [1921]  Txt/Mus. [n/e]. 
PRINCE AMIABLE; OR THE LAST OF THE OGRES:  [see The Last of the Ogres, 1864] 
PRINCE CHARMING:  [1927] Txt/Mus. [n/e]. 
PRINCE DARLING:  [1875]  Lib. Frank Towers; Mus. [n/e]. 
PRINCE DORUS:  [1872]  Txt Adapt. S.H. Banks (from Tom Taylor); Mus. [n/e]. 
PRINCE ENTERPRISE:  [1874]  Txt. Samuel Lazar and Arthur Diamond; Mus. [n/e]. 
PRINCE OF OSTEND, THE:  [1923]  Txt. George Storey; Mus. [n/e]. 
PROMETHEUS:  [1870] Txt Adapt. Garnet Walch (from Robert Reece); Mus incl. Garnet Walch. 
PUFF PASTE: [1926]  Txt. Bert Desmond; Mus. [n/e]. 
PUNCHINELLO:  [1919]  Txt Adapt. Yorke Gray; Mus. Fred Whaite [n/e]. 
PUSH THE BELL:  [1917]  Txt/Mus. [n/e]. 
PUSS IN BOOTS:  [1861]  Lib Adapt (from J.R. Planche)/Mus. [n/e]. 
PUSS IN BOOTS:  [1862]  Lib. George Fawcett [Rowe]; Mus. [n/e]. 
PUSS IN BOOTS:  [1900]  Lib Adapt. J.A. Philp; Mus. [n/e]. 
PUSS IN BOOTS:  [1922]  Lib. Frank Neil; Mus. [n/e]. 
PUSS IN BOOTS:  [1926]  Lib. Bert Desmond; Mus. [n/e]. 
PUSS IN BOOTS:  [1926]  Lib. Jim Gerald and Frank Neil; Mus incl. W. Hamilton Webber. 
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PUSS IN BOOTS:  [1930]  Lib. [n/e]; Mus incl. Howard Carr. 
PUSS IN BOOTS:  [see also Harlequin Mother Hubbard and Puss in Boots, 1861] 
PUSS IN BOOTS; OR, HARLEQUIN AND THE MILLER'S SON:  [1847]  Lib/Mus. [n/e]. 
PUZZLES: [1927]  Txt. Charles Delavale et al; Mus. [n/e]. 
PYGMALION AND HIS GAL (A DEAR):  [1873] Txt Adapt. Garnet Walch (from W.S. Gilbert); Mus. [n/e]. 
 
QUAINT ODDITIES:  [1904]  Txt/Mus. [n/e]. 
QUEEN OF BEAUTY, WHO HAD A FIGHT WITH THE GENII, THE: [1861]  Txt Adapt. W. M. Akhurst; Mus.  
 [n/e]. 
QUEEN OF THE RIFFS:  [see A Moorish Maid, 1906] 
QUEEN’S LOVE, THE:  [1845]  Txt. David Burn; Mus incl. Isaac Nathan. 
QUEEN VENUS:  [see Moustique, 1882] 
QUITE COLONIAL:  [1853]  Txt. W.M. Akhurst; Mus. Sydney Nelson. 
 
RAGGING THE KEEL ROW:  [1919]  Txt/Mus. [n/e]. 
RAGTIME TRAIN, THE: [1917]  Txt. Joe Rox; Mus. [n/e]. 
RAILWAY TANGLE, A:  [1917]  Txt. Walter Johnson; Mus. [n/e]. 
RAILWAY TANGLE, A:  [see also The Flyaway Girl, 1916] 
RAINBOW GIRL, THE: [1917]  Txt/Mus. [n/e]. 
RAINBOW REVELS:  [1877]  Txt. Garnet Walch; Mus. [n/e]. 
RAJAH OF DAMPOOR, THE:  [1919]  Txt. [n/e]; Mus. incl. Fred Whaite. 
RAJAH OF SHIVAPORE, THE: [1917]  Lib. David Souter; Mus. Alfred Hill. 
RAJAH OUTDONE, THE:  [1919]  Txt/Mus. [n/e]. 
RAJAH'S MISSING PEARL, THE:  [see The Pearl of Persia, 1917] 
RANGATIRA WAHENE:  [1862]  Txt. Robert Percy Whitworth; Mus. [n/e].                       [aka The Maori Queen] 
RATS:  [see Rough on Rats, 1897] 
RAW RECRUIT, THE:  [see The New Recruit, 1919] 
RAYMOND AND AGNES:  [1874]  Lib/Mus. William Russell. 
RAZZLE DAZZLE:  [1917]  Txt. Paul Stanhope; Mus. [n/e]. 
RAZZLE DAZZLE: [1922]  Txt. Bert Le Blanc; Mus. [n/e]. 
RECORDS: [1927]  Txt. Charles Delavale; Mus. [n/e]. 
RED RIDING HOOD:  [1919]  Lib. Frank Neil; Mus. [n/e]. 
RED RIDING HOOD:  [1920]  Txt/Mus. [n/e]. 
RED RIDING HOOD:  [1931]  Lib/Mus. [n/e]. 
RED RIDING HOOD:  [see also Little Red Riding Hood] 
RED RIDING HOOD'S TEMPTATION:  [1898]  Lib. Miss Cush Heinbockle; Mus. [n/e]. 
RED ROSE OF FRANCE:  [1920]  Txt/Mus. [n/e]. 
REGISTRAR, THE:  [1916]  Txt/Mus. [n/e]. 
REMNANTS: [1924]  Txt. Nat Phillips; Mus. [n/e]. 
REQUEST WEEK: [see Your Own Show, 1924 - re: Jim Gerald] 
REVIEW OF REVUE, A:  [1926]  Txt. F. Gayle Wyer; Mus. [n/e]. 
REVELLERS, THE:  [1916] Txt/Mus. [n/e]. 
RHAPSODIES OF 1935:  [1935]  Txt. [n/e]; Mus incl. Jack O'Hagan. 
RIDDLE ME RIDDLE ME REE:  [1854]  Txt. Nelson Lee; Mus. [n/e]. 
RIGHT HERE:  [1922]  Txt. Jim Gerald; Mus. [n/e]. 
RIGHTS OF WOMEN, THE:  [1854]  Txt. W.M. Akhurst; Mus. Sydney Nelson. 
RIGHT TURN:  [1921]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
RIQUET WITH THE TUFT:  [1872]  Lib Adapt. Frank Edwards (from E.L. Blanchard); Mus. [n/e]. 
RISING TIDES:  [1926]  Txt. George Wallace; Mus. [n/e]. 
RIVALS, THE:  [1917]  Txt. Wal Cottier; Mus. [n/e]. 
ROAMIN' ROMANS:  [1922]  Txt. George H. Ward and Chales L. Sherman; Mus, [n/e] 
ROARING RAJAH, THE: [1927]  Txt. Billy Cass; Mus. [n/e]. 
ROBBERY OVER ARMS: [1891] Txt Adapt. W. Horace Bent (after Alfred Dampier/Rolf Boldrewood); Mus. [n/e].    
 [aka Robbery Under Arms] 
ROBIN HOOD:  [1932]  Lib/Mus. [n/e]. 
ROBINSON CRUSOE:  [see also Harlequin Robinson Crusoe] 
ROBINSON CRUSOE:  [1886]  Lib Adapt. Alfred Maltby (after Defoe); Orig Mus. Alfred Cellier; Add Mus. [n/e]. 
ROBINSON CRUSOE:  [1897]  Lib. incl. Will Watkins with E. Stowe; Orig Mus. R.F. Hess; Add Mus. [n/e]. 
ROBINSON CRUSOE:  [1899]  Lib/Mus. [n/e]. 
ROBINSON CRUSOE:  [1891]  Lib Adapt. G. Essex Evans (after Daniel Defoe); Mus. [n/e]. 
ROBINSON CRUSOE:  [1895]  Lib Adapt. Bert Royle (after Daniel Defoe); Mus. Frank Eugarde. 
ROBINSON CRUSOE:  [1919]  Lib Adapt (after Daniel Defoe)/Mus. Harry Taylor. 
ROBINSON CRUSOE:  [1919]  Lib Adapt. Elton Black (after Defoe); Orig Mus. Fred C. Whaite; Add Mus. [n/e]. 
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ROBINSON CRUSOE:  [1925]  Lib. Nat Phillips; Mus. [n/e]. 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [1883]  Lib Adapt. Georgie Smithson (after Defoe); Mus. [n/e]. 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [1900]  Lib/Mus. [n/e]. 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [1926] Lib/Mus. [n/e]. 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [1927] Lib/Mus. [n/e]. 
ROBINSON CRUSOE, HIS MAN FRIDAY AND THE GIDDY GOAT: [1901] Lib Adapt (after Defoe)/Mus. [n/e]. 
ROBINSON CRUSOE OF RAINBOW ISLAND:  [1917]  Lib Adapt. Victor Prince (after Daniel Defoe); Orig Mus.  
 Herbert de Pinna; Add Mus. [n/e]. 
ROBINSON CRUSOE; OR, FRIDAY AND HIS FUNNY FAMILY:  [1879]  Lib Adapt. Arthur Patchett Martin (after  
 Defoe); Mus. [n/e]. 
ROBINSON CRUSOE; OR, HARLEQUIN FRIDAY AND THE KING OF THE CANNIBAL ISLANDS:  [1887]   
 Lib Adapt. Alfred Maltby and H.H. Vincent (after Defoe); Orig Mus. W.H. Harrison and Alfred Cellier; Add  
 Mus. [n/e]. 
ROBINSON CRUSOE; OR, HARLEQUIN FRIDAY AND THE KING OF THE SUGEE:  [1874]  Lib Adapt. E.  
 Lewis Scott (after Defoe); Mus. [n/e]. 
ROBINSON CRUSOE; OR, HARLEQUIN MAN FRIDAY:  [1877]  Lib Adapt/Mus. [n/e]. 
ROBINSON CRUSOE; OR, MAN FRIDAY, KING OF BRIBIE ISLAND: [1874] Lib Adapt. (after Defoe)/Mus.  
 [n/e]. 
ROGERS WORRIED:  [1853]  Txt Adapt. Frank Howson (from Mark Lemon and B.M. Webster); Mus. Sydney  
 Nelson. 
ROLEY POLEY:  [1917]  Txt. Paul Stanhope; Mus. [n/e]. 
ROLLA OF OURS:  [1855]  Txt Adapt. W.M. Akhurst (after R.B. Sheridan); Mus. B. Thorn. 
ROMANCE AND REALITY:  [1853]  Txt. W.M. Akhurst; Mus. [n/e]. 
ROMANCE FROM ROME:  [1905]  Txt. Paul Stanhope; Mus. [n/e]. 
ROMANCE OF CORSICA, THE:  [1897]  Lib. C. P. Pridham; Mus. Auguste W. Juncker. 
ROMEO AND JULIET:  [1899]  Txt Adapt/Mus. [n/e]. 
ROMEO AND JULIET:  [1912]  Lib/Mus. G.W.L. Marshall-Hall. 
ROSANO THE BRIGAND CHIEF:  [1869]  Txt. W.R. Honey; Mus. [n/e]. 
ROSIE IN LOVE:  [1921]  Txt/Mus. [n/e]. 
ROUGH ON RATS:  [1897]  Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e]. 
ROYALIST MAIDEN, THE:  [1917]  Txt Adapt/Mus. [n/e]. 
RUMCOONIO AND HIS FOUR COLONIAL SERVANTS:  [1857]  Txt/Mus. [n/e]. 
RUMPLESTILTSKIN:  [see also Harlequin Rumplestiltskin] 
RUN FOR THE DOCTOR:  [1917]  Txt. Arthur Morley; Mus. [n/e]. 
RUSSIA AS IT IS:  [see Michael Strogoff, 1882] 
RUSSIANS IN MELBOURNE, THE:  [1854]  Txt. F.M. Soutten; Mus. Sydney Nelson. 
 
SADIE, THE GIRL FROM USA:  [1917]  Txt. Les Williams; Mus. [n/e].       [aka Sadie The American Millionairess] 
SAFETY FIRST:  [1917]  Txt. Paul Stanhope; Mus. [n/e]. 
SAIL HO!:  [1921]  Txt/Mus. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
SAILORS:  [1924]  Txt. Nat Phillips; Mus. [n/e]. 
SAINTS AND SINNERS:  [1916]  Txt. Arthur Morley; Mus. [n/e]. 
SAMBODOM AND POMPEDOM'S DREAM:  [1869]  Txt Adapt. Frank Hussey (from W.M. Akhurst); Mus. [n/e]. 
SANATORIUM, THE:  [1919]  Txt. Nat Phillips; Mus. [n/e]. 
SANTA CLAUS, THE HOUSE THAT JACK BUILT, AND THE HISTORICAL GIANT KILLER:  [1895]  Lib  
 Adapt. Steele Robertson; Mus incl. G.A. Sutch. 
SAY WHEN:  [1922]  Txt/Mus. [n/e] 
SCRAPS: [1922]  Txt. Con Moreni; Mus. [n/e]. 
SCARAB, THE:  [1918]  Txt. Les Williams; Mus. [n/e]. 
SCHULTZ'S NIGHT OUT:  [see Hermie's Night Out, 1921]   
SCOTCH MIXTURES: [1925]  Txt. Charles Delavale; Mus. [n/e]. 
SCOTLAND: [1926]  Txt. Harry Ross; Mus. [n/e]. 
SCRAMBLED FUN:  [1926]  Txt. George Wallace; Mus. [n/e]. 
SCRAPS:  [1898]  Txt/Mus. [n/e]. 
SCRAPS:  [1922]  Txt. Con Moreni; Mus. [n/e]. 
SCUPLTOR'S DREAM, THE:  [1915]  Txt. Ernest George; Mus. [n/e]. 
SEARCHLIGHTS: [1926]  Txt. Charles Delavale; Mus. [n/e]. 
SEASIDE BELLES:  [1919]  Txt/Mus. [n/e]. 
SEASIDE FROLICS:  [1917]  Txt.Mus. [n/e]. 
SEASIDE INCIDENTS:  [1916]  Txt/Mus. [n/e]. 
SEE-SAW:  [1919]  Txt. Paul Stanhope; Mus. [n/e]. 
SECOND EDITION OF PYGMALION AND HIS GAL, A:  [1874]  Txt Adapt. Garnet Walch; Mus. [n/e]. 
SECRETS OF BUSHRANGING, THE; OR HAVE YOU SEEN GARDINER?:  [1864]  Txt/Mus. [n/e]. 
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SECRETS OF BUSHRANGING, THE; OR, A MATCH FOR MORGAN:  [1864]  Txt/Mus. [n/e]. 
SEE ME: [1926]  Txt. Harry Ross; Mus. [n/e]. 
SEMINARY GIRLS, THE:  [1919]  Lib/Mus. [n/e].    [aka Wooloongabba Grammar School] 
SENATOR, THE:  [1860]  Txt/Mus. [n/e]. 
SENTIMENTAL BLOKE, THE: [1922]  Txt/Lyr. C.J. Dennis, Bert Bailey and Jack O’Hagen; Mus. Jack O'Hagen. 
SEPARATION:  [see Harlequin Separation, 1850] 
SHAKESPEARE MAD:  [1916]  Txt/Mus. [n/e]. 
SHAKESPERICONGLOMOROFUNNIDOGAMMONIAE: [1844] Txt. Charles Nagel; Mus. [n/e]. 
SHAM CATALANI IN LITTLE PUDDLETON, THE:  [1842]  Txt. Charles Nagel; Mus incl. Charles Nagel  [aka  
 Mock Catalini in Little Puddleton] 
SHERRY AND BITTERS: [1926]  Txt. Charles Delavale; Mus. [n/e]. 
SHIP AHOY:  [1922]  Txt. Arthur Morley; Mus. [n/e]. 
SHIP AHOY:  [see also The Belle of Parsley Bay, 1917] 
SHIP OF HEAVEN, THE:  [1933]  Txt. Hugh McCrae; Mus. Alfred Hill. 
SHOPWALKERS:  [1917]  Txt. Nat Phillips; Mus. [n/e]. 
SIEGE OF SEBASTOL, THE:  [1855]  Txt. James Mulholland; Mus. [n/e]. 
SIEGE OF TROY, THE:  [see Paris the Prince and Helen the Fair, 1868] 
SINBAD THE SAILOR:  [see also Harlequin Sinbad the Sailor] 
SINBAD; OR THE FAIRY OF THE DIAMOND VALLEY:  [1904] Lib/Lyr.  George B. Allen; Add Lib. W.T.  
 Goodge; Add Lyr. Ivan A. Rosenblum; Mus. George Leopold et al. 
SINBAD IN FIFTEEN MINUTES:  [1900]  Txt. Percy St John; Mus. [n/e]. 
SINBAD THE SAILOR:  [1897]  Lib/Mus. [n/e]. 
SINBAD THE SAILOR:  [1898]  Lib. Percy St John; Mus. [n/e]. [see also pantomime version, Sinbad the  
 Sailor; Or, Harlequin Tinbad the Tailor, the Wicked Ogre and the Fairy, 1894] 
SINBAD THE SAILOR:  [1918]  Lib. Ella Airlie; Mus. [n/e]. 
SINBAD THE SAILOR:  [1926]  Lib/Mus. Mr O'Donnell and Bert Ray; Mus. [n/e]. 
SINBAD THE SAILOR:  [1931]  Lib/Mus. [n/e]   
SINBAD THE SAILOR; OR THE GENII OF THE DIAMOND:  [1884] Lib. Harry W. Emmett; Orig Mus. Sir  
 William Robinson; Add Mus. [n/e]. 
SINBAD THE SAILOR; OR HARLEQUIN TINBAD THE TAILOR, THE WICKED OGRE AND THE FAIRY:  
 [1894] Lib. Percy St John; Mus. [n/e].            [see also burlesque version, 1898] 
SINBAD THE SAILOR; OR THE OLD MAN OF THE SEA:  [1882]  Lib Adapt (from Frank W. Green)/Mus. [n/e]. 
SINBAD THE SAILOR; OR TINBAD THE TAILOR AND THE WICKED OGRE: [1888]  Lib. E.W. Royce and  
 Thomas H. Taylor; Mus. E.B. Manning, G. Hall and W. Robbins. 
SINBAD THE SAILOR; OR TINBAD THE TAILOR AND THE WICKED OGRE: [1896]  Lib. Bert Royle and J.C.  
 Williamson; Orig Mus. George F. Pack; Add Mus. [n/e]. 
SINBAD THE SAILOR; OR THE CALIPH'S DAUGHTER:  [see Sinbad the Sailor; Or, The Pet of the Peri, 1880] 
SINBAD THE SAILOR; OR THE PET OF THE PERI:  [1880] Lib Adapt. Garnet Walch (from John Strachan); Mus  
 incl. Walter J. Rice. 
SINBAD THE SAILOR; OR THE SWEET PRINCES AND THE WICKED OGRE:  [see Sinbad the Sailor; Or, 
 Harlequin Tinbad the Tailor, the Wicked Ogre and the Fairy, 1894] 
SINBAD THE SAILOR, LITTLE JACK HORNER AND THE OLD MAN OF THE SEA: [1893]  Lib. Garnet  
 Walch; Add Lib. Tom Queen (harlequinade); Mus Garnet Walch and Mr Leumane; Add Mus. various [n/e]. 
SINBAD THE TAILOR:  [1881]  Adapt (from Garnet Walch)/Mus. [n/e]. 
SIX O’CLOCK CLOSING: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
SLEEPING BEAUTY; OR, HARLEQUIN MOTHER GOOSE AND THE SEVEN CHAMPIONS, THE:  [1886]  Lib  
 Adapt. Alfred Maltby; Mus. [n/e]. 
SLEEPING BEAUTY AND THE BEAST, THE:  [1903] Lib. Monty Grover; Mus. Alfred Hill. 
SLEEPING BEAUTY; OR HARLEQUIN MOTHER GOOSE:  [1885] Lib. Garnet Walch; Mus. [n/e]. 
SLEEPING BEAUTY; OR, THE CHARMING PRINCE WHO RESCUED THE PRINCESS: [1877] Lib. [n/e]; Mus  
 incl. Frank Maeder and Thomas Zeplin. 
SLIGHTLY MIXED:  [1924]  Txt. Con Moreni; Mus. [n/e]. 
SNOW WHITE; OR HARLEQUIN KING KOK-A-HOOP:  [1875] Lib Adapt. E. Lewis Scott (after F.C. Burnand);  
 Mus. [n/e]. 
SOAPBOLIERS' PICNIC, THE:  [see A Trip to Manly and the Soapboilers' Picnic, 1884] 
SOCIAL CLIMBERS:  [1923]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e].             [aka Social Vamps] 
SOCK THE KAISER: [1918]  Txt. Art Slavin; Mus. [n/e]. 
SOFT-DRINK SHOP, THE:  [1918]  Txt/Mus. [n/e].                [aka The Storekeeper] 
SOLD: [1926]  Txt. Billy Cass; Mus. [n/e]. 
SOLDIERS:  [see In the Army, 1918] 
SO LONG CUSTOMERS:  [see: Your Own Show, 2924] 
SOME HOTEL:  [1922]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. [aka Guessing at the Hotel Guess] 
SOME NIGHT:  [1923]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
SOME NIGHT:  [1924]  Txt. George Wallace; Mus. [n/e]. 
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SOMETHING DOING:  [1919]  Txt. Harry Burgess; Mus. [n/e]. 
SO THIS IS MANLY:  [1925]  Txt. Reg Thornton; Mus incl. Reg Thornton. 
SOUTH SEA SISTERS:  [1866]  Txt. Richard Hengist Horne; Mus. Charles E. Horsley. 
SPAIN: [1926]  Txt. Harry Ross; Mus. [n/e]. 
SPANISH LOVE:  [1923]  George Storey et al; Mus. [n/e]. 
SPANISH SPASMS: [1926]  Txt. Charles Delavale; Mus. [n/e]. 
SPARKLERS, THE:  [1925]  Txt. George Wallace; Mus. [n/e]. 
SPIRIT OF THE GOLDFIELDS:  [see The Gold Digger's Spell, 1852] 
SPOONISH STOODENTS AND SPOONISH PRANCERS, THE:  [1888]  Txt. Mr Cameron, Mr Wilson and Will  
 Whitburn; Mus. [n/e]. 
SPOONS:  [1885] Txt. Garnet Walch; Mus. [n/e].                     [aka Hooker's Will] 
SPORT:  [1921]  Txt/Mus. [n/e]. 
SPORTING CHANCE, A:  [1916]  Txt. Nat Phillips; Mus. [n/e].                                [aka Sports] 
SPORTING GENT, THE:  [1852]  Txt. F.M. Soutten; Orig Mus. Sydney Nelson; Add Mus. [n/e]. 
SPORT OF KINGS: [see Whips and Quips, 1924] 
SPORTS:  [see A Sporting Chance, 1916] 
SQUASHED: [1919]  Txt. Yorke Gray; Mus. [n/e]. 
SQUATTERS AND GOLD DIGGERS:  [1852]  Lib/Mus. [n/e]. 
SQUATTER'S HOMESTEAD, THE:  [1892]  Txt/Mus. [n/e]. 
SQUATTOCRACY:  [1897]  Txt. Harold M. McKenzie; Mus. [n/e]. 
SQUIRE BADLOT:  [1918]  Txt/Mus. [n/e]. 
S. S. SUNSHINE:  [see Off Honolulu, 1924]. 
STAGE STRUCK:  [1860]  Txt/Mus. J.E. Taylor. 
STELLA:  [1912]  Lib/Mus. G.W. L. Marshall-Hall. 
STENOGRAPHER GIRL, THE:  [1915]  Lib. George Stuart Brown; Mus. Eric John. 
STEPHENS DEFENDS THE COLONY:  [1861]  Txt. C. Winder; Mus. [n/e]. 
STEP LIVELY:  [1924]  Txt. Bert Le Blanc; Mus. [n/e]. 
STEP THIS WAY:  [1922]  Txt/Mus. [n/e]. 
STEP THIS WAY:  [1923]  Txt. Jim Gerald; Mus. [n/e]. 
ST GEORGE AND THE DRAGON:  [1846]  Lib. John Lazar; Mus. [n/e] 
STOLEN GARTER, THE:  [see It Ended in Spain, 1933] 
STOP THIEF:  [1918]  Txt/Mus. [n/e]. 
STOP YOUR NONSENSE:  [1915]  Lib. Beaumont Smith; Mus. [n/e]. 
STOREKEEPER, THE:  [see The Soft-Drink Shop, 1918] 
STOWAWAY, THE: [1922]  Txt. Nat Hanley; Mus. [n/e]. 
STRANDED IN WOOP WOOP:  [1918] Txt/Mus. [n/e]. 
STREETS OF MELBOURNE:  [1877]  Txt/Mus. [n/e]. 
STREETS OF SYDNEY; OE, THE PLUCKY YOUTH:  [see A Plucky Youth; Or, Lites O' Sydney, 1885] 
STRUCK "CASTOR" OIL:  [1886]  Txt Adapt (after J.C. Williamson et al)/Mus. [n/e]. 
STUNTS: [1925]  Txt. Dan Thomas;  Mus. [n/e]. 
SUFFRAGETTES, THE:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
SUFFRAGETTES:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
SULTAN OF SOOLEMON, THE:  [1920]  Txt/Mus. [n/e]. 
SUMMER NIGHT, A:  [1910]  Lib/Mus. George Clutsam. 
SUNNY SPAIN:  [1916]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]. 
SURE THING, A:  [1916]  Txt. Elton Black; Mus. [n/e]. 
SURFERS:  [see In the Surf, 1918] 
SUSAN WITH TWO LOVELY BLACK EYES:  [1895]  Txt. Bert Royle (after Douglas Jerrold); Mus. [n/e]. 
SWEETHEARS:  [1925]  Txt. Phil Smith; Mus. [n/]. 
SWEET SIMPLICITY:  [1888]  Lib/Mus. Frederick A. Packer. 
SYDNEY HARBOUR:  [1916]  Txt/Mus. [n/e]. 
SYLVIA:  [1890]  Lib. Guy Boothby; Mus. Cecil James Sharp. 
 
TALISMAN, THE:  [1860]  Txt Adapt. John Cooke (from Walter Scott); Mus. [n/e]. 
TALLY HO!:  [1921] Txt. Billy Maloney; Mus. [n/e]. 
TAPU; OR, THE TALE OF A MAORI PAHLI:  [1903]  Lib. Arthur H. Adams, with J.C. Williamson; Add Lib.  
David Souter; Mus. Alfred Hill. 
TARZAN:  [1924]  Txt. Con Moreni; Mus. [n/e]. 
TEA SHOP:  [1916]  Txt/Mus. [n/e]. 
TELEPHONE GIRL, THE:  [1917]  Txt/Mus. [n/e]. 
TENNIS CLUB, THE:  [1922]  Txt. Jim Gerald; Mus. Incl. Jim Gerald and Norm Byron. 
THAT'S HOW IT'S DONE:  [1915]  Txt/Mus. [n/e]. 
THAT'S MY WIFE: [1927]  Txt. Billy Cass; Mus. [n/e]. 
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THEN THEY WOKE UP:  [1917]  Txt. Bert Le Blanc; Mus. [n/e]. 
THERE’S MILLIONS IN IT: [1918]  Txt/Mus. [n/e]. 
THESEUS AND ARIADNE: [1863]  Txt Adapt. George Fawcett [Rowe] (from J.R. Planché); Mus. [n/e]. 
THEY ALL SANG ANNIE LAURIE:  [1919]  Txt/Mus. [n/e]. 
THEY'RE OFF:  [1926]  Txt. Keith Dalton; Mus. [n/e]. 
THIRTY THOUSAND MILES A MINUTE: [1918]  Txt. Art Slavin; Mus. [n/e].   [aka Thirty Thousand Miles a  
 Minute / 30,000 Miles a Minute] 
THIS IS THE LIFE:  [1915]  Txt. Paul Stanhope; Mus. [n/e]. 
THREE BEARS AND LITTLE SILVERHAIR THE CHARMING, THE: [1870] Lib. Pembroke Murray; Mus.  
 [n/e]. 
THREE MAN DRILL:  [1921]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
THREE THOUSAND MILES A MINUTE: [see Thirty Thousand Miles a Minute, 1918] 
THRU' THE NIGHT:  [1935]  Txt/Mus. [n/e]. 
TICKETS PLEASE:  [1916]  Txt. Arthur Morley and Joe Valli; Mus. [n/e]. 
TIC TACS: [1926]  Txt. Bert Desmond; Mus. [n/e]. 
TIPPERARY REVELS:  [1897]  Txt. Tom Buckley; Mus. [n/e]. 
TIT FOR TAT:  [1898]  Txt/Mus. [n/e]. 
TOMBOY, THE: [1917] Txt/Mus. [n/e]. 
TOM TOM THE PIPER'S SON, AND MARY MARY QUITE CONTRARY: [1867] Lib. W.M. Akhurst; Mus.  
 [n/e]. 
TONY AND TINA'S TROUBLES:  [1889]  Txt/Mus. [n./e]. 
TOO THIN CHOW:  [1921]  Txt. Billy Maloney; Mus. [n/e]. 
TOOWONG CUP, THE:  [1921]  Txt/Mus. [n/e]. 
TOPSY TURVY:  [1917]  Txt. Paul Stanhope; Mus. [n/e]. 
TOPSY TURVEY HOTEL:  [1920]  Harry Burgess; Mus. [n/e]. 
TOREADORS, THE:  [see Mexicans, 1918] 
TO THE GREEN ISLES DIRECT: [1874]  Lib Adapt. W.M. Akhurst (after H.C. Chivot et al); Orig Mus. Charles  
 Lecoq; Add Mus. John Hill.                           [aka Les Cent Vierges; Or The Hundred Virgins] 
TOURISTS IN JAPAN, THE: [1918]  Txt. Edwin Waller; Mus. [n/e]. 
TOYLAND: [1917]  Lib. George Edwards; Mus. [n/e]. 
TOYLAND:  [1918]  Txt/Mus. [n/e]. 
TOYMAKER OF NUREMBERG, THE:  [1930]  Lib. Adrian Ross and Austin Strong; Mus. Dudley Glass. 
TRAVELLING TENT SHOW, THE:  [1918]  Txt/Mus. [n/e].    [aka The Travelling Theatrical Show] 
TREASURES:  [see Bric-a-Brac, 1885] 
TRILBY:  [1905]  Txt/Mus. [n/e]. 
TRILBY BURLESQUE:  [1896]  Txt Adapt. Edwin Fin (from Du Maurier); Orig Mus. George F. Pack; Add Mus.  
 [n/e]. 
TRILL-Bl; OR, SVENGALEE THE GREAT HYPNOTISER:  [1897]  Txt/Mus. [n/e]. 
TRIP TO MANLY AND THE SOAPBOILERS' PICNIC, THE:  [1884]  Txt Adapt. W. Horace Bent (after John F.  
 Sheridan); Mus. Nicholas La Feuillade.       [aka Fun on the Brighton / The Soapboilers Picnic] 
TRIP TO MOROCCO, A:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
TRIP TO THE MOON, A:  [1886]  Txt Adapt/Mus. [n/e]. 
TRIP TO THE MOON, A:  [1919]  Lib. Bert Linden; Mus. [n/e]. 
TRIP TO THE MOUNTAINS, A:  [1929]  Txt. Les Shipp; Mus. [n/e]. 
TRIP TO VENUS, A:  [1890]  Txt/Mus. [n/e].                 [aka Venus Revisited] 
TROOKULENTOS IN A NUTSHELL:  [1872] Txt. Garnet Walch; Mus. [n/e]. 
TROOKULENTOS THE TEMPTER:  [1871] Lib. Garnet Walch; Mus. John Hill. 
TROUBLES:  [1898]  Txt/Mus. [n/e]. 
TROUBLES:  [1923]  Txt. George Drew; Mus. [n/e]. 
TROUBLES OF HECTOR, THE:  [1926]  Txt. Jim Gerald; Mus. [n/e]. 
TROUBLES OF MATRIMONY:  [1856]  Txt Adapt. W.M. Akhurst (from J.T. de Truebe y Cosio); Mus. [n/e]. 
TRUE BLUE BEARD; AN OLD FRIEND IN A NEW DRESS:  [see True Blue Beard; Or Harlequin Hyman, 1872] 
TRUE BLUE BEARD; OR, HARLEQUIN HYMAN, THE GREAT BASHAW OF MANY TALES: [1872]  Lib.  
 Garnet Walch; Mus. [n/e]. 
TRUMBLE'S TROUBLES: [1922]  Txt/Mus. [n/e]. 
TRUMP CARDS:  [1924]  Txt. Claude Dampier; Mus. [n/e]. 
TURK IN DISTRESS, A:  [1854]  Txt. F.M. Soutten; Mus. [n/e]. 
TURN HIM OUT:  [1897]  Txt/OrigMus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e]. 
TURTLE DOVES:  [1898]  Txt/Mus. [n/e]. 
TWEEDLETON'S DILEMMA:  [1897]  Txt. D'Arcy and Eva Stanfield; Mus. [n/e]. 
TWENTY THOUSAND MILES UNDER THE SEA:  [see Thirty Tousand Miles a Minute, 1918] 
TWINKLE TWINKLE LITTLE STAR; OR HARLEQUIN JACK FROST:  [1873]  Lib Adapt. Marcus Clarke (from  
 John Strachan); Mus. [n/e]. 
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TWINKLE TWINKLE LITTLE STAR; OR HARLEQUIN JACK FROST:  [1876]  Lib Adapt. E. Lewis Scott (from  
 John Strachan and/or Marcus Clarke); Mus. [n/e]. 
TWIRLY WHIRLY:  [1917]  Txt/Mus. [n/e]. 
TWO CHINNED CHOW:  [1921]  Txt. Pat Hanna; Mus. [n/e/] 
TWO DAYS OUT: [1921]  Txt. George Wallace; Mus. [n/e]. 
TWO FIGAROS, THE:  [1864]  Txt Adapt. A. Reiff (from J.R. Planché); Mus. [n/e]. 
TWO IRISH SPORTS:  [1917]  Txt. Tom Haverley; Mus. [n/e]. 
TWO LOVELY BLACK EYES:  [1889]  Txt Adapt (from Horace Lennard)/Mus. [n/e]. 
TWO LOVELY LIARS:  [1929]  Txt. Les Shipp; Mus. [n/e]. 
2 PEAS IN A POD:  [1920]  Txt. Al Bruce; Mus. [n/e]. 
TWO STAR BOARDERS: [1918]  Txt. Maurice Chenoweth et al; Mus. [n/e]. 
TWO STRINGS TO HER BOW:  [1917]  Txt. Tom Haverly; Mus. [n/e]. 
TWO STRIPES:  [see In the Army, 1917] 
TWO WORLDS, THE:  [1900]  Txt Adapt. James Duff (from John Milton); Mus. Reginald D'Arcy-Irvine; Add Mus.  
 Joe Summers.  
TWO WORLDS, THE:  [1902]  Txt Adapt. James Duff (from John Milton); Mus. Mr Darcy-Irvine. 
TWO WORLDS, THE:  [1903]  Txt Adapt (from John Milton)/Mus. Joseph Summers. 
TULIP TIME IN HOLLAND:  [see Happy Holland, 1917] 
TURNED UP:  [1929]  Txt. [n/e]; Mus. Jack O'Hagen and Stanley Lupino. 
 
UNCLE JEFF'S RETURN:  [1899]  Txt/Mus. [n/e]. 
UNCLE'S VISIT:  [1905]  Txt/Mus. [n/e]. 
UNCLE TOM'S CABIN:  [1879]  Txt Adapt. Alfred Dampier (from Harriet Beecher Stowe); Mus. [n/e]. 
UNCLE TOM'S CABIN:  [1886]  Txt Adapt. Alfred Dampier and John F. Sheridan (from Harriet Beecher Stowe);  
 Orig Mus. Herbert Percy [aka  Percy H. Kehoe] and Prof. Miller; Add Mus. [n/e]. 
UNCLE TOM'S CABIN:  [1890]  Txt Adpt/Lyr. John F. Sheridan and Bert Royle (from Harriet Beecher Stowe); Orig  
 Mus. JA. Robertson; Add Mus. [n/e]. 
UNCLE TOM'S CABIN:  [1899]  Txt Adapt (from Harriet Beecher Stowe)/Mus. [n/e]. 
UNCLE TOM'S CABIN:  [1914]  Txt Adapt. Post Mason (from Harriet Beecher Stowe)/Mus. [n/e]. 
UNCLE TOM'S CABIN RE-PAINTED:  [1886]  Txt Adapt. Lance Lenton (from Harriet Beecher Stowe); Mus. [n/e]. 
UNDER THE GASLIGHT:  [1891] Txt. W. Horace Bent; Mus. [n/e]. 
UP COUNTRY VILLAGE SCHOOL, AN:  [see: The Village School, 1918] 
UPS AND DOWNS: [1925]  Txt/Mus. [n/e]. 
 
VARIETY ISLE:  [1927]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
VENUS REVISITED:  [see A Trip to Manly, 1884] 
VERCINGÉTORIX:  [1881]  Lib Adapt/Trans. Joshua Lake (from. M. Maniel); Mus. Henri Kowalski. 
VILLAGE BLACKSMITH:  [1919]  Txt/Mus.  [n/e] 
VILLAGE LADS, THE:  [see Lads of the Village, 1924]  
VILLAGE SCHOOL, THE:  [1918]  Txt/Mus. [n/e].                     [aka An Up-County Village School] 
 
WAGS, THE: [1925]  Txt. Art Slavin et al;  Mus. [n/e]. 
WAITERS, THE:  [1917]  Txt. Nat Phillips; Mus. [n/e]. 
WAITER'S DILEMMA, A: [1918]  Txt. Maurice Chenoweth; Mus. [n/e]. 
WANTED, A WIFE:  [1927]  Txt. Phil Smith; Mus. [n/e]. 
WARMER FAIR, A: [1925]  Txt. Elsa Brull and Arthur Helmsley;  Mus. [n/e]. 
WATCH THE STEP:  [1916]  Txt. Nat Phillips; Mus. [n/e]. 
WATERSIDE WORKERS:  [see Wharfies, 1917] 
WATTLE BIRD, THE:  [1920]  Lib/Mus. [n/e] 
WATTLE BLOSSOM TIME:  [1921]  Txt. Billy Maloney; Mus. [n/e] 
WAY DOWN IN ARIZONE:  [1921]  Txt/Mus [n/e]. 
WAY WE HAVE IN THE NAVY, A:  [see Once Aboard a Lugger, 1926] 
WEDDING PARTY, THE:  [1927]  Txt. Nat Phillips; Mus. [n/e]. 
WE HAVE GOT SOME PRESENTS:  [1918]  Txt/Mus. [n/e]. 
WHAKEAU, THE PAKEHA CHIEF:  [1862]  Txt. Robert Percy Whitworth; Mus. [n/e]. 
WHARFIES:  [1917]  Txt. Nat Phillips; Mus. [n/e].   [aka Waterside Workers, A Day at the Wharf and On the Wharf] 
WHAT NEXT?:  [1919]  Txt. Harry Burgess; Mus. [n/e]. 
WHAT O, TONIGHT:  [1916]  Txt. Nat Phillips; Mus. [n/e]. 
WHAT'S NEXT?:  [1921]  Txt. Billy Maloney; Mus. [n/e]. 
WHAT'S THE USE?:  [1917]  Txt. Bert Le Blanc; Mus. [n/e].    [aka Cohen and Levi as Pawnbrokers] 
WHERE'S MY WIFE?: [1917]  Txt/Mus. [n/e].                   [aka Where's the Wife] 
WHILE THE CAT'S AWAY:  [1925]  Txt. F. Gayle Wyer; Mus. [n/e].      [aka When the Cat's Away] 
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WHIPS AND QUIPS:  [1922]  Txt. Jim Gerald; Mus. [n/e].            [aka I Don't Want to be a Jockey / Sport of Kings] 
WHIPPING BOT, THE:  [1893]  Lib. Arthur H. Adams; Mus. Alfred Hill. 
WHIRL OF THE TOWN:  [1922]  Txt. Walter Johnston; Mus. [n/e]. 
WHIRL OF YOUTH, A:  [aka A Whirl of Joy; see Bubble and Squeak, 1926]  
WHITE CAT, THE:  [1859]  Txt Adapt (from J.R. Planché)/Mus. [n/e]. 
WHITE CAT OR PRINCE LARDI DARDI OR THE THE RADIANT ROSETTA, THE:  [1874]  Txt Adap (from  
 J.R. Planché)/Mus. [n/e]. 
WHITE FAWN, THE:  [1874]  Txt Adapt. Garnet Walch (from F.C. Burnand); Mus. [n/e]. 
WHITTINGTON AND HIS CAT:  [1881]  Lib. Joseph Brown (from John Strachan); Mus. David Cope. 
WHITTINGTON AND HIS CAT:  [1886]  Lib. Walter S. Craven; Mus. incl Frank Fowler. 
WHITTINGTON AND HIS CAT:  [see also Dick Whittington and His Cat / Harlequin Whittington and His Cat /Dyk  
 Whyttingtonne and Hys Wonderfulle Cattle] 
WHOSE WIFE:  [1923]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]. 
WHO'S THE BOSS: [1917]  Txt. Arthur Morley; Mus. [n/e]. 
WHO'S THE EARL?: [1918]  Txt/Mus. [n/e].                   [aka Finding an Earl] 
WHY DON'T YOU MARRY THE GIRL: [1917] Txt/Mus. [n/e]. 
WICKY WACKY ISLE: [1927]  Txt. Bert Desmond; Mus. [n/e]. 
WIDOW GAY, THE:  [see: The Flirting Widow, 1916] 
WIGGLES FAMILY, THE: [1931]  Txt/Mus. [n/e]. 
WILD NIGHT, A:  [1928]  Txt. George Storey; Mus. [n/e] 
WILD OATS:  [1927]  Txt. Phil Smith; Mus. [n/e]. 
WILD WOMEN: [1927]  Txt. Billy Cass; Mus. [n/e]. 
WILLIE'S FRIVOLS: [1926]  Txt. Bert Desmond; Mus. [n/e]. 
WILLOW PATTERN PLATE:  [1861]  Txt Adapt (from W.P. Hale and Francis Talfourd)/Mus. [n/e].  [aka The  
 Mandarin's Daughter] 
WILLOW PATTERN PLATE, THE:  [1872]  Txt Adapt. Joseph Downey (from W.P. Hale and Francis Talfourd);  
 Mus. [n/e]. 
WILLOW PATTERN PLATE:  [1920]  Txt Adapt/Mus. [n/e]. 
WINNING A WAGER:  [1917]  Txt/Mus. [n/e]. 
WINNING A WIFE:  [1921]  Txt/Mus. [n/e]. 
WINNING TATTS: [1917]  Txt. W.B. Brown; Mus. [n/e]. 
WINNING TICKET, THE: [1924]  Txt. Art Slavin; Mus. [n/e]. 
WOOLOONGABBA GRAMMAR SCHOOL:  [see The Seminary Girls, 1919] 
WOMAN'S WIT:  [see Don Leander, 1853] 
WRONG SIDE OF THE DOOR:  [1868] Lib Adapt. W.M. Akhurst (from A. Delacour, L. Marand and Jaques  
Offenbach); Mus incl. Jaques Offenbach. 
WY WURRIE?:  [1922]  Txt. Bert Le Blanc; Mus. [n/e]. 
 
YAKA HULA HICKEY DULA:  [1918]  Txt. Arthur Morley; Mus. [n/e]. 
YANKEE DOODLE:  [1928]  Txt. Charles Delavale; Mus. [n/e]. 
YELLOW DWARF, THE:  [1859]  Txt Adapt. W.M. Akhurst (from J.R. Planché); Mus. [n/e]. 
YELLOW DWARF, THE:  [1900]  Txt (after J. R. Planche)/Mus. [n/e]. 
YELLOW DWARF AND THE KING OF HAWKINS' HILL GOLD MINES, THE:  [1872]  Lib Adapt. S.H.  
 Banks and W.B. Gill (from J.R. Planche); Mus. [n/e]. 
YELLOW NOVEL HEROES, THE:  [1888]  Txt/Mus. [n/e]. 
YE RIVAL HOUSES OF MORNINGTON AND HAMILTON:  [1870]  Txt. W.A. Robins; Mus. [n/e]. 
YE STORIE OF II TROVATORE:  [1859]  Txt Adapt. George Fawcett [Rowe] (from Verdi); Mus. [n/e]. 
YES WE DON'T:  [see The Plumbers, 1916] 
YOUNG ENGLAND:  [1916]  Lib. Basil Hood (Eng); Mus. George Clutsam and Hubert Bath (Eng). 
YOU'RE THE ONE:  [1918]  Txt/Mus. [n/e]. 
YOUR OWN SHOW:  [1924]  Txt/Mus. [n/e]                          [aka Farewell Sydney, Goodbye Sydney, Request Week,  
             So Long Cutomers] 
 
ZELMA:  [1885]  Lib/Mus. Auguste E. Juncker, with H. Stephen. 
ZIG ZAG:  [1919]  Txt. Paul Stanhope; Mus. [n/e]. 
ZOUAVES (MILITARY AND SPECTACULAR) AND SAPPHO BALLET, THE:  [1891]  Txt/Dev.  
Frederick B. Norton, John Sheridan and Joseph Thwaites; Lyr. Bert Royle; Mus. J.A. Robertson. 
ZULEIKA THE PIRATE QUEEN:  [1878]  Txt. Charles A. Sherard; Mus. P. Needham. 
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APPENDIX C.2 
 
Index to Years 
 
 
   •  1842  ………….. 121.   •  1890  ………….. 286.     
•  1843  ………. … 122.   •  1891  ………….   293. 
•  1844  ………….. 124.   •  1892  ………….   302. 
•  1845  ………. … 126.   •  1893  ………….     310. 
•  1846  ………. … 127.   •  1894  ………….   314. 
•  1847  ………….. 128.   •  1895  ………….   319.    
•  1848  …………. 129.   •  1896  ………….   326. 
     •  1897  …….……   329. 
•  1850  …………. 130.   •  1898  …….……   339. 
•  1852  …………. 131.   •  1899  …………. 349.    
•  1853  …………. 133.      
•  1854  …………. 136.   •  1900 …………. 353. 
•  1855  …………. 139.   •  1901 …………. 359. 
•  1856  …………. 141.   •  1902 …………. 360.   
•  1857  …………. 143.   •  1903 …………. 363.   
•  1858  …………. 145.   •  1904 …………. 366.   
•  1859  …………. 147.   •  1905 …………. 368.  
        •  1906 …………. 373. 
•  1860  …………. 151.   •  1907 …………. 375.  
•  1861 ………….. 155.   •  1909 …………. 376. 
•  1862 …………..  159.       
•  1863  …………. 162.   •  1910 …………. 377.   
•  1864  ………….   164.     •  1911 …………. 380. 
•  1865  ………….   167.   •  1912 …………. 382. 
•  1866  ………….   170.   •  1913 …………. 384. 
•  1867  ………….   176.   •  1914 ………..... 386. 
•  1868  ………….   179.   •  1915 …………. 393. 
•  1869  ………….   184.   •  1916 …………. 409. 
       •  1917 …………. 432. 
•  1870  ………….   188.   •  1918 …………. 471. 
•  1871  ………….   191.   •  1919 ……….... 497. 
•  1872  ………….   195.  
•  1873  ………….   201.   •  1920 ………… 517. 
•  1874  ………….   207.   •  1921 ………… 529. 
•  1875  ………….   214.   •  1922 ………… 542. 
•  1876  ………….   219.   •  1923 ………… 564. 
•  1877  ………….   223.   •  1924 ………… 569. 
•  1878  ………….   228.   •  1925 ………… 590. 
  •  1879 …………. 232.   •  1926 ………… 603. 
      •  1927 ………… 621. 
•  1880 …………. 237.   •  1928 ………… 633. 
•  1881 …………. 242.   •  1929 ………… 639. 
•  1882 …………. 245. 
  •  1883 …………. 248.   •  1930 ………… 643. 
  •  1884 …………. 252.   •  1931 ………… 645. 
  •  1885 …………. 256.   •  1932 ………… 650. 
•  1886 …………. 264.   •  1933 ………… 653. 
•  1887 …………. 270.   •  1934 ………… 656. 
•  1888 …………. 273.   •  1935 ………… 659. 
•  1889 …………. 281.  
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NB: All works in this appendix are included in the Australian Variety Theatre Archive and are updated whenever new 
information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
 
THE SHAM CATALANI IN LITTLE PUDDLETON:  [aka THE MOCK 
CATALANI IN LITTLE PUDDLETON] [burletta]  Txt/Orig Mus. Charles Nagel; Add Mus. [n/e]. 
#  James Tegg (Syd), 1842. 
#  New South Wales Archives, n. yr.  
#  British Library, n yr. [1344 K8] 
 Although this "new original musical burletta" was claimed by Nagel as his own, the similarities between it and 
Adolf Bauerle's Die Falsche Catalani in Krahwinkel suggest some degree of relationship. As Katherine Brisbane notes, 
however: "Such local adaptations were as common in Australia as in Europe at that time, when copyright in a work lay 
with the publisher, not the author" (213). Despite having a question mark over its origins The Sham Catalini in Little 
Puddleton still holds a significant place in Australian theatre history. The colonial authorities, having previously 
discouraged Australian settings for theatrical productions because of the "special circumstances of the colony," were by 
the early 1840s in a position to relax the censorship guidelines. The first real evidence of this change occurred on 23 
April 1842 when Nagel's play was granted a license for performance by the NSW Colonial Secretary, Edward Deas 
Thomson (so long as "oaths" were removed). 
 The 1842 production was described as "a satire upon the rage for encouraging foreign singers, the dialogue is 
smart, [and] some of the music (composed by the author) is pretty.  It must be assumed that the burletta underwent some 
changes for its revival in 1843, however, as the Australian Journal notes in a review of that production (re-titled The 
Mock Catalani in Little Puddleton): "Considerable dissatisfaction has been expressed in circles at the omission of the 
new songs written expressly for the occasion by Captain Nagel, and which were announced in Monday's bills. We 
regret this on every account, and must express our hope that the ladies, to whom these songs were assigned, will make 
the amende honorable to the clever author, by bringing them before the public in the next representation of this 
burletta" (2 June 1843, 1275).  
 Margaret Williams notes in Australia on the Popular Stage that Joseph Simmons, himself one of the colony's 
earliest playwrights, appeared in the lead role of a gentleman who disguises himself as an Italian diva in order to out-
trick his rivals (18).  The story, which the New South Wales Examiner records as being "its least recommendation" (3), 
concerns William (a music teacher) and Captain O'Leary (commander of the troops at Little Puddleton) who are both 
competing for the hand of the Mayor's daughter, Fanny Dobbs.  Against her father's preference, Fanny chooses William, 
and in a most "improbable" plot device William obtains a pledge from both the mayor and the captain that they will 
accept the situation if it should happen that one day they both go down on their knees and kiss his hand. The mayor 
subsequently receives a letter informing him of the imminent visit to the town of the prima donna, Catalini. Upon "her" 
arrival Catalini is naturally greeted in a most flattering manner, two of the most respectful being (naturally) Mayor 
Dobbs and Captain O'Leary, who both salute the diva's extended hand on their bended knees. William throws off his 
disguise and he and Fanny are forthwith married and "[so we conclude, at least] live happily for the rest of their lives" 
(NSWE: 11 May 1842, 3). 
1842: Royal Victoria Theatre (Syd); 4 May 
 - Cast incl. Joseph Simmons, Tilly Jones. 
1843: Royal Victoria Theatre [aka Royal City Theatre] (Syd); 29 May    [as The Mock Catalini in Little Puddleton] 
 - Cast incl. Joseph Simmons. 
1853: Theatre Royal (Geelong, Vic); 8, 13 May 
 
 AJ: 10 May (1842), n. pag.      [rnib] 
 Brisbane, Katherine. CTTA: (1995), 213. 
 Irvin, Eric. "Australia's 'First' Dramatists."  ALS: 4.1 (1969), 18-30.      [rnib] 
 Jones, Melinda. CTTA: (1995): 131. 
 "Royal Victoria Theatre." NSWE: 4 May (1842), 3. 
 SLV: Coppin Collection. (n. yr.), Playbill.      [rnib] 
 "Theatricals." AJ: 2 June (1843), 1275.  
 "Theatricals."  SMH: 5 May (1842), 3.                    [see also advert. - SMH: 4 May 1842, 2]
 Williams, Margaret.  Australia on the Popular Stage. (1983), 18-19, 291. 
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 MERRY FREAKS IN TROUBLOUS TIMES:  [comic opera]  Lib. Charles Nagel; Mus.  
  Isaac Nathan 
 #  Charles Nagel (Syd), 1843 
 #  Isaac Nathan (Syd), 1851 
 #  Cramer, Addison and Beale (London), 1851 
 Despite a number of indications that the opera (completed in 1843) would be performed, first at the Royal City 
Theatre and later at the Royal Victoria Theatre, only extracts have been performed in public. Despite a number of 
indications that the opera (completed in 1843) would be performed, first at the Royal City Theatre and later at the Royal 
Victoria Theatre, only extracts have been performed in public. In 1843, the editors of the New South Wales Magazine, 
or, Journal of General Politics, Literature, Science, and the Arts twice stated that they had seen a copy of Merry 
Freaks. In the Colonial Literature section the Editors record: 'We have been favoured with a copy of an 'Historical 
Operatic Drama,' in two Acts, entitled Merry Freaks in Troublous Times, written by a gentleman named Nagel. The 
plot, founded upon the adventures of Charles II., when escaping the Puritans, is well written, some of the scenes being 
highly humorous. Mr Nathan has composed the music for the songs, and we understand that it will shortly be 
performed. The type, and appearance of the book, are by no means creditable to the printer' (p.565). No copy of this 
publication has yet been located. Nathan published the vocal score in Sydney in 1851 (he even set up the moveable 
type) and it was then published in London that same year. Nathan published the vocal score in Sydney in 1851 (he even 
set up the moveable type) and it was then published in London that same year. 
 The plot commences after the defeat of Charles II at the battle of Worcester, whence the King and Rochester 
escape under the assumed names of Jacob Tompkins and Peregrine Samson. The first act exhibited their "Merry Freaks" 
at the seat of Sir Henry Milford in which they are assisted by that indispensable hero of Comic Opera, a mischievous 
page who becomes instrumental in the King's safe escape to the continent. The second act takes the narrative several 
years hence, opening with Charles’ small court of exiled Royalists in Holland. An under-current of that "course of true 
love which never does run smooth," flows in sinuous windings through the piece which, in its denouement, terminates 
at Milord Hall, whither the King and his faithful adherents return previous to the Restoration. The authors are also said 
to have humorously portrayed and contrasted the characteristics of the Cavaliers and Puritans of that age (AJ: 29 May 
1843, 2). 
 
"Mr Nathan’s Opera." AJ: 12 July (1843), 1292. 
"Music and Musicians."  AJ: 12 May (1843), 1266. 
"New Historical Opera."  AJ: 29 May (1843), 1273. 
New South Wales Magazine, or, Journal of General Politics, Literature, Science, and the Arts (1843), 565. 
 
 
 LIFE IN SYDNEY; OR, THE RAN DAN CLUB:  [burletta]  Txt/Mus. [n/e] 
 #  Fotheringham, Richard, ed. Australian Plays for the Colonial Stage 1834-1899 (2006) 
 One of many theatrical adaptations of Pierce Egan's picaresque novel of 'fast' city living, Tom and Jerry: Life in 
London; or, The Day and Night Scenes of Jerry Hawthorn, Esq. and his Elegant Friend Corinthian Tom in their 
Rambles and Sprees through the Metropolis (1820-1821), the plot in this version begins with the arrival of Jerry 
Webber to the Colony. Upon being made a member of the Ran Dan Club, he is taken under the wing of Tom King and 
Bob Logic. The three make their way from Macquarie Place (where Tom wins a £50 bet) to the Shakespeare Tavern. 
They join a fight between the 'Cabbage Tree Mob' and the police, go to a ball, visit an auction mart and later find 
themselves at The Rocks, where one can 'see life as low as ever you did in St Giles in London (qtd Leslie Rees The 
Making of Australian Drama 61). Three young women who are keen on the Ran Danners disguise themselves as sailors 
in order to follow them, which leads to a sing-a-long. The police cut this short, another fight ensues, and the men 
escape. They talk next of going to the theatre, at which point Logic says to Jerry, 'my dear fellow, the Victoria is really 
a tolerable good theatre, superior to many in London... some of our native talent, and of those who never saw a theatre 
but a Sydney one, may vie with those who have been born as 'twere upon the stage' (qtd Rees 61). The final scene, set in 
a Court House at Woolloomooloo, sees the three women 'bagging' their men. It ends with a jolly chorus.  
 Although there is no record of any production of Life in Sydney having been staged until the 1970s, it serves to 
demonstrate, as Margaret Williams argues, just how little leeway a local playwright was allowed in depicting the often 
none-too-salubrious realities of life in colonial Australia (Australia on the Popular Stage 22). The burletta was 
submitted in late August 1843 for the Colonial Secretary's consideration, as required of all new works, but it failed to 
gain approval because no one had claimed authorship of the work. Rather, someone had signed the letter (with an 
almost illegible signature) on behalf of the author. A second letter was forwarded immediately following the rejection, 
this time signed by Henry O'Flaherty on behalf of the still anonymous author. The Colonial Secretary's reply indicates, 
however, that no approval would be sanctioned because it contained 'matter of a libelous character, independently of 
other objections' (qtd Williams 24).  
 The original letter to the Colonial Secretary, a copy of which is held in the New South Wales Archives, claims 
that the burletta is a localised adaptation of the W. T. Moncrieff operatic extravaganza about London low society, Tom 
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and Jerry; Or Life in London (1821). The Australian version, as Margaret Williams notes 'seems an innocent enough 
localisation of Moncrieff's burletta, to which it makes continual reference almost as if it were a play within a play" (24). 
However, as Williams further indicates, the original play, "a light-hearted version of the town and country mouse fable, 
enlivened with a few topicalities, takes on a much more pointed and specific edge in the smaller, more circumscribed 
world of Sydney in 1843' (25).  
 There is some conjecture over the identity of the author of Life in Sydney. Helen Oppenheim claims in 'Colonial 
Theatre: The Rise of the Legitimate Stage in Australia' (Mitchell Library, MSS 3266, ca. 1960) that the play was written 
by H. C. O'Flaherty. Margaret Williams similarly proposes that he was the likely author. Their argument is largely 
based on an analysis of O'Flaherty's correspondence with the Colonial Secretary which shows a similar handwriting 
style to his manuscript for the drama Isabel of Valois. Williams also notes that O'Flaherty, then a young violinist and 
actor, was employed at the Royal Victoria in 1843. This ties in with an inscription on the NSW Archives manuscript 
which records: 'written expressly for the Royal Victoria Theatre, Sydney, July 31st 1843'. Leslie Rees points to 
manuscript's subtitled, 'A Burletta in One Act, by F.O.C.H.,' and suggests that the initials are very likely the reverse of 
H. C. O'Flaherty. Rees surmises, however, that because the letters are circled and scribbled out others may well have 
been associated with the writing of the burletta (60). The names of those whom it has been suggested might have been 
involved include James Tucker and Isaac Nathan.  
 Graham Pont has put forward composer Isaac Nathan's name as one of the burletta's authors. He proposes that 
the connection 'is almost certain' because Nathan claimed to have been the originator of Life in London and would have 
had a personal stake in the adaptation. Furthermore, a number of the actors who were to appear in the production are 
also known to have been closely associated with him during his time in Sydney (ctd. 'Abstracts of Papers', Theatre 
History Conference, University of NSW, 1998). The link remains somewhat tenuous, however, as Nathan's relationship 
to the London version cannot be proven.  
 Richard Fotheringham, in his introduction to the play in Australian Plays for the Colonial Stage: 1834-1899, 
disputes any suggestion that O'Flaherty was the sole author of Life in Sydney should be identified as 'A. B. C.', under 
whose hand the original letter to the New South Wales Colonial Secretary (applying for permission to perform the play) 
was written. His assessment of the 'author's' initials, which Leslie Rees suggests are 'F.O.C.H.', is that they are 
indecipherable and could just as plausibly be read as 'A. B. C.' (as the accompanying letter was signed), or 'F. A. C. T.' 
Fotheringham sides with Rees when he proposes that several authors, including O'Flaherty, must have been involved in 
the burletta's creation, noting that the manuscript appears to be the result of several pairs of hands.  
1978: Downstairs Theatre, Seymour Centre, Sydney ; 29 March 1978.  
 - Prod. Cartwheel Theatre; Dir. Rex Cramphorn.  
 
 Constantino, Romola. SMH: 4 Apr. (1978), 8.    [rnib] 
 NSWA: [SZ 60] (manuscript)        [rnib] 
 Page, Robert.  TA: May (1978), 26-7      [rnib] 
 Rees, Leslie.  Making of Australian Drama, The. (1973), 58-61. 
 Williams, Margaret.  Australia on the Popular Stage. (1983), 24-5, 291. 
 
 
 
Sir Edward Deas-Thomson, CB, K.C.M.G. 
Illustrated Sydney News 9 Aug. 1879, 4. 
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 John Lazar, manager of the Royal Victoria Theatre (Syd) staged the Eastern farce, Married and Buried; Or The 
Adventures of Benjamin Bowbell (aka The Illustrious Stranger) on 8 January. Several original songs by Isaac Nathan 
were incorporated into the storyline, including "Love and Folly," sung by Mrs Gibbs. 
 
__________ 
 
 
THE CURRENCY LASS:  [ballad opera] Txt. Edward Geoghegan; Mus. various trad/popular 
#  Currency, 1976 
#  SLNSW, n. yr. (Mitchell Library)  
 The lively and light-hearted story of The Currency Lass (subtitled "My Native Girl") concerns a rich uncle (Sir 
Samuel Simile) who mistakenly believes that his nephew is going to marry a “native” Aboriginal girl, when the lad is in 
fact to marry Susan Hearty - a currency lass (white girl born in Australia). Picturing himself as the grandfather of a 
string of piccaninnies the uncle is put through a good deal of torment before being told of his error.  
Edward Geoghegan, the Irish convict who rose to prominence as a playwright with The Hibernian Father, wrote 
The Currency Lass for a popular young actress called Tilly Jones, herself one of the first native-born Australian 
actresses. Jones never performed the work, however. The play was staged three times during its premiere season. It 
faired somewhat less well than other productions presented by Samuel Lazar at the Royal Victoria, however. More 
popularly received, for example, were plays such as Humphrey Clinker (farce), Twins of Warsaw, Sworn at Highgate, 
The Beehive (musical farce), The Executioner, Aladdin, and Turning the Tables, and Geoghegan's big success, The 
Hibernian Father. 
The fourteen songs used in the original production have had new lyrics set to pre-existing tunes, as is 
traditionally the case with the ballad opera style (see note below). The tunes used - the details of these are more fully 
explored in the 1976 Currency edition of the play - are mostly that of traditional Irish, English or Scottish songs. The 
choice of songs of songs was not undertaken without some degree of deliberate humour, as Roger Covell notes, in his 
preface to the Currency edition. He points to the use of the air "A Fine Old English Gentleman," the tune coming from 
an Irish dialect song, which Geoghegan uses to recall the "supposed" golden age of English gentry. Covell also suggests  
that the actor playing the role of Susan requires agility and accuracy in both her singing and dancing (these are 
sometimes required with much vigour at the same time).  This is particularly the case in a pivotal scene in Act Two 
where she performs a sequence of five characterised songs and dances.  Although many of the songs used by 
Geoghegan are no longer well-known, there are several tunes that are reasonably recognisable today - these being, 
"Malbrook" (a French melody used by English-speaking people when they sing "For He's a Jolly Good Fellow"); "Over 
the Hills and Far Away" (from John Gay's The Beggar's Opera); and "The Lincolnshire Poacher" (its melody is also 
used for the Australian folksong, "The Murrumbidgee Shearer"). 
 The 1966 Jane Street production was part of a trilogy of plays presented each night as a launch for the theatre’s 
season of Australian plays. The other two plays were I’ve Come about the Assassination by Tony Morphett, and The 
Pier by Michael Thomas. All three plays utilised members of the same company. 
 The 1989 Q Theatre production, which kept the lighthearted, comic feel of Geoghegan's original, cast 
Aboriginal actor Justine Saunders in the role of the bigoted uncle, Samuel Similie, in an attempt to re-orientate 
Goeghegan's theme towards one of race.  The stage also featured a ground plan of Aboriginal dots and circle motifs. 
 [NB: The Currency Lass has been described in generic terms as musical play, operetta and even opera. Although Roger Covell argues that 
the term musical play 'communicates a better idea today of the nature of [the work] and would have been understood in the eighteen-forties in much 
the same way... [particularly as] 'ballad opera' was no longer a current theatrical term' (xvi), the insertion of traditional and popular songs into a work 
of drama, as The Currency Lass does, invites too close a comparison to the ballad opera genre to be ignored.  
1844: Royal Victoria Theatre (Syd); 27-28 May, 4 June  
 - Mngr/Prod.  John Lazar. 
 - Cast incl. Mr Fenton (Samuel Simile), J. G. Griffiths (Harry Hearty), Mr James (Edward Stanford), Mme  
    Louise (Susan Hearty), Joseph Simmons (Lanty O'Liffey), Mrs Wallace (Jenny), Mrs Torning (Miss Dormer). 
1966: Jane Street Theatre, Sydney; 1-15 Oct.   
 - Dir. Robin Lovejoy; Des. David Copping. 
 - Cast incl. Gaye Anderson (Susan), Martin Harris (Harry), Edward Hepple (Samuel), Beverley Kirk (Catherine  
    Dormer), Ross Thompson (Edward), Anthony Thurbon (Lanty) Anne Bannon (Jenny). 
1989: Q Theatre (Penrith, NSW); 26 Aug. - 
 - Dir. Egil Kipste; M Dir. Robert Gavin; M Arr. Roger Covell; Des. D4 Design (Michael Scott-Mitchell);  
    Lig. Mark Shelton. 
 - Cast: Laurence Clifford, Melinda Marcellos, Luciano Martucci, Michelle Pettigrove, Justine Saunders,  
    Carman Tanti, Michael Turkic. 
 
 "Books."  TS: 2 (1976), 26.      [rnib] 
 Evans, Bob. SMH: 28 Aug. (1989), 14.    
 Gyger, David. TF: 2.3 (1977), 51.      [rnib] 
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 Kelly,Veronica. "The Melodrama of Defeat." S: 50.2 (1990), 131-43.   
 Kippax, H.G. SMH:  3 Oct. 1966, 20.       
 Neil, Rosemary. SR: Sept. (1989), 11. 
 “New Colonial Play.”  AJ: 30 May (1844), 311. 
 Olb, Suzanne. SR: Sept. (1989), 11. 
 Rees, Leslie. Making of Australian Drama, The.   (1973), 61-63. 
 Riddell, Elizabeth. A: 26 June (1976), 28.          [rnib] 
 Thomas, Keith. NR: 15 Oct. (1966), 17-18. 
 Van der Poorten, Helen. TA: 1.1 (1976), 52.      [rnib] 
 Williams, Margaret.  Australia on the Popular Stage. (1983), 30-1. 
 
 
SHAKESPERICONGLOMOROFUNNIDOGAMMONIAE: [burletta] Txt.  
Charles Nagel; Mus. Various trad/popular [n/e] 
#  W. A. Duncan, 1843. 
#   NSW Archives, n. yr.  [SZ 65]  
 Advertised as an "original, laughable, comical, operatical, tragical [and] melodramatical burletta" this "musical 
extravaganza" takes several of Shakespeare's characters and presents them in what is essentially a satirical exposé on 
the economic state of New South Wales and the effect of the 1843 depression.  The characters include those from some 
of Shakespeare's best-known plays - Hamlet, Macbeth, The Merchant of Venice, The Merry Wives of Windsor, Othello 
and  Richard III. Written in verse it also included many comic re-writes of popular songs. Margaret Williams, in 
Australia on the Popular Stage notes that the "local allusions are charmingly woven into a fantasy world where Ophelia 
is a dairy-maid, and Hamlet's duel with Falstaff over Anne Page is prevented by an Irish ghost named Pat Carey" (22). 
1844: Royal Victoria Theatre (Syd); 1 July - 
 - Mngr/Prod.  John Lazar. 
 - Cast incl. J. G. Griffiths (Macbeth), Mr Deering (King Richard III), Mr Fenton (Othello), John Lazar  
   (Shylock), Mr Lee (Sir John Falstaff), Mr Simes (Hamlet), Mr Simmons (The Ghost), Mr Grove (Justice  
   Shallow),  Mr James (Prospero), Mde Torning (Ophelia), Mr Mereton (Surgeon), Mr Riley (Constable),  
   Mama Louise (Anne Page).  
 
 Williams, Margaret. Australia on the Popular Stage. (1983), 22. 291. 
 
 
 
The Currency Lass (advertisement) 
Australian 27 May 1844, 299 
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HARLEQUIN IN AUSTRALIA FELIX; OR, GEELONG IN AN UPROAR:   
[pantomime]  Lib/Mus. [n/e] 
 The story contained a number of local characters, including a recently arrived wealthy speculator, a tax-ridden 
settler in search of a wife, a wealthy storekeeper’s widow appropriately named Arabella Shortweight and of course 
bushrangers.. The scenes also included local places, such as the Retreat, Mack’s Hotel, and trips to Corio and South 
Geelong (by Clown and Pantaloon). 
1845: Albert Theatre (Geelong, Vic); 21 Jan. - 
- Cast incl. Immortals - Mrs Murray (Urania, Queen of the Stars), Mrs Richards (Iris, a spirit), Miss Jones  
   (Asteria, a spirit), Mr Capper (Rockalda, an evil Spirit of the Deep); Mortals - Mr Serle (Gregory Graball, a  
   wealthy speculator just arrived), Mr Boyd (Luckless Looseball, a tax-ridden settler), Mr Jacobs (Araminta  
   Shortweight, widow of a wealthy store-keeper), Mrs Boyd (Flora, her daughter). 
 
GA: 18 Jan. (1845), n. pag. 
 
THE QUEEN'S LOVE:  [play with music]  Txt Adapt. David Burn; Mus incl. Isaac Nathan. 
 A five act tragedy by David Burn, author of The Bushrangers, The Queen's Love premiered in Sydney as a first 
part entertainment, and was given a production in Melbourne with an entirely new cast (as the second part) under the 
auspices of George Coppin.  A review in the Port Phillip Patriot describes the work as Miss Corbett's tale of Margaret 
Swinston dramatised, and that serves to introduce the characters of James VI, The Earl of Moray (the rival for the 
Queen's affections), and the Queen herself.  The narrative, which follows the court intrigues that arise through love, 
jealousy, enmity and tender passion, also features an epilogue and prologue. 
 Although the musical element of the play  is largely incidental, it includes at least one song, described in the 
Sydney Morning Herald as an "olden romance," called "Sir Wilfred He Mounted His War-Steed True," which was sung 
by Mrs Ximenes.  
1845: Royal Victoria Theatre (Syd); 29 Sept. - 
 - M Dir/Arr. Isaac Nathan. 
- Cast incl. J. G. Griffiths (James VI), Mr Deering (Gordon), Mr James (James Stuart), John Howson (Sir  
    Patrick), Mde Louise (Anne of Denmark), Mrs Stirling (Margaret), Mrs O’Flaherty (Lady Magdalene), Mrs  
    Ximenes, Mrs Thomson, Mr Saville, Mr Grove, Mr Douglas. 
- Prologue spoken by Mrs O'Flaherty, Epilogue spoken by Mr Griffiths. 
1845: Queen’s Theatre (Melb); 1 Nov. -   
 - Dir/Prod. George Coppin; Orch Ldr. Mr Megson; S Art. Mr Opie. 
 - Cast: Mrs Coppin (Lady Magdalene), Mr Nesbitt (James Stuart, Earl of Moray), Mr Cameron (James VI of  
    Scotland), Mr Hambleton (Gordon, Earl of Huntley), Mrs Cameron (Anne of Denmark), Mr Wilkes, Mr  
    Rogers, Mr Thomson, Mr Watson, Mr Opie, Mrs Mereton. 
- Epilogue spoken by Mr Cameron. 
 
 AJ: 14 Oct. (1845),  n. pag.    [rnib] 
 "Queen's Love, The."  PPP: 3 Nov. (1845), 2.  
  SMH: 29 Sept. (1845), 2.  Advert. 
 
 
JACK AND THE BEANSTALK; OR, HARLEQUIN OGRE:  [pantomime]  Lib/Mus [n/e]  
 A pantomime with transformation scene and harlequinade. The Sydney Morning Herald records: 'The house was 
crowded to extremes and the pantomime was received with shouts of laughter, especially the local scenes' (27 Dec. 
1845, 2). 
1845: Royal Victoria Theatre (Syd); 26 Dec. 1845 – 1 Jan. 1846  [4 pfm] 
 - Cast incl. Mrs Zimenes (Jack/Harlequin), Andrew Torning (Squallosuatto/Pantoloon), Mr Fitzgerald  
    (Dollomopsey/Clown), Master Chambers (Tittle'emtwisto), Mr Douglass (Tulip/Columbine), Madame  
    Torning (Bean Blossom), Madame Carandini (Queen of the Fairies). 
 
 "Editorial." SMH: 29 Dec. (1845), 2.          
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1846 
 
ST GEORGE AND THE DRAGON; OR, HARLEQUIN AND THE SEVEN 
CHAMPIONS OF CHRISENDON: [pantomime]  Lib. John Lazar; Mus. [n/e] 
 A pantomime with transformation scene and harlequinade, the production was also advertised as including 'a 
favourite song by Mr J. Howson' (SMH: 13 April 1846, 2). Loosely based on the legend surrounding the Christian 
Roman soldier George (c 275 - 303) who later became a martyr and patron saint of England (as well as for Georgia and 
Moscow), the story tells of a dragon that nests near a village's water supply in Spring and won't let the people past. The 
village's only solution is to offer a daily human sacrifice. When the local princess is chosen her father's pleas gone 
unheeded. She is saved, however, when George, who is passing through the district, learns of her fate and slays the 
dragon. Out of gratitude the village people subsequently reject their pagan ways and convert to Christianity. 
1846:   Royal Victoria Theatre (Syd); 13-14, 16, 18 Apr.  
 - Mngr/Prod. John Lazar.  
 - Cast incl. Mrs Ximenes (St George), Frank Howson (the Dragon), Master Simes (Dragonotty), Mrs Stirling  
    (Kabyla), Mrs Gibbs (Zontoma), Mr Hambleton (Almidor), Mrs Wallace (Dewcrop), Mr Fitzgerald  
    (Harlequin), Andrew Torning (Clown), Mr Riley (Pantaloon), Madame Torning (Columbine). 
 
 SMH:  13 Apr. (1846), 2. Advert.  
 
 
 
St George and the Dragon (advertisement) 
Sydney Morning Herald 13 Apr. 1846, 2. 
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DON JOHN OF AUSTRIA:  [opera]  Lib.  Jacob Levi Montefiori; Mus. Isaac Nathan 
#  ANL, c 1846/7  [score] 
#  Nathan, Isaac. The Southern Euphrosyne (1849)  [score extracts] 
#  NSW Archives  [SZ 57] (manuscript) 
+  ABC,  1988 (overture); and 1996 (overture). 
+  Sound Heritage, 1996 (overture) 
 A three act opera based on Casmir Delavigne's Don Juan D'Autriche, the Australian Journal reports that this 
opera, "the first [to be] written, composed, and submitted to an Australian Theatre," is "the work of a gentleman and a 
scholar [and] the music the outpourings of a Maestro, whose effusions have delighted both hemispheres, and the whole 
arranged with a degree of energy and power rarely, if ever, witnessed on these boards" (29 Apr. 1847, 2561). A few 
days later the same journal records: "It is by no means the first opera which has failed to dazzle and astonish on its first 
appearance; but like many productions, now of standard excellence, it awakens attention, excites pleasurable emotions, 
and commands approbation" (11 May 1847, 2581). 
 Some debate exists in relation to the claim that Don John was the first opera composed in Australia. There is 
evidence to suggest that Nathan's Merry Freaks in Troublous Times (1843) was the first to achieve this honour. 
However, because this work has never been performed before the public, Don John of Austria does have the distinction 
being the first Australian-written opera ever performed in the country. 
 A vocal score (by an unknown copyist, with additions and corrections by Nathan), c1846-7 is held in the 
Australian National Library.  The overture and four arias in vocal score were published in Nathan's The Southern 
Euphrosyne (1849). 
 The overture has been released as part of several complication albums - including: John Cargher Presents 
Music for Pleasure (ABC, 1988), Wild Rhapsody (ABC, 1996), Classical Musical of Colonial Australia (Sound 
Heritage, 1999) 
1847: Royal Victoria Theatre (Syd); 3-11, 17 May     [7 perfs] 
 - Dir/M Dir. Isaac Nathan; Orch Ldr. Mr Gibbs. 
 - Cast incl. Mr Nesbitt (Brother Carlos/Charles V), John Howson (Philip II), Mr Spencer (Don Quixada), Mr  
    Fenton (Don Ferdinand de Valdez), Mrs Guerin (Agnes), Mrs Gibbs (Dorothy). 
 
 Covell, Roger.  Australia's Music.  (1967), 13-15, 68-69, 304. 
 SMH:  3 May (1847), 2.  Advert. 
 “Local Intelligence - The Theatre.”  AJ: 29 Apr. (1847), 2561. 
 “Local Intelligence - The Theatre.”  AJ: 4 May (1847), 2569. 
 “Local Intelligence - The Theatre.”  AJ: 11 May (1847), 2581. 
 NSWA: ( n. yr.),  SZ 57.       [rnib] 
 
 
PUSS IN BOOTS; OR, HARLEQUIN AND THE MILLER'S SON:   [pantomime]   
Lib/Mus. [n/e] 
Advertised as "a new comical, magical, mew-sical, pantomime, with new mew-sic, scenery, machinery, tricks 
and transformations" (SMH: 27 Dec. 1847, 2), this production is believed to have been written and/or adapted/localised 
by one or more members of the Royal Victoria company. It was presented each evening with another short comedy or 
farce - such as A Lover by Proxy (27 Dec. 1847) or Why Don't She Marry (4 Jan. 1848). 
A selection of comic scenes from Puss in Boots was presented at the Royal Victoria on 12 and 13 April 1848 as 
a last part entertainment. Andrew Torning again played Clown, with Mr Riley as Pantaloon, Signor Carandini as 
Harlequin, and Mde. Torning as Columbine. 
1847: Royal Victoria Theatre (Syd); 27, 28, 30 Dec. 1847; 4, 8, 13, 15 Jan. 1848 
 - Cast incl.  Mr Spencer (Pumpkin, King of Anywhereyoulike), Mr Riley (Pantaloon), Andrew Torning  
     (Richard/Clown), Mrs Ximenes (Ralph), Signor Carandini (Harlequin), Frank Howson (Puss in Boots),  
     Madame Torning (Princess Rosebud/Columbine). 
 
 SMH: 27 Dec. (1847), 2.  Advert. 
 SMH: 4 Jan. (1848), 2.  Advert.       
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1848 
 
Several music theatre productions, including musical entertainments, operas, and musical dramas, were staged 
at Sydney's Royal Victoria during the year, although most of these were no doubt mainly of British origin. In many 
instances the authors were mentioned, but in some cases this is not made clear. Those productions staged, but for which 
the authors have not been identified include: This House to be Sold (the Property of the Late William Shakespeare), 
Inquire Within, a musical drama said to have been produced "for the second time in this colony" (SMH: 16 May 1848, 
2); For England Ho!, an operatic drama in two acts; and The Exile, "performed for the first time these five years," and 
described as musical play (SMH: 7 Aug. 1848, 2). 
__________ 
 
LOVE LAUGHS AT LOCKSMITHS:  [musical entertainment]  Txt/Mus. [n/e] 
 Although the exact origins of this piece, sometimes described in advertising as either a two act "operatic farce" 
or a "musical piece," are unknown, it is believed likely that it was adapted and/or localised by one of more members of 
the Royal Victoria company. 
 The 1848 production at the Royal Victoria Theatre included a "favourite song" by Madame Caradini, and a Pas 
de Deux by Madame Torning and Signor Caradini. 
 Love Laughs at Locksmiths was staged each evening as one of two or three entertainments, with others 
including, for example,  the interlude A Lover by Proxy and the farce Magnetism and Mesmerism (4 Mar. 1848) and the 
drama The Contraband Captain; Or, A Tale of the Sea (6 Mar. 1848). 
1848: Royal Victoria Theatre (Syd); 4, 6, 11, 15-16, 18 Mar.; 17, Apr.; 13 May; 29 Aug., 2 Sept. 
 - Cast incl. Mr Rogers (Vigil), John Howson (Captain Beldare), Frank Howson (Risk), J. G. Griffiths (Solomon  
    Lob), Mrs Rogers (Lydia), Madame Caradini, Madame Torning, Signor Caradini. 
 
 
THE CORSAIR; OR, CONRAD AND MEDORA:  [opera]  Lib. [n/e]; Mus. John Howson 
Based on the same poem which had been the source of Verdi's Il Corsaro, this "new Grand Opera in three acts" 
was staged for the first time at a benefit evening for its composer. The opera was preceded by Herold's overture to 
Zampa, and during the course of the production a new grand Turkish Pas de Trois was presented by the Misses Griffiths 
and Signor Carandini. 
1848: Royal Victoria Theatre (Syd); 4 Dec. 
 - Cast inc. John Howson (Conrad), Mr Rogers (Epaminondas), Mrs Guerin (Medora), Mrs Rogers (Zoe), Frank  
    Howson (Pacha Seyd), Misses Griffiths (2), Signor Carandini. 
 
SMH:  4 Dec. (1848), 2.   Advert. 
 
 
 
The Corsair (advertisement) 
Sydney Morning Herald 4 Dec. 1848, 2. 
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1850 
 
 
THE GOBLIN OF THE GOLD COAST; OR, HARLEQUINA AND THE 
MELBOURNITES IN CALIFORNIA:   [pantomime]  Lib/Mus. [n/e] 
 Including a cast of  "Celestials,"  "Terrestrials" and "Infernals" (in the form of the Demon of Discord, Platina 
the gold King, and imps named Ironspark, Pinchbeck, Quicksilver, Virgin Gold and Copperas).  This is believed to have 
been Melbourne's first pantomime, and interestingly, as Margaret Williams' notes, celebrated both the advent of gold 
fever and the city's newly acquired affluence and respectability (56). 
 One of the songs known to have been performed during the production (by Mr Montague) was "an entirely new 
parody 'Hurrah! Hurrah! For The Gold'" (qtd McGuire, 88). 
1850:   Queen Street Theatre (Melb); 13 May 
 - Cast incl. Mr Montague. 
 
 McGuire, Paul et al.  Australian Theatre, The. (1948), 88. 
 Williams, Margaret.  Australia on the Popular Stage.  (1983), 56. 
 
 
HARLEQUIN SEPARATION; OR, THE DEMON OF SYDNEY AND THE 
FAIRY OF VICTORIA:   [pantomime]  Lib/Mus. [n/e] 
 Geelong's celebration of separation it included, according to the Geelong Advertiser, "a most correct 
representation of the bay, jetties, and shipping at the Point" (n. pag.). 
1850:   Theatre Royal Theatre (Geelong, Vic); 26 Dec. - 
 
 GA: 28 Dec. (1850), n. pag.        [rnib] 
 
 
The Sporting Gent (advertisement) 
Argus 10 Dec. 1852, 8. 
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1852 
 
 
THE GOLD DIGGER'S SPELL; OR AVARICE, INTEMPERANCE AND RUIN:  
[aka SPIRIT OF THE GOLDFIELDS] [play with music]  Txt/Mus. [n/e] 
 Written by a "local author," and advertised as "an entirely new and original drama," the story according to 
Coppin's playbills, combined morality and fairytale, and concerned the fortunes of Herbert, a humble woodcutter 
"deluged by a golden prospect." He leaves his family for the distant gold fields and the hard life of a prospector.  
Eventually finding success through hard toil his life takes a downward spiral when an intemperance-induced quarrel 
leads to robbery and finally murder. The final of the fourteen tableauxs shows the bereaved widow and children. The 
cast included mortals, nymphs, bacchantes and spirits and was to become a forerunner of the numerous gold demons 
and imps of later pantomimes. 
 The musical element included dance numbers and incidental music. 
1852: Royal Victoria Theatre (Adel); 12-13 Apr. 
- Dir/Prod. George Coppin. 
- Cast incl. George Coppin (Herbert), Mr Oppie (Bill Towzer), Mr James (Bob Rasper), Mr Jacobs (Jack  
   Hayman), Mr Meadows (George Willis), Mr Turner (Plutus, God of Gold/John Jones), Mrs Stubbs (Berther,  
   Herbert's wife), Mrs Webster (Laurette, a coquette), Mr Shearcroft (Aquatina, Spirit of Temperance), Mr  
   Holloway (Aleoilina), Mr Webb (Spirit of Averice), Mde Veilburne (Drunkina, Spirit of Ruin), Master Stubbs  
   (Jasper), Master Davis (Peter), Miss Veilburne (Bertha). 
- Other characters incl. Bachants, Bacchanalians, Fiends, Wood Nymphs, Demons of Gold and Native Spirits. 
1852: Theatre Royal (Geelong, Vic); 25 July  [as Spirit of the Gold Fields] 
 - Dir/Prod. George Coppin.  
1853:  Theatre Royal (Geelong, Vic); 14 Feb. 
 - Dir/Prod. George Coppin.  
 
 ACP1: (1995), v. pags.     
 SLV: Coppin Collection. [n. details] Playbill.     [rnib] 
 
 
SQUATTERS AND GOLD DIGGERS; OR WHICH IS MY CHOICE: [pantomime]   
 Lib/Mus. [n/e] 
 "A ballet divertissement [sic] arranged for [the] occasion," with such characters as the Fair Maid of Victoria, Mr 
Barlamb Sheepface (a squatter), and Nuggity Spar (a gold digger). Among its novelties were a "Nugget pas de Deaux,"  
"A Bale of Wool Versus a Bag of Gold," a comic dance (by Mr Meadows) and a final dance by the cast. Squatters and 
Gold Diggers was one of the earliest pantomimes to prefigure the gold theme, a theme which came to prominence 
during the mid-fifties. 
 The musical element was presented through dance numbers, incidental music and songs. The dances included a 
Double Hornpipe, performed by Mdle Veilburne and Mrs Stubbs. 
1852: Theatre Royal (Geelong, Vic); 12, 20 July 
- Cast: Miss Veilburne (Fairy of the Magic Wand), Mde. Veilburne (Susan, Fair Maid of Victoria), Mrs Davis  
   (Annette, her sister), Mrs Webster (Dame Grompy), Mr Carlos (Jeoferry), Mr Meadows (Barlamb Sheepface),  
   Mrs Stubbs (Nuggity Spar), Mr Turner (Oliver Bounce), Mr Holloway (Jack Tar), Mr Shearcroft (Bill Roe),  
   George Coppin (Bill), Mr Opie (Tom Tittle). 
 
 ACP1: (1995), v. pags.     
 SLV: Coppin Collection. [3/30]  Playbill.        [rnib] 
 Williams, Margaret.  Australia on the Popular Stage.  (1983), 52-3. 
 
 
THE SPORTING GENT; OR THE GREEN-EYED MONSTER: [musical entertainment]   
 Txt. F.M. Soutten; Orig Mus. Sydney Nelson 
Advertised as a "musical vaudeville" in the Argus (8), The Sporting Gent was written expressly for the Nelsons 
by F. M. Soutten, and presented as the second part of the programme. The characters are Charles Hedgoff, a "vacillating 
married man," his jealous wife, and the "sporting gent," Arthur Turfington.  Songs written for the 1852 production were 
the duets, "Oh, What a State of Fear,"  "Let us be United," (Alfred Nelson and Sara Nelson ), the solo numbers, 
"Woman Rules You Still," and "I'm a Gent," (Carry Nelson), and a finale "If Our Friends Wish Us Well, We're 
Content" (the cast). 
1852: Theatre Royal (Geelong, Vic); 15-16 Nov. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
- Cast:  Alfred Nelson (Charles Hedgoff), Sara Nelson (Mrs Charles Hedgoff), Carry Nelson (Master Arthur  
    Turfington). 
- Musician:  Sydney Nelson (piano). 
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1852: Protestant Hall (Melb); 10-14 Dec. 1852; 25 Jan. 1853 
 - Cast and production as for Geelong season. 
1853:  Protestant Hall (Melb); 8, 23 Mar.  
- Cast and production as for Geelong season. 
1853: Mechanics Institute (Melb); 22 Sept. 
 - Cast and production as for Geelong season. 
1854: Mechanics Institute (Melb); 13 Apr., 16 June 
 - Cast and production as for Geelong season. 
1854: Queen's Theatre (Melb); 14 Oct. 
 - Cast and production as for Geelong season. 
1855: Royal Hotel (Syd); 26 Apr. 
 - Cast and production as for Geelong season. 
 
 ACP1: (1995), v. pags.     
 ARG: 10 Dec. (1852), 8.  Advert. 
 
 
LOVE AND EXPERIENCE:  [play with music]  Txt Adapt. [n/e]; Orig Mus. Sydney Nelson; Add  
 Mus. [n/e] 
Advertised as "an entirely new musical vaudeville founded on the French of M. Balzac [with] the music 
composed, arranged and selected by Sydney Nelson." The characters are Captain Alterquick, a military gentleman of 
changeable disposition, Julia Hargrave, a young lady only slightly in love, and Susan, her experienced maid. Songs 
incorporated into the original production were the duet, "Oh, Indeed He's So Refined,"  the trio "Why Do You Come 
Just Now I Pray," solo numbers, "Let Him that the Cap Fits Wear It," and "The Haunts of Chamois" (Sara Nelson), "I 
Should Like to Marry," (Carry Nelson), "Listen, Dear Fanny" (a serenade by Alfred Nelson) and the finale "If You are 
but Amused" (the cast). 
1852: Protestant Hall (Melb); 22 Dec. 1852; 18, 28 Jan. 1853 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Captain Alterquick), Sara Nelson (Julia Hargrave), Carry Nelson (Susan). 
1853: Protestant Hall (Melb); 23 Mar. 
 - Cast and production as for 1852 Melbourne season. 
1853: Mechanics Institute (Melb); 6 Apr., 1 June 
 - Cast and production as for 1852 Melbourne season. 
1854: Mechanics Institute (Melb); 1 June 
 - Cast and production as for 1852 Melbourne season. 
 
 ACP1: (1995), v. pags.     
 ARG: 18 Jan. (1853), 8. Advert. 
 
 
GIGANTIC NUGGET; OR HARLEQUIN AND THE MONSTER GOLD 
GNOME:  [pantomime]    Lib/Mus. [n/e] 
 Advertised as a grand comic pantomime of local interest. 
1852: Theatre Royal (Geelong); 28-31 Dec. 1852; 18 Jan. 1853 
- Dir/Prod. George Coppin. 
 
 ACP1: (1995), v. pags.     
 SLV: Coppin Collection. [n. details] Playbill.       [rnib] 
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1853 
 
 
DON LEANDER; OR WOMAN'S WIT:  [musical entertainment]  Txt. Alfred Nelson; Mus. Sydney  
 Nelson 
 Described in the Argus as "musical vaudeville" (8) expressly written for the Nelson family, the music was 
composed, selected and arranged by Sydney Nelson. The characters are Don Leander, a mysterious personage in a black 
cloak; Donna Isabella, a Spanish Lady; and her maid Paquita, "a little lady with high notions."  
Songs incorporated into the piece were "Lady Fair" (serenade) "Paquita Stay" (trio), "Guadalquivir Gentle 
River" (Sara and Carrie Nelson), "Jacquestro's Person I but Shame" (Carrie and Alfred Nelson), "Do Not Despise Me 
Because I am Old" and "Come, Come to Me" (Sara Nelson) and the finale "Then Let Us Sing a Parting Song" (cast). 
1853: Protestant Hall (Melb); 4, 8, 11 Feb. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Don Leander), Sara Nelson (Donna Isabella), Carry Nelson (Paquita). 
 - Musician: Sydney Nelson (piano). 
1853: Temperance Hall (Melb); 22 Feb., 16, 31 Mar. 
 - Cast and production as for previous Melbourne season. 
1854: Mechanics Institute, (Melb); 29 May 
 - Cast and production as for 1853 Melbourne season. 
1854: Queen's Hall (Melb); 14 Oct. 
 - Cast and production as for 1853 Melbourne season. 
 
 ACP1: (1995), v. pags.    
 ARG: 4 Feb. (1853), 8.   Advert. 
 
 
ITALIAN OPERA: [burlesque]  Txt Adapt. J. C. Rainer; Mus. [n/e] 
 Essentially a one-act burlesque scene from an Italian opera, this production was staged for the first in 
Melbourne as the conclusion to J. C. Rainer's farewell benefit. The company's advertisement in the Argus confidently 
expected that the "refined community [would] approve the effort to join elevated and classical music with truly chaste 
and healthy humour" (8).  The story begins with Signor Banjo Mario summoning his lady love, the prima donna. She 
being (like most prima donnas when wanted) very sick sends her faithful page, Mad Jenny Tambo, who as most pages 
do, delivers a Billy-do. At this critical moment the infuriated Papa (who like all infuriated fathers opposes the union of 
his daughter with any person who was ever known to sing) seizes the letter and admonishes the couple for their 
clandestine proceedings. Banjo entreats, Papa scorns, Tambo intercedes, Papa swears (in Italian) and vows eternal 
separation and revenge.  They quarrel, a blow is given, a challenge accepted, a fight ensues and "alas oh dreadful, Banjo 
falls. Tambo weeps and prays, Ramorino is struck with remorse and snivels. Banjo meanwhile sings promptly dies. 
 The music for the burlesque included an opening recitative "Fatal Friday," the aria "Prendare an Drinko," the 
recitative "Malle Detteo Influenza Non Playo Stop Salarino Per Opera Paddy Whack" (in Italian) and the grand aria "Et 
Due Challengo" including the grand dying scene's song "I'm a Croker." The Argus advertisement also indicates that a 
book of words in English, Low Dutch and Half Spanish could be procured at the office for £1 1s (8). 
1853: Mechanic's Institute (Melb); 5 Feb. [farewell benefit] 
 - Dir/Prod/M Dir. J. C. Rainer. 
 - Troupe: Rainer's Serenaders. 
 - Cast incl. J. M. Foans (Madame Jenny Lindo Tambo), J. C. Rainer (Signor Lablanche Ramorino), M. W.  
    White (Signor Mario Banjo), F. Moran (Signor Bono Cavetinio), T. P. Bower (Signor De Big-nees), C. Bryant  
    ("Leader of an orchestra of something less than 100 strong") 
 
 ARG: 4 Feb. (1853), 8.    Advert.  
 
 
AN UNWARRENTABLE INTRUSION:  [musical sketch]  Txt/Mus. [n/e] 
 A comic sketch performed for the first time on 22 February 1853, with the songs ("Simon the Cellerer" and 
"The Monks of Old") possibly written by Sydney Nelson. The piece was presented as a first part finale, with singer 
John Gregg specially seconded for the evening's performance. Gregg's character, a gentleman fond of comfort and 
quiet, sang both songs, with the other character, played by Alfred Nelson, being a man addicted to questions and 
quoting. During the piece Nelson recited Shakespeare's celebrated speech, "Queen Mab." 
1853: Protestant Hall (Melb); 22 Feb. 
 - M Dir/Arr. Sydney Nelson. 
 - Cast: John Gregg, Alfred Nelson. 
 - Musician: Sydney Nelson (piano). 
 
 ARG: 22 Feb. (1853), 8.   Advert. 
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ROGERS WORRIED:   [musical farce] Txt Adapt. Frank Howson; Mus. [n/e] 
 Advertised as a "most personal extravaganza" and as an "interlude," this musical farce was adapted from the 
Mark Lemon and B. M. Webster farce Keeley Worried, and produced for the "first time in this colony at the Royal 
Victoria Theatre (2). It was presented as the second half of the programme, following The Bohemian Girl.  The musical 
element included a song by Madame Sarah Flower and a dance by Miss Collins.  
1853: Royal Victoria Theatre (Syd); 24, 26, 30 Mar., 1, 19 Apr., 3 May 
 - Cast incl. Mr Rogers, Frank Howson, Mr Hollis, Sarah Flower, Miss Collins. 
 
 ACP1: (1995), v. pags.     
 SMH: 24 Mar. (1853), 2     Advert.                       [see also advert. - SMH: 30 Mar., 1 Apr. and 19Apr. 1853] 
 
 
THE LADIES PREROGATIVE:  [musical farce]  Txt Adapt. W. M. Akhurst; Orig Mus. Sydney  
 Nelson; Add Mus. [n/e] 
 Adapted by Akhurst as a musical farce, and written expressly for the Nelson family, the narrative was based on 
William Bayle Bernard's play The Dumb Belle. The characters are Harry Chester, a gentleman in search of a silent 
woman, Ellen Wilton, a young lady who must be seen to be understood, and her younger sister, Kate, a champion for 
the rights of her sex.   
The songs incorporated into the piece were: "Pause Before You Read That Letter" (Sara and Carry Nelson), "A 
Trick I Will Play Him" (Sara Nelson), "Oh! If There's One Thing in this Life" (Alfred Nelson), "Mr Jingle Jerry" (Carry 
Nelson), "O, How Happy I Shall Be" (Carry and Alfred Nelson), and the finale "We Wish You All Good Night." 
1853: Protestant Hall (Melb); 11, 14, 20 Jan. 
- Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Harry), Sara Nelson (Ellen), Carry Nelson (Kate). 
 - Musician: Sydney Nelson (piano). 
1853: Protestant Hall (Melb); 8 Mar. 
- Cast and production as for previous Melbourne season. 
1853: Mechanics Institute (Melb); 20 Sept. 
- Cast and production as for 1853 Melbourne season. 
- Presented along with Romance and Reality. 
1854: Mechanics Institute (Melb); 21 Apr., 9 June 
- Cast and production as for 1853 Melbourne season. 
 
 ACP1: (1995), v. pags.    
 ARG: 11 Jan. (1853), 8.  Advert. 
 
 
HARLEQUIN TOM, THE PIPER'S SON; OR, THE FAIRY OF THE MAGIC  
FLUTE:  [pantomime]  Lib/Mus. [n/e] 
 Advertised as a new original pantomime with references to Geelong.  
1853: Theatre Royal (Geelong, Vic); 15 Aug. 
 - Dir/Prod. George Coppin. 
 - Cast incl. George Coppin, Chambers Family. 
 
 ACP1: (1995), v. pags.    
 SLV: Coppin Collection. (n. yr),  Playbill (4/76).       [rnib] 
 
 
QUITE COLONIAL:  [musical farce]  Txt. W. M. Akhurst; Mus. Sydney Nelson 
 Advertised as having been previously performed "to immense success" in Adelaide (date unknown), this 
"entirely new and original farce" was written by W. M. Akhurst expressly for the Nelson family. The characters are Mr 
Chumley, described in the 1853 Argus review as "faster than a married man ought to be and hot with a tendency to 
reformation;" Mrs Chumley, his too confiding wife who is worried to death by the servants;" and Fanny Fossick, a 
cozening young lady and colonialist (9 Oct. 1853, 8).  The 1859 review notes in relation to the Quiet Colonial's 
storyline that, "The difficulties attendant upon the engagement and management of domestic servants are scarcely less 
considerable at this day than they were at the period at which the farce was written" (n. pag). 
The songs written for the piece were: "What's the Matter" (Sara and Alfred Nelson), "Dear Australy" (a ballad 
sung by Sara Nelson), "I Want a Husband Sadly" (Carry Nelson), and the finale "Kind Friends Your Voices I Entreat."  
1853:   Mechanics Institute (Melb); 22 Sept. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Mr Chumley), Sara Nelson (Mrs Chumley), Carry Nelson (Fanny). 
 - Musician: Sydney Nelson (piano). 
1854:   Mechanics Institute (Melb); 30 Mar., 17 July   [possibly also 20 Mar.] 
 - Cast and production as for previous Melbourne season. 
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1854: Queen's Hall (Melb); 21 Oct. 
 - Cast and production as for 1853 Melbourne season. 
1855:   Royal Hotel (Syd); 17 Apr. 
 - Cast and production as for 1853 Melbourne season. 
1856:   Olympic Theatre (Syd); 2-3 May 
 - Cast and production as for 1853 Melbourne season. 
1856:   Our Lyceum (Syd); 18 Dec.         [benefit] 
 - Mngr. Charles Dillon.  
 - Cast and production as for 1853 Melbourne season. 
1859: Princess's Theatre (Melb); 17 Feb.  
 - Cast and production as for 1853 Melbourne season. 
 
 ACP1: (1995), v. pags.     
 ARG: 9 Oct. (1853), 8.  Advert. 
 ARG: 18 Feb. (1859), n. pag.      [rnib] 
 
 
ROMANCE AND REALITY:  [musical entertainment]   Txt. W. M. Akhurst; Mus. [n/e] 
 Subtitled The Digger in London, this musical entertainment was advertised in the Argus as a "new petite 
comedy" (15 Sept. 1853, 8) and in the Sydney Morning Herald as an "original vaudeville" written expressly for the 
Nelson Family (1 May 1855, 4). The characters are John Dobson (a young gentleman with expectations, very matter of 
fact and food), Mrs Annabella Vavasour (a youthful widow and lover of the idea), and her maid, Mary Smithers (who 
has her mistress's interests at heart and a dictionary in her pocket).  
The music for the original production included the songs "Charming Romance" (a ballad sung by Sara Nelson), 
"I've a Plan" (Alfred Nelson), "To Old Regards Appealing" (Sara and Alfred Nelson), "The Trip Overland" (Carry 
Nelson) and the finale "Let's Put the Question to our Friends." Although these songs were changed for later productions, 
"The Trip Overland" seems to have been purposefully written for the show. Of the original songs it alone remains in the 
1859 version - the other songs being "Oh and He Loves Me Dearly," "Oh Indeed" and "The Dream of Love." 
1853: Mechanics Institute (Melb); 15, 20 Sept. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
- Cast: Alfred Nelson (John Dobson), Sara Nelson (Annabella Vavasour) , Carry Nelson (Mary Smithers). 
 - Musician: Sydney Nelson (piano). 
 - Presented along with The Ladies Prerogative.  
1854: Rowe's American Circus (Melb); 23 Mar. 
- Cast and production as for previous Melbourne season. 
1854: Mechanics Institute (Melb); 25 May 
 - Cast and production as for 1853 Melbourne season. 
1854: Rowe's American Circus (Melb); 30 Sept. 
- Cast and production as for 1853 Melbourne season. 
1855: Royal Victoria Theatre (Syd); 1 May 
 - Cast and production as for1853 Melbourne season. 
1857:   Theatre Royal (Melb); 17 Jan.   [benefit] 
 - Cast and production as for 1853 Melbourne season. 
1859:   Princess's Theatre (Melb); 19 Feb. 
 - Cast and production as for 1853 Melbourne season. 
1859:   Prince of Wales Theatre (Syd); 4 May 
 - Cast and production as for 1853 Melbourne season. 
  
ACP1: (1995), v. pags.  
ARG: 15 Sept. (1853), 8.  Advert.      
SMH: 1 May (1855), 4.   Advert.       
SMH: 4 May (1859), 1.  Advert.      
 
 
HARLEQUIN UNCLE TOM'S UNCLE; OR, THE FAIRY OF THE  
MISSISSIPPI COTTON FIELDS:  [pantomime]  Lib Adapt/Mus. [n/e] 
 A pantomime adapted from Harriet Beecher Stowe's famous novel.  Coppin had previously produced a non-
music version at the Theatre Royal in Geelong on 14 and 15 April (the adaptor was not credited).  
1853: Theatre Royal (Geelong); 28 Nov.             [benefit] 
 - Dir/Prod. George Coppin. 
- Cast incl. George Coppin, The Juvenile Ethiopian Serenaders. 
 
 ACP1: (1995), v. pags.    
 SLV: Coppin Collection. (n. yr),  Playbill (4/114).      [rnib] 
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1854 
 
BOHEMIAN GIRL:  [burlesque]  Txt/Mus. [n/e] 
 A burlesque on Balfe's opera, The Bohemian Girl, J. C. Rainer's Ethiopian Serenaders performed the production 
for one night only. Advertising in the Argus records that the company respectfully announce to the ladies and gentlemen 
of Melbourne and its vicinity that they have engaged the Queen's Theatre… for the purpose of performing one of their 
Negro Operas." The burlesque is said to have contained "some of the most popular melodies of the day, including a 
choice selection of quartette, songs etc from the company's store of Ethiopian melodies interspersed with witticisms, 
conundrums and Negro sayings.  
1854: Queen's Theatre (Melb); 20 May 
 - Dir/Prod/M Dir. J. C. Rainer. 
 - Troupe: Rainer's Original Ethipopian Serenaders. 
 - Cast incl. J. C. Rainer, Mr White, Mr Brower, Mr Bryant, Mr Foans, Mr Moran. 
 
 ARG: 20 May 1854, 6.    Advert. 
 
 
A TURK IN DISTRESS:  [musical entertainment]   Txt.  F. M. Soutten; Mus. [n/e] 
 Advertised as a "comic situation" and "musical vaudeville" (ARG: 1 June 1854, 8), this short piece for one actor 
was written specially for Alfred Nelson by F. M. Soutten. The characterisations called for are Mr Augustus Spivvans (a 
fast character), and the voices of Mr Jollybanks (a steady character), Mrs Jollybanks (a middle-aged character), Miss 
Susan Sniggers (a queer character), Popkins (a monthly character), Mr Green (an agricultural character), Miss Fanny 
(an interesting character). The piece includes the song "I Dreamt that I Danced at Jullien's Mask'd Ball" [sic]. 
1854: Mechanics Institute (Melb); 1, 9 June, 17 July 
 - M Dir. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast:  Alfred Nelson. 
 
 ACP1: (1995), v. pags.     
 ARG: 1 June (1854), 8.  Advert. 
 
 
THE RIGHTS OF WOMEN:  [burletta]  Txt. W. M. Akhurst; Mus. Sydney Nelson 
 Set in a chamber on the first floor of the Hippopotamus Hotel, it concerned the characters Julian Vincent (a 
"brief-less Barrister" out of town for the sake of quiet and to escape the sheriff), Miss Blanche Evans (a strong-minded 
lady who is a "Pupil of the New Age" and a firm supporter of the Rights of Women); Cora Perks (a waitress at the hotel 
who is a lover of long chins); and a voice from offstage, "which is at first considered foreign to the subject, but 
eventually contributes to a happy denouement" (ARG: 3 Aug. 1854, 8). The songs incorporated into the narrative are 
"What Life as a Poor Little Maid" (a recitative and air sung by Carry Nelson), "Woman's Rights" (Sara Nelson), "Stay 
and Let Me Hear My Fate" (Alfred and Sara Nelson), "There's the Clock and the Cream Jug" (Alfred and Carry 
Nelson), and the finale, "Away with Idle Fantasies." 
1854: Mechanics Institute (Melb); 24, 31 July, 3 Aug. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
- Cast: Alfred Nelson (Julian Vincent), Sara Nelson (Blanche Evans), Carry Nelson (Cora Perks/The Voice). 
 
ACP1: (1995), v. pags.    
ARG: 24 July (1854), 8.   Advert.                                         [see also advert. – ARG: 3 Aug. 1854, 8] 
 
 
A MIDNIGHT MYSTERY:  [musical entertainment]  Txt. F. M. Soutten; Mus. Sydney Nelson 
 Described as "musical vaudeville," and a ghost story with music, the piece was written expressly for the Nelson 
Family by F. M. Soutten. Set during the reign of William III, the story concerns the characters Captain Arthur Tyrone, 
an officer in the Jacobite service, the Honourable Miss Villiers, a lady of fortune, and Margery, her unsophisticated 
maid.  
The songs incorporated into the narrative are the duets "What a Fearful Night" and "The Legend" (Sara and 
Carry Nelson), "How Joyous and Sportive" (Carry Nelson), "Let Youths Never Listen" (Sara Nelson), and the trios "It's 
Useless Resisting" and "How our Little Plot is Ended" (finale). 
1854: Mechanics Institute (Melb); 7, 10 Aug. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Captain Tyrone), Sara Nelson (Miss Villiers), Carry Nelson (Margery). 
 
 ACP1: (1995), v. pags.   
 ARG: 7 Aug. (1854), 8.  Advert. 
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THE RUSSIANS IN MELBOURNE:   [musical entertainment] Txt. F. M. Soutten; Mus. Sydney  
 Nelson 
 Advertised in the Argus as a "sketch," and "an entirely new and original, highly probable, versified catastrophe" 
(26 June 1854, 8), it capitalised on the current fears of Russian aggression. The story concerns Mr Rostrum, a retired 
auctioneer, his groom, James, and his daughter, Clarinda. Another character, Mary Ann, was advertised as being played 
by Miss Invisible Green. The Russian invaders of the title, are 'supposed to exist in the imagination’s of several elderly 
ladies' (ARG: 6 July 1854, 8).  
The songs incorporated into the work are "No More Glasses" and "The Rumours Fast Increase" (Carry Nelson), 
"Come Down with Me" and "Pray Father"  (Sara Nelson),  the duets "Sir, What's the Reason," "Now Work, Good 
James"  (Carry and Alfred Nelson) and "Tramp to Bendigo" (Sara and Carry Nelson), and the trios "Oh, Dear Me,"  
"The Russians are Coming" and "Now, Our Doubts and Fears" (finale). 
1854: Mechanics Institute (Melb); 29 June, 6, 10, 13, 20 July, 10 Aug. 
 - M Dir/Arr. Sydney Nelson. 
 - Troupe: Nelson Family. 
 - Cast: Alfred Nelson (Mr Rostrum), Sara Nelson (James Curricomb) Carry Nelson (Clarinda Rostrum). 
1854: Queen's Theatre (Melb); 21 Oct. 
 - Cast and production as for previous Melbourne season. 
  
 ACP1: (1995), v. pags.   
 ARG: 29 June (1854), 8.  Advert.                                        [see also advert. – ARG: 6 July 1854, 8] 
 
 
HARLEQUIN KING BLEAR AND HIS THREE DAUGHTERS; OR, THE 
FAIRY OF THE ENCHANTED PALACE ON THE SILVER LAKE:   [pantomime]   
 Lib. Henry Thornton Craven; Mus. [n/e] 
# Paisy and Fryer, 1854. 
 An advertisement placed in the Sydney Morning Herald for the 1854 premiere describes Harlequin King Blear 
as a 'grand scenical, historical, fictional, parodical, balygalical, musical match-if-you-can-ical, comical Christmas 
Pantomime' (26 Dec. 1854, 1), while an Age reviewer describes the 1855 Melbourne revival as: "A rich burlesque on 
Shakespeare's King Lear, whereby the king seeks to relieve himself of the cares of state in favour of what he seems to 
think the more agreeable delights of drinking potations deep" (27 Dec. 1855, n. pag.). Although the two productions 
involved mostly different companies (with the exception of Frank Belfield as Bloatero), there is evidence in the form of 
similar synopses and characters (published in the Sydney Morning Herald and Argus) which indicates that they are 
related (at least in the dramatic action). New comic business and songs are believed to have been added to the latter 
production. 
 According to the Age's plot synopsis, King Blear decides to abdicate and announces that he will divide his 
kingdom and possessions between his three daughters (Scragina, Fatima and Lightstep) if they will each promise to 
provide him with comfort in his declining years. Meanwhile Blear is also persuaded by his right-hand man Demon 
Goggle to promise his youngest and finest daughter (Lightstep) in wedlock to a Falstaffian lothario, Bloatero, much to 
the dismay of the damsel and her true knight, Edward. The lovers are, however, given support by Queen Graceful who 
promises not only her protection but also her best assistance to thwart the schemes of Goggle. The Sydney production 
included Sydney's George Street Market, the exterior of Woolloomooloo Gaol, Castlereagh Street, the Newtown races, 
Homebush Nursery Grounds, and the Prince of Wales Restaurant in Pitt Street. The Melbourne production had these 
scenes changed to local settings (ibid, n. pag.).  
 The songs incorporated into the Sydney production included: 'Gin a Fairy Meet a Fairy, Comin' Through the 
Sky' (Fairy chorus), and 'Bonny Done' (Queen Graceful and ladies). The musical aspects of the revival were described 
in the Age as 'creditable.' They included 'new and beautiful songs, two of these being 'Hot Coddlins,' and 
'Tippetywitchet.' The production also involved several dance sequences (ibid, n. pag.).  
1854: Royal Victoria Theatre (Syd); 26 Dec. 1854 - 5 Jan. 1855 
  - Mngr/Lse. Andrew Torning. 
- Cast: Frank Howson (King Blear), Julia Matthews (Queen Graceful), Mrs Matthews (Spangleskirt), Mrs  
   Moore (Silk-ho-ia), Miss Hart (Tinyshoe), Miss Seymour (Sweetankle), Miss Sinclair (Scragina), Miss  
   Wheeler (Fatima), Mrs R. McGowan (Lightstep/Columbine), Mr Howard (Demon Goggle), Mr Long  
   (Slithoof), Mr Dobsen (Blackhard), Mr Jones (Spiketail), Mr Lloyd (Baldun), Mr Cramp (an imp), Frank  
   Belfield (Bloatero), Lachlan McGowan (Edward), Mr Turner (Spittytonty), Mr Cordner (Selvote), Mr Styles  
   (Guzzle/Lushus)), C. King (Duke of Allbony), Mr Ryall (Earl of Spindleshanks), Mr Mayson (Swigwack),  
   Mr Hall (Harlequin), Andrew Torning (Clown), H. Twight (Pantaloon), Master J. Glover (Sprite). 
1855: Queen's Theatre (Melb); 26 Dec. 1855 - 10 Jan. 1856 
 - Dir. Mr Chambers and Mr Walsh; Mngr. H. N. Warner. 
 - Cast: H. N. Warner (King Blear), Minnie Clifford (Queen Graceful), Mr Chambers (Edward), Miss Fortesque  
    (Scragina), Miss Roberts (Fatima), Miss Chambers (Lightstep/Columbine), Charles Walsh (Clown), J. M.  
    Wolf (Pantaloon), Mr Robbins, Frank Belfield (Bloatero), Mr Drummond (Earl of Spindleshanks), Mr Ryan  
    (Duke of Allborey), Mr Chambers Jnr (Harlequin). 
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-  The 1-3 January shows included three dances "Old Man," "Kangaroo" and one unnamed dance, which were  
    performed by Aborigines. 
  
ACP1: (1995), v. pags.     
 "Queen's Theatre."  A: 27 Dec. (1855), 5.  Incl. plot synopsis. 
 "Queen's Theatre."  ARG: 28 Dec. (1855), 5. 
 "Victoria Theatre – On Tuesday Evening." SMH: 26 Dec. (1854), 1.  Advert.  Incl. plot synopsis. 
  
 
RIDDLE ME RIDDLE ME REE; OR, HARLEQUIN AND CONUNDRUM 
CASTLE: [pantomime]   Lib. Nelson Lee; Mus. [n/e] 
 The pantomime opens with the Hall of Riddles, where Puzzle, a demonical kind of personage instigated by 
Mirth, manufactures three goblin riddles for the special bewilderment of humans in general and to the Princess Riddle-
Me-Riddle Me-Ree in particular. This is followed by the scene where King Conundrum offers the hand of his daughter 
to the successful unraveller of the riddles. Three wealthy gentlemen attempt the task and fail, thus being forced to hand 
over large sums of money as a consequence. A young sentimental youth, in love with the Princess, as she is with him, 
also fails, and having no money escapes before being punished. With the aid of the good fairy the youth finally works 
out the puzzles and the lovers are united. 
1854: Queen's Theatre (Melb); 26 Dec. 1854 - 12 Jan. 1855  [17 pfms] 
 - Dir/Prod/M Arr. George Coppin; Lse. Messrs Young and Hyde; M Dir. B. Thom; S Art. William Pitt. 
 - Cast incl. Mr Rogers (Puzzle), Mr Burford, J. Chambers (Harlequin), T. Barry, W. Nunn, Miss F. Young  
    (Mirth), Mrs Avins (Princess Riddle-Me-Riddle-Me-Ree), Harriet Gordon [Hyde], Mrs Young. 
 
ACP1: (1995), v. pags.   
"Christmas Festivities and Amusements."  ARG: 26 Dec. (1854), 5. 
"Queen's Theatre."  ARG: 27 Dec. (1854), 4. 
 
 
 
 
A Turk in Distress (advertisement) 
Argus 1 June 1854, 8. 
 
The Rights of Women (advertisement) 
Argus 24 July 1854, 8. 
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1855 
 
 
ROLLA OF OURS; OR, THE SHAMEFUL GOINGS-ON OF THE SPANIARDS 
IN PERU:  [burlesque]   Txt Adapt. W. M. Akhurst; Mus. B. Thorn 
#  South Australian Printing Office, 1851 
A burlesque on Pizzarro by R. B. Sheridan, Rolla of Ours ruthlessly exposes the faults and follies of the local 
government then in power.  Shortly after this production the Irish tragedian Gustavus Vaughan Brooke appeared as 
Rolla at the Queen's Theatre in a dramatic version. The Argus made the comment, however, that the burlesque version 
was still so fresh in the minds of the audience that it was "difficult in looking on the drama, to forget the parody; and to 
avoid being moved to laughter, instead of tears, at the most touching passages" (27 Apr. 1855, 5). 
The 1855 Queen's Theatre production may not have been the first as the burlesque was published in Adelaide 
some four years previous. No earlier productions have yet been identified, however. 
1855: Queen's Theatre (Melb); 8-11, 17, 24 Jan., 8 Mar. 
 - M Arr. B. Thom; S Art. William Pitt.  
 - Cast: Fanny Young, Mrs C. Young, Harriet Gordon [Hyde], Charles Young, Mr Burford, Mr Webster,  J. P.  
    Hydes, G. H. Rogers, Mr Ward, J. Chambers. 
1858: Theatre Royal (Melb); 19-22 Jan.    
- Cast incl.  Mrs Phillips, Mrs Charles Poole, Miss Morgan, Mr Younge, Mr Lambert, W. H. Stephens, Robert  
   McGowan. NB: Cast for the benefit production incl. George Coppin and Mr Farquharson. 
 
ACP1: (1995), v. pags.     
"Queen's Theatre, The." A : 9 Jan. (1855), 5. 
"Queen's Theatre – The New Burleqsue." ARG:9 Jan. (1855), 5.                      [see also  Editorial - ARG:  8 Jan. 1855, n. pag.]    
"Theatre Royal." ARG: 20 Jan. (1858), 5.     
 
 
A COMMISSION OF ENQUIRY INTO THE STATE OF UNCLE TOM'S  
CABIN: [burlesque]  Txt. F. M. Soutten; Mus. [n/e] 
 A burlesque on Harriet Beecher Stowe's novel about "the late affair at Ballarat" and performed by the Nelson 
Family in aid of the Ballaarat [sic] Defence Fund. Using an allegorical opening which represents Britannia, Colombia 
and Australia, the narrative sees Uncle Tom metamorphosed into a broken-down Ethiopian serenader. 
1855: (Bendigo, Vic); 1 Mar. 
 - Troupe: Nelson Family. 
 
A: 6 Mar. (1855), n. pag      [rnib] 
ACP1: (1995), v. pags.    
ARG: 8 Mar. (1855), n. pag.      [rnib] 
 
 
THE MIRROR OF BEAUTY; OR, LITTLE SNOW WHITE AND THE SEVEN 
DWARFS:  [burlesque]  Txt. W. M. Akhurst; Mus. incl. E. J. Loder (Overture) 
 Advertised as "burlesque extravaganza" and "operatic and romantic burlesque extravaganza," The Mirror of 
Beauty is a parody of G. V. Brooke's tragic style. 
1855: Theatre Royal (Melb); 5-11 Oct.  
- M Arr. B. Thorn; S Art. Henry Holmes, Charles Fry and Mr Wyatt. 
 - Cast: G. H. Rogers (His Majesty Humph the First), Mrs A. Phillips (Snow White), Mrs Thom (Prince  
    Dednutz), A. Phillips (Fidelfadel), Lachlan McGowan (Baron Bosh), Mr Chapman (Count Von Bunkem), Mr  
    Salem (Count Mixpickel), Mr Burford (Grunt), Kate Royal (Villikins), Juliana King (Lillikins), Miss Smith  
    (Millikins), Miss Brown (Sillikins), Miss Jones (Pillikins), Miss Robinson (Killikins), Miss Hotham  
    (Billikins), Mrs Chester (Queen Gramaer), Mrs Moore (Catherine Fagan), Mrs Chichester (The Mirror), Mde  
    Strebinger, Mde Antoinette Berg, Signor Carandini (dancers) 
 
ACP1: (1995), v. pags.     
"Theatre Royal." A: 6 Oct. (1855), 4.       
"Theatre Royal." ARG: 6 Oct. (1855), 5.                                             [see also advert. – ARG: 5 Oct. 1855, 8] 
 
 
THE SIEGE OF SEBASTOL:   [musical entertainment] Txt. James Mulholland; Mus. [n/e] 
 Written expressly for actor Mr Barlow, the musical element saw seven songs and several character dances, 
incorporated into the narrative. These songs were: "The Fall of Sebastol," "The Light Brigade," "Red, White and Blue," 
"Romans and Greeks," and "The Union of England and France" (ARG: 12 Nov. 1855, 8). 
1855: Salle de Valentino (Melb); 8-10, 12, 21 Nov. 
 - Cast incl. Mr Barlow. 
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 ACP1: (1995), v. pags.     
 ARG: 8 Nov. (1855), n. pag.      [rnib]                                    [see also advert. - ARG: 12 Nov. 1855, 8] 
 
 
HARLEQUIN £ s. d; OR, THE FAIRY QUEEN OF THE DIAMONDS AND  
THE LORDS OF THE MINERAL KINGDOM:  [pantomime]   Lib. W. M. Akhurst; Mus. [n/e] 
With its story concerning the Realm of Copper revolting against being supplanted by the Realm of Gold, 
Harlequin £. s. d. is said to have contained substantial topical content – both social and political. The pantomime also 
presented a whole series of metaphors based on different kinds of currency within the narrative, with the story focusing 
on the friction between various minerals and coins. This leads to the Golden Palace of Auriferosa sentencing all parties 
to Victoria.  Topical allusions were made to Governor, the Mayor, Mr Grimes (Town Clerk) and several other 
prominent public figures, while the local settings included the Treasury in William Street, the interior and exterior of 
the Exhibition Building, Cobb's Coach Office and Bourke Street. The pantomime ended with the traditional 
harlequinade. 
The medley, overture and music of the pantomime, selected and arranged by Frederick Coppin, included "The 
Mistletoe Bough" ("with the usual time-honoured accompaniment"), "The Chimes" ("a seasonal sound"), "The Roast 
Beef of Old England" ("which all acknowledge seasonable"), "The Roger de Coverly ("who has not danced it"), 
"Yankee Doodle," "The Marseillaise" and "Rule Britannia" ("a formidable trio of nationalities") winding up with the 
"Hurry-Scurry" (A: 27 Dec. 1892, 8).   
1855:   Coppin's Olympic Theatre (Melb); 26 Dec. 1855 - 21 Jan. 1856 [18 pfms] 
 - Dir. Richard Younge; M Dir/Arr. Frederick Coppin; S Art. William Pitt and Mr Opie; Cost. Mr Matthews  
    and Mrs Jager; Com Sc. Charles Young. 
 - Cast incl. Mrs R. McGowan (Columbine), Mrs W. Hill (Miss Silver Sixpence), Julia Matthews (Fairy Queen  
    of Diamonds), Miss Herbert (Auriferosa), Thomas Nunn (Harlequin), F. Dherang (Pantaloon), Charles Young  
    (Clown), C. Dherang (Sprite), Richard Younge (Malachite), Mr Murray (Sulphuret), Robert McGowan  
    (Penny-Piece), Mr Webster (Quicksilver), Walter Hill (Master Shilling), Mr Leslie. 
 
ACP1: (1995), v. pags.    
"Coppin's Olympic." A: 27 Dec. (1855), 4-5.                        [see also second rev. -  "Coppin's Olympic." A: 28 Dec. (1855), 4] 
"Coppin's Olympic Theatre." ARG: 27 Dec. (1855), 5.       
 
 
THE MAGICIAN'S DAUGHTER; OR, HARLEQUIN KING OF THE  
GOLDEN ISLAND AND THE FAIRY RIFLE CORPS:   [pantomime]  Lib Adapt. Thomas  
 Pavey; Mus. [n/e] 
A pantomime adapted by Thomas Pavey from William and Robert Brough's extravaganza, The Enchanted Isle 
(itself a burlesque on Shakespeare's The Tempest). The production was described as "being a picture of life in Victoria 
some fifty years ago or thereabouts," and advertised the use of "elaborate mechanical transformations, tricks, machinery 
[and] costly decorative appliances never before attempted in this Colony" (A: 27 Dec. 1855, 4).  
The Age theatre critic, who was highly critical of the production (along with the first part entertainment The 
Wife's Secret), wrote: "we swallowed our disappointment… [with] the only redeeming feature in the piece [being] the 
scenery, which we are but too glad to pronounce excellent." The reviewer then went on to suggest that "we are not 
unwilling to make every allowance for a first night, but stretching this indulgence to the utmost, we confess we never 
saw a pantomime go off so ill upon any stage… some dreary attempts there were at tricks, and a melancholy failure at 
acrobatism… the time-honoured 'Tippitywichety' was ignominiously hissed… the stereotyped shaving scene was 
'goosed,' seeing that the barber had mislaid his razor; everything halted and fell short, and the audience loudly expressed 
their dissatisfaction. Harlequin was nowhere… Signor Carandini's dancing days are over [and] Pantaloon was a thing 
not to be laughed at" (4). 
Local scenes included "By the Sad, Sea Waves Somewhere near St Kilda," "The Village Wash-Houses," and 
"Tops of the Houses."  
1855: Theatre Royal (Melb); 26 Dec. 1855 - 4 Jan. 1856    
 - M Arr. Herr Strebinger and Herr Printz; S Art. Henry Holmes and Charles Fry; Cost. Mrs Lawrence and Mrs  
    Earle; Chor. Mde Strebinger and Signor Carandini; S Mngr. Charles Poole. 
 - Cast incl. Madame Strebinger (Columbine), Mde Antoinette Berg (Harlequina), Mrs Moore, Miss Sinclair,  
    Mrs Chester (Polyanthreaesar),  Signor Carandini (Harlequin), John E. Renno (Clown), J. Fry, G. H. Rogers  
    (King Orfwithishead), Mr McGowan (Signor Jacobs), Mr Moore (Alfonsonodoubt). 
 
 ACP1: (1995), v. pags.    
 "Theatre Royal." A: 27 Dec. (1855), 4. 
 "Theatre Royal, The."  ARG: 27 Dec. (1855), 5. 
 
 
 
 
 141 
 
1856 
 
 
ANNA BISHOP IN AUSTRALIA; OR, SOPRANO SFOGATO: [musical entertainment]  
 Txt Adapt/Mus. [n/e] 
 Written expressly for Anna Bishop, who sang in six languages, it was said to have been a localised version of 
Madam Anna Bishop in California. 
1856: Prince of Wales Opera House (Syd); 5, 7 Feb. 
 - Mngr/Dir.  Andrew Torning. 
 - Cast: Anna Bishop, Mr Belair, Mr Stewart, Mr Bruton, Mr Maynard, Frank Howson, Mr Morton, W. B. Gill,  
    Mr Flynn, Mr Turner.  
1856: Olympic Theatre (Melb); 29, 31 June 
 - Cast incl. Anna Bishop, Richard Younge, Mr Nelson, Mr Gordon, Mr Webster, Mr Rogers, Mr Murray. 
 
ACP1: (1995), v. pags.     
 PAD: 9 Feb. (1856), n. pag.     [rnib] 
 
 
FAIRY OF THE GOLDEN PIPPEN; OR, THE GOBLIN CHAMBER: [pantomime]  
 Lib/Mus. [n/e] 
 A ballet pantomime fairytale written for two benefit concerts. 
1856: Royal Amphitheatre (Melb); 11-12 Apr. 
 - Prod. George Coppin. 
 - Troupe:  Lee Family. 
 
ACP1: (1995), v. pags.     
  
 
TROUBLES OF MATRIMONY; OR, THE MUSICAL FAMILY:  [musical  
 entertainment]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Described in an Age review as "a musical interlude" and in Bell's Life in Sydney as having been arranged 
expressly "to display [the] versatile talents" of the Buckingham Family, Troubles of Matrimony was said to have been 
originally titled Mr and Mrs Pringle. This is the same title as a comic entertainment written by J. T. de Truebe y Cosio 
and performed in Drury Lane in 1832. 
1856: Royal Victoria Theatre (Syd); 15 Apr. 
 - Lse. Mr Buckingham. 
 - Troupe: Buckingham Family. 
1856: Queen's Theatre (Melb); 30 Apr., 5 May 
 - Lse. Mr Buckingham. 
 - Troupe: Buckingham Family. 
 
ACP1: (1995), v. pags.    
"Local Intelligence." A: 1 May (1856), 2.    
"Buckingham Family, The." BLS: 19 Apr. (1856), 2. 
 
 
EVA; OR, LEAVES FROM UNCLE TOM'S CABIN:  [musical entertainment] Txt Adapt.  
 Frank Fowler; Mus. M. Winterbottom 
 An adaptation of Harriet Beecher Stowe's novel written expressly for Miss A. M. Quinn, with minstrel acts 
included. 
1856: Lyceum Theatre (Syd); 25 Aug. - 3 Sept, 13 Sept.     
 - M Arr. Mr Winterbottom; S Art. Mr Thomas and Mr Guy; Cost. Miss Franks. 
 - Troupe: Ethiopian Minstrels.  
 - Cast: Anna Maria Quinn, Mr and Mrs Lambert, Mr and Mrs H. T. Craven, Mrs  Winterbottom,  J. H. Vinson,  
    W. H. Stephens, Mr Reading, Mr German, Mr Brenny, Mr Drummond, Mr Russell. 
1856: (Bendigo, Vic); 27 Dec. 
 - Cast incl. Anna Maria Quinn. 
 
ACP1: (1995), v. pags.   
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MULTIPLICATION IS VEXATION, DIVISION IS AS BAD; OR,  
HARLEQUIN RULE OF THREE, AND THE GENIUS OF THE CRYSTAL LAKE 
OF LEARNING:  [pantomime] Lib. W. M. Akhurst; Mus. [n/e] 
 The story of Multiplication is Vexation, Division is as Bad sees science overcome the Demon "Ignoramus." 
Containing local references and topicalities, the settings include locations such as the Cremorne Gardens (Melb) and the 
gold diggings.  
1856: Theatre Royal (Melb); 26 Dec. 1856 - 17 Jan. 1857 [19 pfms] 
 - Dir. Richard Younge, with Charles Young; M Arr. Frederick Coppin; S Art. William Pitt, Mr Arrogoni and  
    John Hennings. 
 - Cast incl. Alfred Nelson (Lady Crinoline de Statistics), Mde. Strebinger (Columbine), Miss Chambers  
    (Harlequina), Miss Carry Nelson (Verrimerribissbe), Miss Green (Lady Patroness), Miss Herbert (Pretty  
    Practice), Charles Young (Clown),  Mrs Charles Young, J. Chambers Jnr (Harlequin), Mr Douglas  
    (Pantaloon), Mr Webster (Professor Gunnybags), Mr Sefton (Rule o' Three), Thomas Nunn, Mr Yeaman. 
 
 CP1: (1995), v. pags.     
 "Music and the Drama."  A: 29 Dec. (1856), 5. 
 "Theatre Royal." ARG: 27 Dec. (1856), 5.       
 
 
THE ENCHANTED ISLE; OR, THE SPRITE OF THE DIAMOND STAR:   
 [pantomime]  Txt/Mus. [n/e] 
 The Age cites a review in the Times that records: 'The Montesuma Theatre was most densely crowded to witness 
the performance of the first pantomime produced on Ballaarat [sic]… The opening chorus was indicative of the 
excellent entertainment which was to follow, and the steamboat bearing the royal freight to the enchanted isle made us 
feel almost seasick from its perfect reality… The scenery was excellent and ably managed. Bath's Hotel was hailed with 
acclamation; and many a thirsty soul smacked his lips at the sign where he had so often slaked his thirst. The whole 
concluded with a beautiful tableau, in which the principal characters were artistically grouped, and the 'sprite of the 
diamond star' descended in her brilliant constellation' (29 Dec. 1856, 5).  
 The same Age review reports that the production, which cost £400, contained many local references and 
allusions. One of the songs incorporated into the story was "Hot Coddlins."  
1856: Montesuma Theatre (Ballarat); 29 Dec. 1956 – ca. Jan. 1857 
 - Cast incl. Mrs J. P. Hydes (Columbia), Mr Walsh (Clown), Mr Golding (pantaloon), Mr Powell (Harlequin),  
    Mrs Chapman. 
 - The cast also played a number of other (unidentified) characters. 
 
 "Music and Drama, The." A: 29 Dec. (1856), 5.      
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1857 
 
THE AUSTRALIAN BUNYIPS:  [play with music]   Txt. Mons. Ricard; Mus. [n/e] 
 Described as a bush melodrama in the Sydney Morning Herald, this production was part of the sixty-ninth 
anniversary celebrations of New South Wales. The storyline included a villainous squatter, a hero (who is saved by an 
Aboriginal chief), and a sensation scene of a falling bridge. It also featured a group of Aboriginal performers engaged to 
give authenticity to the corroboree dances which occurred in the bush scenes. Other scenes presented were the post 
office in George Street and Griffith's Public House at Manly. 
1857: Lyceum Theatre (Syd) [aka Malcolm's Amphitheatre]; 24 Jan. - 
 
 ACP1: (1995), v. pags.     
 SMH: 24 Jan. (1857), n. pag.      [rnib] 
 SMH: 29 Jan. (1857), n. pag.      [rnib] 
 
 
PONG WONG THE MANDARIN:  [burlesque]   Txt. H. T. Craven; Mus. [n/e] 
 Advertised in the Argus and Age as a "new Chinese extravaganza," this burlesque by Henry Thornton Craven 
includes music and dances. (A 24 Feb. 1857, 1; ARG: 24 Feb. 1857, 8). 
1857: Theatre Royal (Melb); 24-26 Feb.  
 - Cast incl. H. T. Craven,  Mrs H. T. Craven, Miss Green, Mr Stebinger, Mr McGowan. 
  
 ACP1: (1995), v. pags.  
 "Theatre Royal." BL: 28 Feb. (1857), 2.       
 
 
THE MELBOURNE HUNT; OR, A CLUB NIGHT AT CHELTENHAM:    
 [musical entertainment]  Txt/Mus. [n/e] 
 Advertised in the Argus as a "sketch" produced "under the patronage of the Melbourne Hunt Club," this musical 
entertainment included on-stage equestrian feats, and G. V. Brooke playing two Irish characters, one being a sporting 
identity, Prince O'Hara. 
1857: Theatre Royal (Syd); 28 May  
 - Prod. George Coppin 
- Cast incl. George Coppin, George Watson, Thomas Nunn and Members of the Melbourne Hunt. 
 
 ACP1: (1995), v. pags.    
 ARG: 23 May (1857), n. pag.    [rnib] 
 
 
THE FALL OF SEBASTOPOL; OR, THE CAMPAIGNERS:  [play with music]   
Txt. W. M. Akhurst; Mus. [n/e] 
Also known as The Battle of Inkermann, the story of this a three act drama concerns an Englishman, Norton, 
who with his Irish servant and French friend, Adrian, is exiled to Siberia. There they find Norton's fiancée, Leila, and a 
renegade Pole. After many adventures they end up at the Crimea just as the allied forces are landing and subsequently 
take part in such stirring scenes as the Battle of Alma which leads to the fall of Sebastopol.  
The musical element involved a number of dances and choruses. One of the dance highlights was a pas de deaux, 
performed by Madame Strebinger and Mr Edouin, which was introduced in a trench scene.  
1857:  Theatre Royal (Melb); 17-22 Aug. 
 - Cast incl. Miss Herbert (Leile de Nexili), Richard Younge (Norton), Mr Sefton (Adrian), Mr Webster (the  
    Pole), Carrie Nelson, Mr Gordon, Mr Murray, Mr Wilson (dancer/hornpipe),  Mde Strebinger (dancer), Mr  
    Edouin (dancer), Major Leslie and Officers of the 40th Regiment. 
 
 ACP1: (1995), v. pags.     
 ARG: 18 Aug. (1857), n. pag.      [rnib] 
 "Theatre Royal." BL: 22 Aug. (1857), 2.     
 
 
FORTUNIO; OR, THE SEVEN GIFTED SERVANTS:  [pantomime]  Lib Adapt/Mus. [n/e] 
 Adapted from James Robinson Planché's extravaganza Fortunio; Or, The Seven Gifted Servants, this 'Grand 
Musical Fairy Extravaganza,' is described in the Age as being 'as old as the hills, as old as our grandfathers and 
grandmothers [and] a chef d'ouvre of the "Child's Own Book" imprinted indelibly in the memory'. The storyline follows 
the adventures of three sisters who disguise themselves as men. One of the women, Myrtina, obtains the goodwill and 
assistance of Fairy Favourable and assumes the name and arms of Fortunio. During the course of the story she battles a 
dragon and becomes 'confounded by the feats and powers of the seven gifted servants.' The burlesque ends 'in the most 
approved manner [when Fortunio is] revealed in his true character, as the fair, the chaste, the inexpressive, [and thus] 
espouses the King Alfourite' (28 Dec. 1857 5-6). The Argus theatre critic records that the production contained 'local 
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hits, songs and adaptations' - with the topicalities aimed at subjects such as the Land Bill, the City Council and the 
Squatters (28 December 1857. 5). In this respect, too, the Age review notes that the local hits were occasionally telling. 
'There is a song about the Yan Yean,' writes the critic, 'and another about the Land Bill, the latter of which sung, with 
great point by Miss Joey, was re-demanded. The City Council, the squatters and other celebrities got their share of the 
wit of the piece, and in turn elicited loud laughter' (6).  
 While the authorship of the localisations remains uncredited, it is likely that George Fawcett had a hand in their 
creation. Although his name is not mentioned in any reviews for this production, Fawcett was engaged by the 
Gougenheim's throughout much of their Princess's season, and is known to have adapted and localised material for his 
own role in their production of Beauty and the Beast.   
1857: Princess's Theatre (Melb); 26 Dec. 1857 - 9 Jan. 1858 
 - Lse/Prod. Josephine [aka Joey] Gougenheim; Cond. Mr Megson.  
 - Cast incl. Adelaide Gougenheim (Princess Vindicata), Josephine Gougenheim (Myrtina), Mrs Lachlan  
    McGowan (Pertina), Miss Forrest (Kirtina), Miss Glyndon (Fairy Favourable), Mde Lee (dancer), Josephine  
    Lee (dancer), Mr Rogers (Emperor Matapa the Merciless), Henry Warner (King Alfourite), Mr Downey  
    (Baron Dunover). 
 
 ACP1: (1995), v. pags.    
 "Princess's." A: 28 Dec. (1857), 5-6. 
 "Princess's." ARG: 28 Dec. (1857), 5.     
 "Princess's Theatre." BL: 2 Jan. (1858), n. pag.     
 
 
HARLEQUIN WHITTINGTON AND HIS CAT:   [pantomime]   Lib. W. M. Akhurst;  
Mus. Frederick Coppin 
 Comprising many local allusions and operatic parodies, the pantomime begins with Circe who is being 
imprisoned by the fairy Homogenia until she consents to yield control over the destiny of Australia. Circe is then 
transformed into Whittington's cat, thus heralding the start of the traditional story.  Concerning Akhurst's libretto, the 
Age reviewer writes: "the plot we do not pretend to understand, and probably it is not at all desirable that we should. It 
is a bustling piece of amusement throughout… full of incident and point, and plentifully seasoned with local hits, 
though we suppose the author will not fail to introduce many more as [the burlesque] runs its course" (28 Dec. 1857, 5). 
The critic writing for Bell's Life in Victoria was similarly impressed by the production. 'The opening is very smartly 
written, and the episodes are well brought in," he records. "Some of the allusions to current topics are extremely clever; 
and, as a matter of course, were well received by the audience. In fact, in the present temper of the Melbourne public, 
anything which hits Peter Davis, or the Australian mail, is sure of a round. Whittington is certainly the best pantomime 
yet written in Melbourne, and we anticipate for it a long run' (2 January 1858, 2). 
 The Leopold family, who included Frauline Fannie, provided much of the dance specialties. These included 
imitations of several celebrities, notably Fanny Ellsler, Taglioni and Lucille Grahn. Other highlights of the show were 
reportedly George Coppin's "The Artful Dodge," Mr Lambert's "My Friend from Leatherhead," and "Uncle John" by W. 
H. Stephens. Mr McGowan's travesty of Donizetti's principal heroine and Mr Leslie's "nautical and naughty man of the 
same period" were also roles deemed worthy of note by several reviewers. 
1857: Theatre Royal (Melb); 26 Dec. 1857 - 23 Jan. 1858  [21 pfms] 
 - Dir. Richard Younge and Tom Leopold; Prod. George Coppin;  M Arr. Frederick Coppin; S Art. William  
    Pitt, Charles Fry and W. J. Wilson; Chor. Henry Leopold, Cost. Tilly Earl. 
 - Cast incl. Mde Strebinger, Mrs Robert McGowan, Robert McGowan (Lucrezia Bodger)  Frau. Fannie [Mrs  
    Tom Leopold] (Columbine), Tilly Earl, Miss Morgan, Miss Mortimer, Miss Green, Henry Leopold  
    (Harlequin), Tom Leopold (Clown), George Leopold (Pantaloon), Mr Leslie, Mr Webster (Monarch of  
    Rattatatoo), George Coppin, Mr Lambert, W. H. Stephens. 
- The benefit performance, held on 18 January 1858, was presented to William Akhurst. 
 
 ACP1: (1995), v. pags.    
 "Theatre Royal."  A: 28 Dec. (1857), 5. 
 "Theatre Royal." ARG: 18 Jan. (1858), 5.                     [see also advert. - ARG:  26 Dec. 1857, 2.] 
 "Theatre Royal." BL: 2 Jan. (1858) 2.  
 
 
RUMCOONIO AND HIS FOUR COLONIAL SERVANTS; OR THE STARRY 
HOME OF THE FAIRY OF THE CRYSTAL FOUNTAIN:   
[burlesque]   Txt/Mus. [n/e] 
A burlesque-style extravaganza with music. 
1857: Charlie Napier Theatre (Ballarat, Vic); 28 Dec. 1857 - 1 Jan. 1858 
 - Troupe: Nelson Sisters; S Art. Henry Holmes. 
 - Cast incl. Carry, Marie and Sara Nelson, Alfred Nelson, J. R. Greville. 
 
ACP1: (1995), v. pags.   
BS: 25 Dec. (1857), n. pag.   Advert.      
"Charlie Napier, Ballaarat." [sic] BL: 2 Jan. (1858), 2.      
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1858 
 
 
BEAUTY AND THE BEAST:  [burlesque]  Lib Adapt. [n/e]; Add Lib. George Fawcett [Rowe];  
Mus. [n/e] 
An adaptation of J. R. Planché's burlesque pantomime, Beauty and the Beast, this version was presented "for the 
first time in these colonies" during a season of theatricals starring the Gougenheim sisters, Josephine (aka Joey) and 
Adelaide.°  The Age records that the local hits, "written we understand by Mr Fawcett… are plentifully interspersed 
throughout the piece, and many of them were very smart and pointed" (18 Jan. 1858, 5). There was, however, one 
particular criticism put forward by the reviewer. This concerned the obvious want of judgment displayed in "putting 
them all into the mouth of one performer, and in modernising a portion of the extravaganza so as to render the dialogue 
a curious jumble of allusions to two distinct epochs and to antipodean localities with nothing whatever to justify the 
forcible association of the defunct George Robins with the living Samuel Bottomley; or of Imperial incidents many 
years old with Mr Fellows and the squatters" (5).   
 The Argus review also notes that "two or three new songs have been introduced" among them "a parody upon 
"Old Dog Tray." Performed by Joey Gougenheim, who presented a "capital imitation of [George Coppin] our favourite 
comedian, the song was described by one reviewer as being as inane and as pointless as the original, [and] elicits a 
corresponding amount of applause." The lyrics of the song, which paraphrased a recent speech by Coppin, are said, on 
the other hand, to have been "received with such shouts of applause and laughter" that it had to be repeated.  In another 
scene Miss Joey is reported to have "especially served out to out ministry some admirably new views for petticoat 
government" (A: 18 Jan. 1858, 5). 
 The scenery for the Princess Theatre season, described as excellent despite the limited area of the stage, and as 
"reflecting great a credit on the pencil of Mr Hennings" included a "capitally arranged" snow storm (5).  
1858: Princess's Theatre (Melb); 16-27 Jan. 
 - S Art. John Hennings. 
 - Cast incl. Joey Gougenheim (Beauty), George Fawcett [Rowe] (The Beast), Adelaide Gougenheim, Mr  
    Rogers (Sir Aldgate Pump), Lachlan McGowan (John Quill), Mrs Lachlan McGowan. 
- Presented initially as a first part entertainment. From 23 January, however, it became the second part  
    entertainment. 
 
"Princess Theatre."  A: 18 Jan. (1858), 5.  (incl. plot synopsis) 
"Princess Theatre."  ARG: 18 Jan. (1858), 5. 
 
 
COPPIN IN CAIRO; A ROMANCE OF THE MAIL SERVICE:   [play with music]   
Txt. W. M. Akhurst; Mus. [n/e] 
 Presented during the final weeks of George Coppin's last season as an actor, this farce with numerous local 
allusions saw him perform multiple roles, including that of himself. The story begins with the enterprising manager en 
route to Europe. He is forced to wait in Cairo, however, when the steamer he is travelling on breaks down. After an 
interview with an officer of the Company's service who tries to borrow fifty pounds off him without success, Coppin 
throws himself on the sofa in his room at Shepherd's Hotel and goes to sleep. It is following this that he dreams of 
adventures in Egypt.  
 The production called for Coppin to sing and parody numerous real life characters. One of these was Lola 
Montez, (through the persona of Scrumptious Katinka, Professor of the Spider Dance). This was an obvious send-up of 
the notorious exotic dancer whom he had often imitated on stage. His performance also included the character, Billy 
Barlow, a 'colonial stick in the mud' described as one of Coppin's 'old favourites' (ARG: 25 May 1858, 5). Another 
character was All Coppin Beg (an orange-vendor). After a series of adventures and mishaps the dream climaxes with 
Coppin's decapitation. Upon wakening he realises that he is still in Melbourne. 
1858: Theatre Royal (Melb); 24-29 May, 5 June  
 - S Art. B. Tannett. 
 - Cast incl. Miss Morgan, Frau. Fannie [Mrs Tom Leopold] (dancer), Mde Strebinger (dancer), George Coppin,  
    Henry R. Harwood, Frederick Younge. 
 
ACP1: (1995), v. pags.  
"Royal, The." A: 25 May (1858), 6.     
"Theatre Royal." BL: 29 May (1858), 2.       
"Theatre Royal." ARG: 25 May (1858), 5. 
 
 
___________________________________ 
 
°  The Gougenheim season, which started on 2 December 1857 and concluded on 6 March 1857, involved quite a deal of controversy, the result of 
Josephine Gougenheim having being sued twice by one performer for non payment of wages and with insinuations levelled by another over the same 
issue.  
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JEANETTE'S WEDDING:  [burletta]   Txt Adapt. [n/e]; Mus. Sydney Nelson 
 Adapted from an unknown French operetta (or similar musical work), the story concerns marital 
misunderstanding and reconciliation.  
1858: Theatre Royal (Melb); 11-16 Oct.    
 - M Arr. Sydney Nelson. 
 - Cast incl. Mr and Mrs Frederick Younge. 
 
 ACP1: (1995), v. pags.    
 ARG: 12 Jan. (1858), n. pag.       [rnib] 
 
HARLEQUIN AND LALLA ROOKH:  [pantomime]  Lib Adapt/Mus. [n/e] 
 A pantomime with local allusions possibly adapted from William Brough's extravaganza Lalla Rookh; Or, The 
Princess, the Peri and the Troubadour  (1856).  
1858: Prince of Wales Opera House (Syd); 27 Dec. 1858 - 15, 26-29 Jan. 1859 [21 pfms] 
 - Lse. Charles Poole; M Arr. Mr Winterbottom. 
 - Cast incl.  Ada Hart, Mr and Mrs Twight, Mde Lee, John Mungell, Mr McLean, Mr Walker. 
1859: Prince of Wales Opera House (Syd); 23-26 Feb. 
- Cast and production mostly as for previous Sydney season. 
 
 ACP1: (1995), v. pags.   
 SMH: 1 Jan. (1858), n. pag.      [rnib] 
 
HARLEQUIN ROBIN HOOD; OR, THE BOLD HUNTSMAN OF SHERWOOD 
AND THE FAIRY LOCALLOTTA: [pantomime]  Lib. W. M. Akhurst; Mus. Frederick Coppin 
 A burlesque pantomime set in "merry" England, but also containing a corroboree and numerous topical hits 
(including several political attacks on the Victorian ministry), Harlequin Robin Hood is described in the Argus as "one 
of those absurdities which are not to be judged of by any rules of dramatic art. Dramatis Personae who are always 
involving themselves in ridiculous complications; giving utterance to jokes and perpetuating puns good and bad; hits at 
the men and manners of the day; virtuous people and villains, fairies and fools, songs and dances, transformations and 
scenic effects; make up a complete jumble of incongruities, which the critic ought by every canon of his craft to 
condemn, but at which people who go in for amusement will laugh in spite of him. If you attempt to describe the plot it 
will appear very silly. If you put the puns into print, nothing could be demonstrably more absurd. Yet the audience - 
children both young and old - were amused and merry" (27 Dec. 1858, 5).  
 In addition to the original incidental music by Frederick Coppin, the production also burlesqued a number of 
well-known operatic songs, including some from ll Trovatore. 
1858: Theatre Royal (Melb); 27 Dec. 1858 - 22 Jan. 1859  [19 pfms] 
 - Dir. Richard Younge; M Arr. Frederick Coppin; Chor. Mons. Schmidt; S Art. B. Tannett, W. J. Wilson and  
    Mr Hobbs; Com Sc. Tom Leopold. 
 - Cast incl. Frau. Fannie [Mrs Tom Leopold], Mdlle Theresa, Miss Morgan, Miss Mortimer, Miss Milne,  
    Henry, Tom and George Leopold, Mons. Schmidt, Henry R. Harwood, Frederick Younge, Mr Webster. 
 
 ACP1: (1995), v. pags.   
 "Theatre Royal, The." A: 27 Dec. 1858, 5.       
 "Theatre Royal." ARG: 28 Dec. (1858), 5. 
 "Theatre Royal." BL: 1 Jan. (1859), 2.     
 
 
CAMERALZAMAN AND BADOURA; OR, THE PERI WHO LOVED A 
PRINCE:  [burlesque]   Txt Adapt. G. S. Hough; Mus. [n/e] 
 A localised Christmas fairy extravaganza adapted from William Brough's Cameralzaman and Badoura; Or,The 
Peri who Loved the Prince  (1848).  
1858: Princess's Theatre (Melb); 27 Dec. 1858 - 26 Jan. 1859 [16 pfms] 
 - Mngr. J. R. Greville; S Art. John Hennings 
 - Cast incl. Carry, Sara and Marie Nelson, J. R. Greville, George Fawcett [Rowe]. 
1860: Royal Pantheon, Cremorne Gardens (Melb); 4-15 Dec. 
 - Mngr. J. R. Greville; S Art. John Hennings. 
 - Cast incl. Carry, Sara and Marie Nelson, J. R. Greville, George Fawcett [Rowe]. 
 
 ACP1: (1995), v. pags.   
 "Princess', The."  BL: 1 Jan. (1859), 2. 
 "Princess's Theatre." A: 28 Dec. (1858), 5.       
 "Princess's Theatre." ARG: 28 Dec. (1858), n. pag.     
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1859 
 
 
YE STORIE OF II TROVATORE: [burlesque] Txt Adapt. George Fawcett [Rowe]; Mus. [n/e] 
Adapted by Rowe from the Verdi opera with the narrative framed by a Christopher Sly prologue. Verdi's music 
was not used. 
1859: Princess's Theatre (Melb); 31 Jan. - 3 Feb. 
 - Lse. J. R. Greville; M Arr. Mr Winterbottom. 
 - Cast incl. Carey and Sara Nelson, J. R. Greville, George Fawcett [Rowe], Mr Musgrave (prologue). 
 
 A: 1 Feb. (1859), n. pag.    [rnib] 
 ACP1: (1995), v. pags.     
 ARG: 1 Feb. (1859), n. pag.    [rnib] 
  
 
LA TATANTULA; OR THE SPIDER KING:  [burlesque]  Txt Adapt. Albert Smith; Mus. [n/e] 
 A romantic burlesque possibly adapted from Francis Talford's La Tarantula; Or The Spider King (1850). 
1859: Prince of Wales Opera House (Syd); 31 Jan. - 11 Feb.    
 - Lse/Mngr. Charles Poole. 
 - Cast incl. Mrs Winterbottom, Mde. Sara Flower, Mrs Twight, Charles Poole, Ada Hart, Mrs Crosby, Mr  
    Newtown, Charles Miran, James Hasker, Samuel Howard, Mr Wigan, J. J. Welsh, Mr Walker, Mr McLean,  
    John Mungall. 
 
 ACP1: (1995), v. pags.    
 
 
THE KING'S MINSTREL; OR, THE GOLDEN NUGGET: [musical entertainment]  
Txt Adapt/Mus. [n/e] 
 Adapted from James Robinson Planché's extravaganza The Fair One with the Golden Locks (1843), with 
"specific [local] allusions, and a burlesque of Norma." 
1859: Princess's Theatre (Melb); 19 Feb. [benefit] 
 - Lse/Mngr. J. R. Greville. 
 - Cast incl. Carry, Sara and Marie Nelson. 
 
 ACP1: (1995), v. pags.   
 ARG: 19 Feb. (1859), n. pag.    [rnib] 
 
 
HARLEQUIN KING BLEAR! AND THE FAIRY OF THE ENCHANTED  
ISLE:  [pantomime]   Lib/Mus. [n/e] 
1859: Prince of Wales Opera House; 23-24 Apr. 
 - Lse/Mngr.  Charles Poole. 
 - Cast incl. Ada Hart, Mrs Crosby, Mrs. H. Twight, Andrew Torning, Mr McLean, H. Twight, Frank Howson,  
    Charles Miran, Mr Newton, Mr Welsh. 
 
 ACP1: (1995), v. pags.   
 
 
THE YELLOW DWARF; OR, THE KING OF THE GOLDEN MINES:   
[burlesque]   Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted from James Robinson Planché's fairy extravaganza (1854) and interspersed with local allusions. 
1859: Theatre Royal (Melb); 25 Apr. - 7 May   [11 pfms] 
 - Dir/Mngr. Richard Younge; Lse. G. V. Brooke; M Arr. Frederick Coppin; S Art. William Pitt, W. J.  
    Wilson and Alexander Habbe; Cost. Mrs Jagar and Mrs Earl. 
 - Cast incl.  Miss Mortimer, Kate Warde, Mr and Mrs Frederick Younge, Mr Lambert, Henry R. Harwood. 
 
 "News of the Day." A: 26 Apr. (1859), 5.     
 ACP1: (1995), v. pags.   
 "Theatre Royal." BL: 30 Apr. (1859), 2.  
 "Theatres, The." ARG: 26 Apr. (1859), 5. 
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THE ENCHANTED ISLE:  [burlesque]  Txt Adapt. George Fawcett [Rowe]; Mus. [n/e] 
 Written in verse and containing songs and dances, this localised burlesque was adapted from William and 
Robert Brough's extravaganza The Enchanted Isle; Or, Raising the Wind on the Must Approved Principles (1848), itself 
a burlesque of Shakespeare's The Tempest.  
 One of the features of the production was George Fawcett impersonation of 'a well-known medical practitioner' 
(A: 25 Apr. 1859, n. pag.). A critic writing for Bell's Life in Victoria records: 'Mr Fawcett... gives the jokes entrusted to 
him with solemn gravity. He has refined, in some degree, upon the design of the authors, and identifies himself very 
funnily with a person in our local pill interest. The hits levelled at the individual in question are racy, although they 
occasionally approach the broad in their reference to the aperient qualities of the vegetable specific which is profusely 
commended by its inventor to the Victorian stomach.' Concerning the other local hits, the critic goes on to write: 'many 
of them are cleverly strung together and judiciously interpolated' (30 April 1859, 2).  
 A similarly titled pantomime written by Thomas Pavey (and subtitled Harlequin the Mysterious Prince and the 
Magician Father) is not believed to be related to Rowe's burlesque. The Pavey production was staged in Melbourne in 
December that same year. 
1859: Princess's Theatre (Melb); 25 Apr. - 7 May 
 - M Arr. Mr Kohler; S Art. John Hennings. 
 - Cast incl. George Fawcett [Rowe], Harry Sefton, Miss Herbert, Miss Green, Harry Jackson, Mr Jackson. 
 
 "News of the Day, The." ARG: 26 Apr. (1859), 5. 
 "Princess's."  BL: 30 Apr. (1859): 2. 
 
 
THE WHITE CAT:  [burlesque] Txt Adapt/Mus. [n/e] 
 A localised extravaganza adapted from J. R. Planché's The White Cat (1842). 
1859: Princess's Theatre (Melb); 23 May - 4 June    
 - Mngr. George Fawcett [Rowe]. 
 - Cast incl. Fanny Younge, Miss Green, Mr Jackson. 
 
ACP1: (1995), v. pags.   
 
 
OUR NATIONAL DEFENCES; OR, THE COCKSHOT VOLUNTEERS:    
[burlesque]  Txt Adapt/Mus. [n/e] 
Believed to be a local adaptation of a comedietta written by J. S. Coyne and B. L. Webster, originally performed 
at the Adelphi Theatre (London) in 1848 under the title Our National Defences; Or The Cockshot Yeomanry.  The 
Melbourne production was described as a satire on "our amateur soldiery" (BL: 13 Aug. 1859, 2). There is not believed 
to be any relationship between this production and a similarly titled comedietta staged by Joseph Raynor at the Royal 
Victoria Theatre (Syd) in January 1861. 
The music element included some dance numbers and military marches. 
1859: Olympic Theatre (Melb); 8-13 Aug. 
 - Dir. Miss Rose Edouin (children). 
 - Troupe: Edouin Family. 
 - Cast incl. Mr Rogers, Frederick Younge, John Dunn, 40
th
 Regiment. 
 
 ACP1: (1995), v. pags.   
 ARG: 9 Aug. (1859), n. pag.    [rnib] 
 BL: 13 Aug. (1859), 2. 
 
 
IVANHOE:   [burlesque]  Txt Adapt/Mus. [n/e] 
 Advertised in the Argus as a localised adaptation of Robert and William Brough's burlesque The Last Edition of 
Ivanhoe, with all the Latest Improvements (1850), by "a gentleman of this city [Melbourne] well known in connection 
with the Melbourne Press" (n. pag.). 
The music element included incidental music and dance numbers with several songs. 
1859: Olympic Theatre (Melb); 26 Sept. - 5 Oct., 11-15 Oct.    
 - Cast incl.  Mr and Mrs Frederick Younge, Rosa Dunn, Rose Edouin, Mdlle. Therese, John Dunn, Mr Webster,  
    Mr Rogers, M. Schmidt (dancer). 
 
 ACP1: (1995), v. pags.   
 ARG: 28 Sept. (1859), n. pag.  Advert. 
 
 
 
 
 
 
 
 149 
 
HARLEQUIN PRINCE HUMPY DUMPY; OR, THE MAGIC EAGLE AND THE 
GOLDEN BRANCH:  [pantomime]  Lib Adapt/Mus. [n/e] 
 Adapted from J. R. Planché's extravaganza The Golden Branch (1847), possibly by George Fawcett [Rowe] this 
production contained local allusions and 'some judicious excisions and curtailments." One of the topical issues raised 
was the withdrawal of religious instruction from schools. At one stage during the debut performance, too, a row broke 
out within the audience over "convention politics and Belvidere law, [but this] was very happily appeased by the tact of 
Mr Lambert, who appealed successfully to the audience for the usual latitude to harmless Christmas jesting" (ARG: 29 
Dec. 1859, 5). 
 The pantomime concerns Princess Dumpy, only daughter of King Humpy, and Prince Humpy, the only 'che-ild' 
of King Brown, tyrant of the Silly Islands, who have both been turned into ugly monsters by a wicked fairy. Their 
'dreadfully tangled and confused' story, their fortunes, transformation and ultimately happy loves unfolds during the 
first part of the production, with the final section devoted to the traditional harlequinade.  
1859: Theatre Royal (Melb); 26 Dec. 1859 - 7 Jan. 1860  [11 pfms] 
 - Lse. G. V. Brooke; S Art. John Hennings. 
 - Cast incl. Fanny Morgan (Princess Dumpy), George Fawcett (Prince Humpy), Tilly Earl [Mrs John Edouin]  
    (Pastorella, a fairy of the new school), Amy Howard (Mandragora, the wicked fairy), Fanny Young Suivanta,  
    Princess Dumpy's maid), Emily Holroyd (Transimenus, and enchanted prince), Mr Lambert (King Brown /  
    King Humpy), Harry Jackson (Quiver, Captain of the Guard), Mr Birch (Humguffin), George Leopold, Tom  
    Leopold, Frau. Fannie [Mrs Tom Leopold] (Columbine), Mrs Hancock (Benignanta, an enchanted queen). 
 
 ACP1: (1995), v. pags.   
 "Theatre Royal." ARG: 27 Dec. (1859), 5.    
 "Theatre Royal."  BL: 31 Dec. (1859), 2. 
 
 
THE BABES IN THE WOOD; AND THE GOOD LITTLE FAIRY BIRDS:   
[pantomime]  Lib Adapt. [n/e]; Mus. Charles Eigenschenck 
This adaptation of H. J. Byron's original extravaganza published in 1859, this production was advertised as a 
"new and original burlesque extravaganza" with local allusions (SMH: 26 Dec. 1859, n. pag.). 
1859: Prince of Wales Opera House (Syd); 26 Dec. 1859 - 7 Jan. 1860 [13 pfms] 
 - Lse. Mr Raynor and Mr Downey; Mngr. Samuel Colville; M Arr. Charles Eigenschenck, S Art. Mr Guy;  
    Cost. Mr Ford. 
 - Cast incl. Ada Hart, Maggie Griffiths, Mr Palmer, Mr McLean, James Hasker, Master Palmer. 
 
 ACP1: (1995), v. pags.   
 SMH: 26 Dec. (1859), n. pag.   Advert. 
 
 
THE DISCREET PRINCESS; OR HARLEQUIN MOTHER GOOSE AND THE 
THREE GLASS DISTAFFS:   [pantomime]   Lib Adapt. G. S. Hough; Mus. [n/e] 
 Adapted from J. R. Planché's 1855 pantomime/extravaganza of the same name, with local hits by Hough aimed 
at such issues as education and current Melbourne personalities. The Argus theatre critic writes in this respect : 'The 
localisms throughout the piece were very good, the allusions to the premier's determination not to resign office unless 
compelled by an unmistakable vote of want of confidence, the breach of contract of the German masons, Dr Evans's 
complaints of Press misrepresentations, the brilliancy of Government officials, the late robbery of gold at the Victoria 
bank, wherein the speaker says, "I am a banker, and have clerks in plenty, though my game isn't dolce far niente. The 
clerks I get to watch and guard my gains, get 40 pounds per annum for their pains" - a statement that was received with 
rounds of applause. The hit, however, that touched the audience more than anything was the appearance of Prince 
Richcraft in a highly Hunterian costume, and his dying speech was a furious rodomontade a la Princess's Theatre, in 
which John Thomas Smith and "Stubby" become victims of his immortal ire' (27 Dec. 1859, 5).  
 The story concerns King Gander, the father of three daughters, who 'after the example of a mighty monarch of 
the present day' is about to make war in Palestine - but he is unable to state what injury his antagonist has done him. 
The king's immediate concern is that the young girls will be kept safe while he is away. When he consults his ministers 
asking for their advice on the best course of action they tell him only that he should follow his instincts, so he seeks out 
the wise Mother Goose instead. She advises him to lock the girls up in a tower and gives him three magic distaffs to 
hand over to the young ladies. Their magic is such that should any of his daughters misconduct herself during his 
absence her distaff will break. Prince Richcraft, the son of his enemy, appears almost immediately after the king 
departs. Disguised as an old beggar woman he tricks one of the girls into letting him enter the tower and upon arriving 
at the summit he sings to the tune of the "Ratcatcher's Daughter" a love song for one of them. Babillada and Idelfouza 
are enraptured, but the youngest daughter, Finnetta, has more regard for her father's wishes and orders him to leave. 
When the prince disappears the two older sisters find their distaffs broken. The king later returns, but not before being 
rescued from an attack and certain death by a young hero. His first concern is to inspect his daughters' distaffs. Meeting 
each daughter separately each distaff appears intact. Gander the Supendous is suspicious, however, and asks to see the 
three together. When he discovers that the two older girls have cheated he is furious, and it is only the intervention of 
Finnetta that saves them from banishment. Meanwhile Finnetta has fallen in love with Prince Belavoir (who also 
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happens to be her father's rescuer). Their love is almost complicated by the arrival Prince Richcraft. Upon finding that 
Finnetta (the object of his desire) has been courted by his brother, Richcraft flies into a paroxysm of rage but 
subsequently dies of convulsions. This scene then leads to the harlequinade.  
 The local scenes illustrated within the production included Melbourne's Eastern markets, the new Baths, the 
Sandridge Sugar Works and the Bank of Victoria. 
1859: Royal Pantheon, Cremorne Gardens (Melb); 26 Dec. 1859 - 21 Jan., 2-4 Feb. 1860      [28 pfms] 
 - Dir/Prod. George Coppin. 
 - Cast incl. Mrs Egan (Mother Goose), G. H. Rogers (King Gander), Miss Mortimer (Princess Babillada),  
    Rosa Dunn (Princess Finetta), Rose Edouin (dancer), John Dunn (Prince Richcraft), Mrs Russell (Princess  
    Idelfonza), John Edouin (dancer), Lee Family (pantomimists), Edouin Family (pantomimists). 
 
ACP1: (1995), v. pags.    
BL: 31 Dec. (1859), 2.      [rnib] 
"Cremorne."  ARG: 27 Dec. (1859), 5. 
"Cremorne." A: 28 Dec. (1859), 5. 
 
 
 
 
 
Yellow Dwarf (advertisement) 
Argus 25 Apr. 1859, 8. 
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1860 
 
 
KING CHARMING; OR, THE BLUE BIRD OF PARADISE:  [burlesque] Txt Adapt/Mus.  
 [n/e] 
 An extravaganza-style burlesque with local allusions adapted from J. R. Planché's King Charming; Or, The Blue 
Bird of Paradise (1850). 
1860: Prince of Wales Opera House (Syd); 2-7 Jan.  
 - Mngr. Samuel Colville. 
 - Cast incl. Mary Provost, Mrs Crosby, Mrs Hudson, Mrs Jones, Mr Raynor, Mr Burford, Mr Palmer, Charles  
    Miran. 
 
ACP1: (1995), v. pags.     
SMH: 16 Jan. (1860), n. pag.      [rnib] 
 
 
PLUTO AND PROSERPINE; OR THE TRIUMPHS OF CERES:   [burlesque]   
Txt Adapt/Mus. [n/e] 
 A burlesque with local hits possibly adapted by George Fawcett [Rowe] from Francis Talfourd's burlesque 
Pluto and Proserpine; Or, The Belle and the Pomegranate (1858). Fawcett [Rowe], in the character of Dr Hunter, 
impersonated "the costume, deportment and political bias of a well-known M.L.A. and disciple of Esculapius" (ARG: 
30 Jan. 1860, n. pag.).  
1860: Princess's Theatre (Melb); 30 Jan. - 22, 27 Feb. - 3 Mar., 9 June [26 pfms] 
 - S Art. B. Tannett and John Hemmings. 
 - Cast incl. Fanny Young, Miss Green (dancer), Miss Targett (dancer), Miss Springett (dancer), George  
    Fawcett [Rowe], Harry Jackson, Tilly Earl [Mrs John Edouin]. 
1860: Theatre Royal (Melb); 24-27 Oct., 3 Nov. 
 - Mngr. George Fawcett [Rowe]; Prop. G. V. Brooke. 
 - Cast incl.  Mrs Alfred Phillips, Fanny Young, Harry Jackson. 
 
 ACP1: (1995), v. pags.  
 ARG: 30 Jan. (1860), n. pag.      [rnib] 
 
 
MYDEA - A LESSON TO HUSBANDS: [burlesque] Txt Adapt. George Fawcett [Rowe]; Mus.  
 [n/e] 
 Most likely adapted by George Fawcett [Rowe], the burlesque contains numerous local allusions. 
1860: Princess's Theatre (Melb); 12-17 Mar. 
 - Mngr. George Fawcett [Rowe]. 
 - Cast incl. George Fawcett [Rowe], Fanny Young, Amy Howard, Mr Stewart, Tom Fawcett. 
 
 ACP1: (1995), v. pags. 
 ARG:  12 Mar. (1860), n. pag. 
 
 
THE NYMPH OF THE LURLEYBURG:  [burlesque]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted and localized from H. J. Byron's extravaganza The Nymph of the Lurleyburg; Or, The Knight and the 
Naiads (1859), and based on the legend of Lurline. Advertisements mention that the benefit was a response to 
insolvency brought about through the recent court case of Akhurst v Brooke in the County Court. 
1860: Theatre Royal (Melb); 5 Apr. (benefit)                                 [revival: 2 Aug. Theatre Royal] 
 - Lse. G. V. Brooke. 
 - Cast incl. Mr Milne, Fanny Young, Mr Jackson, Julia Matthews. 
 
 ACP1: (1995), v. pags.    
 ARG:  7 Apr. (1860), n. pag.    [rnib] 
 
 
THE TALISMAN; OR, EMIGRATION OF OLD:  [burlesque]  Txt Adapt. John Cooke;  
Mus. [n/e] 
 Adapted by Cooke from Walter Scott's novel The Talisman expressly for the occasion, and with local allusions. 
1860: Theatre Royal (Melb); 21, 25-27 June 
 - Mngr. Henry Edwards. 
 - Cast incl. Mr Rogers, Henry R. Harwood, Mr Jackson, Julia Matthews, Miss Morgan, Mlle. Nye. 
 
 ACP1: (1995), v. pags.    
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FORTY THIEVES; OR, OPEN SESAME:  [burlesque]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Local allusions such as the land question, the total abstinence movement and Melbourne Hospital, were added 
to this adaptation of Gilbert á Beckett and Mark Lemon's burlesque Open Sesame; Or, A Night with the Forty Thieves 
(1844).  
1860: Prince of Wales Theatre (Melb); 12-14 July 
 - S Mngr. R. W. Younge. 
 - Cast incl. Frederick Younge (Hassarac), Mrs Frederick Younge (Abdallah), Rose Edoin (Morgiana), Kate  
    Ward (Cogia), J. H. Vinson, Mr Gordon, J. H. Johnson, Mr Moore, Mr Murray, Mr Naylor, Mr Avins, Mr  
    Prestige. 
 
ACP1: (1995), v. pags.     
 "Editorial." ARG: 13 July (1860), 5.    
 
 
THE PILGRIM OF LOVE AND THE ENCHANTED HORSE: [burlesque] Txt  
 Adapt/Mus. [n/e] 
 A burlesque with localisms, such as the land question, it has been described as a journey of exploration. 
1860: Princess's Theatre (Melb); 27 Aug. - 22 Sept., 4, 6 Oct.   [24 pfms] 
 - Cast incl. Julia Matthews, Mrs Winterbottom, Miss Green, Mrs Guerin, Mr Rogers, Richard Stewart, George  
    Fawcett [Rowe], Mr Milne, Mr Ryan, Mr Milton. 
 
ACP1: (1995), v. pags.    
 
 
A BROIL AT THE CAFÉ:  [play with music]  Txt. James Smith; Mus. [n/e] 
 Described as a farce, the story is set in the Café de Paris (with Frederick Younge playing himself) and revolves 
around about marital jealousy. The narrative is said to have also contained references to theatrical personalities. 
1860: Theatre Royal (Melb); 22 Sept. 
 - S Art. John Hennings and Mr Inman. 
 - Cast incl. Mr and Mrs Frederick Younge, Miss Targett, Mr Pond, Mr Gladstone, Frank Harlow, Mr Downey. 
 
ACP1: (1995), v. pags.     
 ARG: 22 Sept. (1860), n. pag.    [rnib] 
 
 
LUCREZIA BORGIA:  [burlesque]   Txt Adapt/Mus. [n/e] 
 An operatic-style burlesque, possibly adapted from L. S. Buckingham's burlesque Lucrezia Borgia at Home and 
Abroad  (1860). The work has been described as "abounding in local allusions." 
1860: Prince of Wales Theatre (Melb); 8-13 Dec. 
 - Troupe: San Francisco Minstrels and Sable Opera Troupe. 
 - Cast incl. Mr Walsh. 
1861: Lyceum Theatre (Bendigo, Vic); 18-19 Jan. 
1861: (Ballarat, Vic); 22 Jan. 
 
ACP1: (1995), v. pags.     
 BL: 15 Dec. (1860), n. pag.    [rnib] 
 
 
OUR VOLUNTEERS AT THE FLOWER SHOW:  [burlesque] Txt. Archibald Murray; Mus.  
[n/e] 
 Advertised in the Sydney Morning Herald as a "new Australian extravaganza written expressly for this theatre" 
(n. pag.).  Bell's Life in Victoria names the author as "Mr Murray, well-known as an excellent carver in wood" (n. pag).  
The story concerns three young ladies without escorts, who wishing to visit the Flower Show dress as volunteers. 
1860: Royal Victoria Theatre (Syd); 13-14 Dec. 
 - Dir/S Mngr. Joseph Raynor. 
 - Cast incl. Fanny Morgan, Mrs Crosby, Mr Burford, Mr Russell, F. Ede, Leopold Brothers. 
 
ACP1: (1995), v. pags.    
BL: 22 Dec. (1860), n. pag.      [rnib] 
 SMH: 15 Dec. (1860), n. pag.    [rnib] 
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BEAUTY AND THE BEAST:   [burlesque]  Txt Adapt/Mus. [n/e] 
Localised adaptation, possibly from J. R. Planché's extravaganza Beauty and the Beast published in 1841. 
1860: Royal Victoria Theatre (Syd); 13-14 Dec. 
 - Dir/S Mngr. Joseph Raynor. 
 - Troupe: Marsh Troupe. 
 - Cast incl. Louise Arnot. 
 
ACP1: (1995), v. pags.     
 
 
JACK THE GIANT KILLER:  [pantomime] Lib Adapt. George Scott Hough; Mus. [n/e] 
 Adapted from H. J. Byron's extravaganza Jack the Giant Killer; Or, Harlequin King Arthur and Ye Knights of 
Ye Round Table (1859), this production contained numerous local allusions. The narrative, which has been dovetailed 
with the legend of King Arthur, sees Jack knighted by the king and given a mission to slaughter giants. Jack's zeal for 
the mission is given added incentive when his betrothed, Sybil, is carried off by the giant, Gorgibuster. When Jack 
arrives at the giant's home he is received hospitably by Gorgibuster, who intends to dispatch his guest during the night. 
Jack tricks the giant by placing a jack boot in his bed and hiding elsewhere. When the giant strikes the bed with his club 
he believes he has killed young Jack. The hero meanwhile rouses the servants, rescues Sybil and together they attack 
Gorgibuster, bringing him to an ignominious end at the point of pitchforks and umbrellas. The final incident, prior to 
the traditional transformation scene, has the escapees enter a cave filled with burnished gold, fountains and nymphs. 
The pantomime also finished with the traditional harlequinade (this time with a double cast of characters). 
  Two Jack the Giant Killer pantomimes were staged simultaneously in Melbourne. The other production (lasting 
only seven nights) was put on at the Princess's Theatre by the Marsh Family Troupe. 
1860: Royal Pantheon, Cremorne Gardens (Melb); 24 Dec. 1860 - 18 Jan. 1861      [19 pfms] 
 - Dir/Prod. George Coppin; Mngr. J. R. Greville. 
 - Cast incl. Julia Matthews (Jack), Mr Gordon (Gorgibuster the giant), J. R. Greville (Gorgibuster's servant),  
    Rose Edouin (Sybil), Miss Nye (Harlequina), John Edouin (Harlequin), Mr Searle (Pantaloon 1), Master  
    Renno (Pantaloon 2), Charles Edouin (Clown 1), Willie Edouin (Clown 2), Mrs J. R. Greville.  
- The 24 December production was a public dress rehearsal. 
 
ACP1: (1995), v. pags.     
"Cremorne and the Pantheon Theatre." A: 27 Dec. (1860), 5.      
 "Cremorne." ARG: 8 Oct. (1860), 5.  
 "Cremorne Theatre." BL: 29 Dec. (1860), 2.  
 
 
JACK THE GIANT KILLER:  [pantomime] Lib Adapt/Mus. [n/e] 
 Featuring the Marsh Family troupe of children, this pantomime was adapted from H. J. Byron's extravaganza 
Jack the Giant Killer; Or, Harlequin King Arthur and Ye Knights of Ye Round Table (1859), with local allusions, 
notably references to "recent disclosures in the theatrical world" (A: 27 Dec. 1860, 5) and the Collingwood Rifle Corps 
(ARG: 27 Dec. 1860, 4). The production did not contain then usual harlequinade.  
1860: Princess's Theatre (Melb); 26 Dec. 1860 - 2 Jan. 1861 
 - Troupe: Marsh Family. 
 - Cast incl. Helen Marsh, Louise Arnot, Master George Marsh, John Dunn. 
 
ACP1: (1995), v. pags.     
"Princess's." A: 27 Dec. (1860), 4-5.      
 "Princess's , The." ARG: 8 Oct. (1860), 5-6.  
 "Princess's Theatre." BL: 29 Dec. (1860), 2.     
 
 
LITTLE JACK HORNER, THE ORIGINAL HERO OF THE CORNER; OR, 
THE FAIRY COOKS OF OUR CHRISTMAS PIE:  
[pantomime]  Lib Adapt. W. M. Akhurst; Mus. [n/e] 
Also referred to as: Little Jack Horner (the original Hero of the Corner); or, Harlequin Ignorance and the Magic 
Mince Pie, the topical jokes and characters referred to such issues as the "recent political changes, the composition of 
the cabinet, the loquacity of our legislators, the irregularities of the telegraphic system, the contemplated formation of 
street railways, the progress of exploration, Australian-servant-galism [etc]." The plot  is described in the Argus as 
involving the triumph of Fairy Progressa by the "introduction into curriculum of instruction in applied sciences, and 
other subjects until recently regarded as heterodox by those presiding over the old seats of learning"  (n. pag.).  The 
story is possibly adapted from E. L. Blanchard's Little Jack Horner (1857). 
 The Argus notes that a number of business establishments in the city found their place among the scenes in the 
harlequinade. Notable were: The Cremorne (featuring its rotunda), Coppin's XXX and the Collingwood Gas Company 
(27 Dec. 1860, 5). Bell's Life in Victoria also mentions the Melbourne terminus of the St Kilda railway, the Monster 
Clothing Mart, and the exterior of Harry Jenkins' (BL: 29 Dec. 1860, 2). 
1860: Theatre Royal (Melb); 26 Dec. 1860 - 19 Jan. 1861      [22 pfms] 
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 - Dir. George Coppin; Lse. G.V. Brooke; S Mngr. Henry R. Harwood; S Art. John Hennings. 
 - Cast incl. Henry R. Harwood (Jack Horner), Fanny Young (Retogressa, a fairy), Tilly Earl [Mrs John Edouin]  
    (Progressa, her fairy rival), G. H. Rogers (Old Proverb), Mdle. Therese (dancer), Mde Strebinger (Harlequina /  
    dancer), Mr Schmidt (Harlequin / dancer), Mr Dherang, J. Chambers (Clown). 
1861: Lyceum (Bendigo, Vic); 4 Feb. 
 - Cast incl. Mde Therese, Mr Schmidt, Joe Chambers, Mr Dherang, Mr Harlowe. 
 
 A: 27 Dec. (1860), 5.         [rnib] 
 ACP1: (1995), v. pags.     
 ARG: 27 Dec. 1860, 4.      [rnib] 
 BL: 29 Dec. (1860), 2.      [rnib] 
 
 
PILGRIM OF LOVE; OR, HARLEQUIN PRINCE AHMED, THE TALKING 
COCKATOO AND THE ENCHANTED HORSE:  [pantomime]  Lib Adapt/Mus. [n/e] 
Said to have been based on Washington Irving's Alhambra Legends, but more likely to have been adapted from 
H. J. Byron's extravaganza The Pilgrim of Love (1860).  
[NB: Another similarly titled pantomime The Pilgrim of Love; Or, The Parrot and the Princess was staged in 1868. The authorship of that 
version is also unknown, and hence it is unclear if any relationship exists between the two. 
1860: Royal Victoria Theatre (Syd); 26 Dec. 1860 - 19 Jan., 22 Feb., 1 Mar. 1861 [22 pfms] 
 - Dir. Joseph Raynor; M Arr. Charles Eigenschenk; S Art. Alexander Habbe and Mr Guy. 
 - Cast incl. Fanny Morgan, Mrs Crosby, Mrs Charles Jones, Frau. Fannie [Mrs Tom Leopold], Joseph Raynor,   
    C. H. Burford, Samuel Howard, Henry, George and Tom Leopold. 
 
 ACP1: (1995), v. pags.    
 SM: 29 Dec. (1860), n. pag.    [rnib] 
 
 
* THE NAGLETONS:  [musical sketch]  Txt/Mus. [n/e] 
A musical sketch possibly written by Tommy Empson, it is known to have been advertised as a comedietta 
(1860) and as a new parlour entertainment (SMH: 26 Dec. 1885, 2). Although little is known of the Empsons at this 
stage, it has been established that they ran popular entertainments out of Fitzroy Town hall (Melb) during the late 1870s 
and at the New Oddfellows Hall in Elizabeth Street, Sydney, during the mid-1880s. 
1860: Queensland tour. 
 - Troupe: Empson's Entertainers 
 - Cast: Mr and Mrs T. Empson. 
1885: New Oddfellows Hall (Syd); 26 Dec. 1885 - 
 - Dir/Prod. Mr and Mrs T. Empson; M Dir. J. Ingham. 
 - Troupe: Empson's Popular Entertainers. 
 - Cast incl. Mr and Mrs T. Empson. 
 
 
* THE SENATOR: [burlesque]  Txt/Mus. [n/e] 
A musical burlesque possibly written by Tommy Empson. Although little is known of the Empsons at this stage, 
it has been established that they ran popular entertainments out of Fitzroy Town hall (Melb) during the late 1870s and at 
the New Oddfellows Hall in Elizabeth Street, Sydney, during the mid-1880s. 
1860: Queensland tour. 
 - Troupe: Empson's Entertainers 
 - Cast:  Fred Foster (Mr Bounce, Hotelkeeper), Mrs T. Empson (Mrs Smith, a boarder/Adelina Patti), Billy  
    Swanson (The Senator). 
 
 
* STAGE STRUCK:   [musical sketch]  Txt/Mus. J. E. Taylor 
 A musical sketch toured as part of an evening of entertainment put on by the Taylor Trio. One of the numbers 
was the duet, "The Salvation Army."  
1860: Queensland tour. 
 - Troupe: Taylor Trio. 
 - Cast:  Lillie Taylor, J. E. Taylor. 
 - Tour itinerary incl. Rockhampton (School of Arts). 
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1861 
 
 
MASANIELLO: [burlesque]   Txt Adapt. M. Alphonse and/or George Fawcett [Rowe]; Mus. [n/e] 
A localised adaptation of Robert Brough's Massaniello; Or, The Fish-O-Man of Naples (1857), a burlesque of 
the Auber opera Massaniello. The Argus describes the work as a "new minstrel burlesque" (24 Sept. 1861, n. pag.). 
The exact identity of the author is unclear, with the Argus recording that M. Alphonse was the localiser (24 Sept. 
1861, n. pag.), while Bell’s Life in Victoria (2 Feb. 1861, n. pag.) indicates that the work was "localised by Mr 
Fawcett." The Argus, in its 28 September issue, records the production as being "adapted and localised by a colonial 
author" (n. pag.).  
[NB: The spelling of this production of Masaniello in reviews and advertising generally contains only one 's', while the 1865 Akhurst version 
contains a double 'ss.'] 
1861: Princess's Theatre (Melb); 31 Jan. - 6 Feb. 
 - Lse. George Fawcett [Rowe]. 
 - Cast incl. Rosa Dunn, Fanny Young. 
1861: Prince of Wales Theatre (Melb); 23-28 Sept. 
 - Cast incl. Harriet Gordon [Hyde]. 
 
 ACP1: (1995), v. pags.  
 ARG: 24 Sept. (1861), n. pag.  Advert.      
 BL: 2 Feb. (1861), n. pag.      [rnib] 
 
 
CUPID AND ZEPHYR; OR, PRINCESS GAY AND HANDSOME:  [burlesque]   
Txt Adapt. George Fawcett [Rowe]; Mus. [n/e] 
 Also known as Cupid and Zephyr; Or, Princess Young and Handsome, it contained "a number of good and 
happy hits at local affairs, [including] the Brighton Broker and Werribee Encampment" (ARG: 2 Apr. 1861, n. pag).  
1861: Princess's Theatre (Melb); 1-20 Apr.    [18 pfms] 
 - Lse. George Fawcett [Rowe]; S Art. B. Tannett. 
 - Cast incl. Julia Matthews, Tilly Earl [Mrs John Edouin], Rosa Dunn, Miss Montrose, Mdle. Therese, George  
    Fawcett [Rowe], J. Dunn, M. Schmidt (dancer). 
 
ACP1: (1995), v. pags.   
ARG: 2 Apr. (1861), n. pag.    [rnib] 
ARG: 8 Apr. (1861), n. pag.    [rnib] 
 
 
STEPHENS DEFENDS THE COLONY:  [musical entertainment]  Txt. C. Winder; Mus. [n/e] 
 Advertised as a "new local sketch written for the benefit of actor W. H. Stephens." 
1861: Royal Victoria Theatre (Syd); 14 May       [benefit] 
 - Cast incl. W. H. Stephens. 
 
 ACP1: (1995), v. pags.     
 
 
FAYRE ROSAMONDE; OR QUEEN ELEANOR AND YE BOWERS OF 
WOODSTOCK:  [burlesque]  Txt Adapt/Mus. [n/e] 
 Advertised as a "new burlesque written expressly for Mr and Mrs G. Simms" (ARG: 22 May 1861, n. pag.), 
possibly from Nelson Lee Jnr's Fair Rosamond and the Queen with the Dagger and the Bowl; Or, The Fairy of the 
Enchanted Labyrinth (1860). 
1861: Prince of Wales Theatre (Melb); 18-23 May 
 - S Art. Mr Willes. 
 - Cast incl.  Mr and Mrs George Simms. 
1861: Prince of Wales Theatre (Melb); 19-25 Oct. 
 - Cast incl. Mr and Mrs George Simms, Mr Chapman. 
1867: Varieties Theatre (Melb); 14 Sept. 
 - Mngr. Mr Chapelle; S Mngr. George Simms. 
  - Cast incl. Florence Norman, Mrs O'Brien, Mrs Clarke, Mrs Rollin, Miss Laporte, Mr Daniels, Mr Musgrave,  
     G. Wells, Mr Clarke, Mr Rollin, Mr Allen, George Simms. 
 
ACP1: (1995), v. pags.     
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LITTLE JACK HORNER; OR, THE DOWNFALL OF IGNORANCE:   [burlesque]    
 Txt Adapt. R. P. Weston; Mus. [n/e] 
Advertised as an extravaganza it contained both local and European notables and included a burlesque of 
Rigoletto. 
1861: Royal Victoria Theatre (Melb); 29 May - 10 June 
- S Art. Alexander Habbe, Mr Wallace and Mr Winning. 
- Cast incl. Sir William and Lady Emily Don, Mrs Jones, Miss Hart, Mrs Crosby, Fanny Morgan, G. H. Rogers,  
    Sam Howard. 
 
 ACP1: (1995), v. pags.    
 SMH: 29 May (1861), n. pag.    [rnib] 
 
 
ENDYMION, THE NAUGHTY BOY WHO CRIED FOR THE MOON: [musical  
 entertainment]  Txt Adapt. George Fawcett [Rowe]; Mus. [n/e] 
 Advertised as a "new classical, local and political extravaganza." Fawcett [Rowe] is also recorded as having 
impersonated John Macadam, the Postmaster General, also one of the members for Castlemaine, in the character of 
Actaeon. 
1861: Princess's Theatre (Melb); 17 June - 6 July   [17 pfms] 
 - Lse. George Fawcett [Rowe]. 
 - Cast incl. Rosa Dunn, Tilly Earl [Mrs John Edouin], Julia Matthews, George Fawcett [Rowe], Richard  
    Stewart, John Dunn. 
 
 A: 17 June (1861), n. pag.    [rnib] 
 ACP1: (1995), v. pags.     
 ARG: 19 June (1861), n. pag.    [rnib] 
  
 
THE GENTLEMAN IN BLACK:  [opera]  Lib. Edward Searle; Mus. Stephen Hale Marsh 
 An adaptation of James Dalton's novel of the same name, the story is set in France an contains a Faustian plot in 
which an English gentleman sells himself to the devil for a large sum of money. He is later absolved from the bargain 
by the love of the heroine. Imprisoned in the Bastille she is later released during the French Revolution. 
 The overture from the opera was presented on 24 October 1886 as part of a Grand Concert held during the 
Melbourne Intercolonial Exhibition. The Argus records: "The overture to the opera,  The Gentleman in Black, by  Mr S. 
H. Marsh, a musician of high class, long resident in these colonies, was next performed, and fully sustained the 
reputation achieved many years since by him as a composer" (25 Oct. 1886, 7). 
1861: Theatre Royal (Melb); 24-26 July 
 - Dir/Prod/Lse. W. S. Lyster; S Art. John Hennings; M Arr/Cond. A. Reiff Jnr. 
 - Troupe: Lyster's Grand Opera Company. 
 - Cast incl. Mde. Lucy Escott, Georgia Hodson, W. S. Lyster, Mr Farquharson, Henry R. Harwood, H. Squires,   
    Mr Kitts. 
1861: Prince of Wales Theatre (Melb); 19-20 Aug. 
 - Mngr. Harriet Gordon [Hyde]. 
 
 A: 25 July (1861), n. pag.    [rnib] 
 ACP1: (1995), v. pags.     
 "Concert, The." ARG: 25 Oct. (1886), 7. 
 
 
WILLOW PATTERN PLATE:  [musical entertainment]  Txt Adapt/Mus. [n/e] 
 Also known as The Mandarin's Daughter it was advertised as a "magnificent localised extravaganza," and 
possibly adapted from W. P. Hale's and F. Talfourd's published extravaganza of the same name (1851). 
1861: Prince of Wales Theatre (Melb); 26 Aug. - 7 Sept. 
 - Mngr. Harriet Gordon [Hyde]. 
 - Cast incl. Harriet Gordon [Hyde], Mr and Mrs George Simms, J. P. Hyde, Mr Walsh. 
 
 ACP1: (1995), v. pags.     
 
 
FRA DIAVOLO: [burlesque]  Txt Adapt/Mus. [n/e] 
Adapted from H. J. Byron's burlesque Fra Diavolo Traveste; Or, The Beauty and the Brigands (1858), with local 
allusions and performed by volunteer amateurs in aid of the Servants' Home (BC: 24 July 1861, n. pag.). 
1861: Prince of Wales Theatre (Melb); 9, 14 Sept. 
 - Mngr. Harriet Gordon [Hyde]. 
- Cast incl. Harriet Gordon [Hyde], Mr and Mrs George Simms, J. P. Hyde, Mr Walsh. 
1868: Royal Victoria Hall (Bris); 24 July    [benefit] 
 - Troupe: Volunteers Brigade Band. 
 157 
 
 - Lse. J. R. Taylor; Prop. E. Willett. 
 - Cast incl. W. Backhouse; Colour-Sergeants Bond and Fowles. 
 
ACP1: (1995), v. pags.     
 
 
THE QUEEN OF BEAUTY, WHO HAD A FIGHT WITH THE GENII:    
 [burlesque]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Advertised as a "new eastern burlesque." George Fawcett [Rowe] appeared in the role of C. J. Don, a local 
MLA (A: 11 and 12 Nov. 1861, n. pag). 
1861: Princess's Theatre (Melb); 11-28 Nov. 
 - Lse. George Fawcett [Rowe]; S Art. B. Tannett. 
 - Cast incl. Julia Matthews, Mrs Ray, George Fawcett [Rowe], Richard Stewart, John Dunn. 
 
 ACP1: (1995), v. pags.  
 "Editorial." A: 12 Nov. (1861), n. pag.       
 "Editorial." A: 12 Nov. (1861), n. pag.       
 "Princess's."  BL: 16 Nov. (1861), 2. 
 
 
PUSS IN BOOTS:  [pantomime]   Lib Adapt/Mus. [n/e] 
 Reviewed in Bell's Life in Victoria as a localised (and condensed) version of J. R. Planché's burlesque Puss in 
Boots (1837) written by a "gentleman whose talents in this line are well appreciated by the public" (14 Dec. 1861, n. 
pag.). 
1861: Royal Pantheon, Cremorne Gardens (Melb); 9-24 Dec. [15 pfms] 
 - Cast incl. Harriet Gordon [Hyde], Miss Taburney, Miss Nye, Lee Family, Harry Jackson, J. H. Vinson. 
 
 ACP1: (1995), v. pags.     
 BL: 14 Dec. (1861), n. pag.     [rnib] 
 
 
HARLEQUIN VALENTINE AND ORSON; OR, THE TASK OF ROMANCE 
AND THE TRICKS OF THE SPIRIT OF FUN: [pantomime] Lib Adapt. W. M. Akhurst; Mus.  
 [n/e] 
 Set in Greece, Egypt, Medieval France (but with the final tableaux showing Australian explorer Robert O'Hara 
Burke crowned by Fame), the pantomime begins with the King of France riding forth into Artois forest on Saint 
Valentine's day with his courtly train. While in the forest he finds a new-born baby in the thicket and takes the child 
home, naming him in honour of the day upon which he was discovered. Many years later the young knight is eager to 
claim his first adventure. After presenting himself at the gates of King Pippin he forthwith falls in love with the 
monarch's daughter, Eglantina, and is offered her hand in marriage if he proves himself. His opportunity comes in the 
form of a petition from 'three palmers clad in grey' who ask that he give them assistance against a savage boy who lives 
in the forest of Artois. Said to have amazing strength, the boy lives among the bears and has a taste for the blood of 
men. Valentine ventures forth but is attacked by the savage first. Almost overcome and bloodied the knight wins out, 
however, and eventually tames the boy into a trusting servant. Together the pair set out to seek information about their 
parentage, and along the journey undertake several adventures. This includes pitting their wits against a terrible giant 
and saving a dame who has been held captive for twenty years. The woman turns out to be their mother, and all ends 
happily. 
 According to the Argus theatre critic "the quality of the writing is wretched, but the piece [was] richly mounted 
and superbly illustrated" (27 Dec. 1861, 5). The Age critic agreed, suggesting that some pruning was required: "The 
introduction to the pantomime might be compressed with advantage. At present its length rendered it rather fatiguing to 
the audience, and it is not so lively or mirth provoking as could be wished. The appointments and scenery are, however, 
as we have before stated, admirable" (27 Dec. 1861, 5).  
 The music combined operatic and 'Ethiopian' (minstrel) styles.  
1861: Theatre Royal (Melb); 26 Dec. 1861 - 18, 21 Jan. 1862 [18 pfms] 
 - Lse. Mr Holt and Mr Haskins; S Art John Hennings. 
 - Cast incl. Miss Mortimer, Mde Strebinger, Miss Targett, Sir and Lady William Don, Henry R. Harwood,  
    Charles Young, J. H. Flexmore, Mr Searle. 
 
 ACP1: (1995), v. pags.    
 "Christmas Pantomimes at the Theatres – The Royal." A: 27 Dec. (1861), 5. 
 "Pantomimes – Theatre Royal." ARG: 27 Dec. (1861), 5.       
 "Theatre Royal." BL: 28 Dec. (1861), 2.       
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HARLEQUIN MOTHER HUBBARD AND PUSS IN BOOTS:  [pantomime]   
 Lib Adapt. George Fawcett [Rowe]; Mus. [n/e] 
 Also known as Harlequin Puss in Boots, this pantomime was adapted by George Fawcett from Charles Dance's 
burletta Puss in Boots (1837). The production incorporated numerous hits at local issues and personalities, and also 
included some well-known Melbourne settings, notably the Melbourne Cricket Ground and Sandridge Pier. One of the 
characters, the ogre O'Gobble Kilmore, is said to have represented the Victorian Chief Secretary, Mr O'Shanassy.  
 While Fawcett began the story by presenting a parody of "the witches" scene from Macbeth, the Age records 
that he adhered to the original Puss in Boots story with 'tolerable closeness'. Briefly, the pantomime tells of an old 
miller's youngest son, Ralph, who is bequeathed a cat by his recently departed father, while the elder son inherits the 
mill. When Ralph helps out Mother Hubbard she extends her protection to him and endows the cat with extraordinary 
powers. Meanwhile the king of the realm is in despair having had all his gamer stolen. When Ralph and Puss arte 
brought before the king Puss presents him with a rabbit before introducing his master as the latest addition to the 
Colonial peerage. Impressed, the king insists on seeing Ralph's estates, which allowed the introduction of a panorama of 
Australian scenery - corn fields, vineyards and the bush - before all find themselves at a castle known as the 'Last 
Retreat of the Squatter Ogre.' When Puss slays the ogre Ralph is set to inherit his estate and marry the king's daughter 
when in inadvertently blurts out his humble origins. The king is outraged at the deceit and only the arrival of Mother 
Hubbard saves Ralph from his wrath. She rapidly transports Ralph, Puss, the King, Princess Rosemead and the court to 
the Palace of Jack and the Beanstalk, which heralds a magical transformation scene. The pantomime finished with a 
harlequinade filled with 'fun, frolic and agility' (27 Dec. 1861, 5). 
 [NB: See also 1862 file for Fawcett Rowe's burlesque version of Puss in Boots] 
1861: Princess's Theatre (Melb); 26 Dec. 1861 - 18 Jan. 1862 [21 pfms] 
 - Lse/Mngr. George Fawcett [Rowe]; S Art. B. Tannett. 
 - Cast incl. Julia Matthews (Ralph / Columbine), George Fawcett (Puss in Boots / Harlequin), Mrs Ray  
    (Mother Hubbard), Miss Marian (Princess Rosebud), Richard Stewart (the King / Ogre / Clown), Mr Downey  
    (Pantaloon), Kate Corcoran, Mr Wray, John Dunn, Mr Liston.  
  
ACP1: (1995), v. pags.     
 BL: 28 Dec. (1861), 2.     [rnib] 
"Princess's, The." A: 27 Dec. (1861), 5.      
"Princess's Theatre." ARG: 27 Dec. (1861), 5.     
 
 
JACK AND THE BEANSTALK; OR, HARLEQUIN HEADS OF 
DEPARTMENTS, LIFE ON THE MOON, AND PRANKS OF THE GOOD 
LITTLE PEOPLE:  [pantomime]  Lib Adapt. James Mulholland; Mus. [n/e] 
 Advertised as having been 'localised by Mr Mulholland,' the pantomime made numerous references to current 
issues and local personalities. The topical hits included: the visiting All-England eleven, the Exhibition Building, the 
volunteer movement, Dr Macadam, and a cabinet meeting - where His Excellency and Ministry were caricatured (ARG: 
24 and 27 Nov. 1861, 8). One of the local scenes was a well-known cricketer's shop in Swanston Street.  
 The story is introduced by way of the cabinet meeting. In this scene the 'grotesquely characterised' members of 
the Ministry 'give utterance to allusions of a local nature' which leads such declarations as: "Talk of a motion MLA's to 
pay, we'll rather pay you all to stop away" (A: 27 Dec. 1861, 5). The narrative then shifts to "Jack's Cottage in 
Devonshire" followed by "The Grotto of the Pixies," before the hero begins climbing the magic beanstalk and entering 
the giant's castle. The story from this point on is said to have closely followed the traditional fairytale plot. 
1861: Royal Pantheon, Cremorne Gardens (Melb); 26 Dec. 1861 - 22 Jan. 1862 [27 pfms] 
 - S Art. Mr Murphy. 
 - Cast incl. Harriet Gordon [Hyde] (Jack), Miss Nye (Columbine), Miss Taburney, Master Sydney Chambers  
    (Harlequin), Mr Dherang (Clown), Mr Stanley (Pantaloon), Harry Jackson (Goody Grey Shoes), the Lee  
    Family. 
 
 ACP1: (1995), v. pags.    
 "Cremorne." A: 27 Nov. (1861), 5.     
 "Cremorne." ARG: 27 Nov. (1861), 5.                              [see also advert. - ARG: 24 Nov. 1861, n. pag.] 
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1862 
 
 
PUSS IN BOOTS:   [burlesque]   Txt Adapt.  George Fawcett [Rowe]; Mus. [n/e] 
 Adapted as a burlesque (without the harlequinade) by Fawcett [Rowe] from his Harlequin Mother Hubbard and 
Puss in Boots pantomime (1861). 
1862: Royal Princess's Theatre (Melb); 20-25 Jan.      
 - Mngr/Lse. George Fawcett [Rowe]; S Art. George Fawcett [Rowe] and B. Tannett. 
- Cast incl. Julia Matthews, Harriet Gordon [Hyde], Miss Taburney, Miss Nye (dancer), George Fawcett  
   [Rowe], Richard Stewart, Mr Downey, Harry Jackson, J. H. Vinson, Lee Family (dancers). 
1862: Royal Victoria Theatre (Syd); 21 Apr. - 3 May 
 - S Art. Alexander Habbe and George Fawcett [Rowe]. 
 - Cast incl. Tilly Earl [Mrs John Edouin], Julia Matthews, Mr Rogers, Mr Burford, Mr Welsh. 
1863: Royal Haymarket Theatre (Melb); 30-31 July 
- Mngr/Lse. James Simmonds; S Mngr. Richard Younge; S Art. Charles Fry. 
 - Cast incl. Julia Matthews, Dolly Green, Miss D. Stewart, Marian Dunn, Julia Edouin, George Fawcett  
   [Rowe], Mr Stanley, John Edouin, Mr Maynard, Mr Stoneham, Richard Stewart, Mr Keogh. 
 
ACP1: (1995), v. pags.     
BL: 18 Jan. (1862), n. pag.       [rnib] 
BL:  25 Jan. (1862), n. pag.     [rnib] 
 
 
THE HONEYMOON; OR, CAUGHT A TARTAR:  [musical entertainment] Txt Adapt.  
James Mulholland; Mus. [n/e] 
 Adapted from John Tobin's comedy The Honeymoon, this musical entertainment was written expressly for Mde. 
Harriet Gordon [Hyde]. 
1862: Royal Pantheon, Cremorne Gardens (Melb); 10 Feb.    [benefit] 
 - Cast incl. Harriet Gordon [Hyde]. 
1862: Royal Pantheon, Cremorne Gardens (Melb); 8, 10 Aug. 
 - Cast incl. Harriet Gordon [Hyde], Harry Jackson, J. P. Hyde. 
1863: Victoria Theatre (Syd); 22-24 Oct., 7 Nov., 3 Dec. 
 - Cast incl. Harriet Gordon [Hyde], Harry Jackson, J. P Hyde. 
1867: Prince of Wales Opera House (Syd); 9-10 Apr. 
 - Lse. D. Crabb. 
 - Cast incl. Harriet Gordon [Hyde]. 
 
 ACP1: (1995), v. pags.  
 
 
THE BATTLE OF LIFE; OR, ITS NIGHTSHADES AND BRIGHTSHADES:  [play  
 with music]  Txt. M. D. Isaacs; Mus. [n/e] 
 A drama in which murder is the plot device, the Royal Victoria production featured the No 1 Volunteer Artillery 
Band in the performance. 
1862: Royal Victoria Theatre (Syd); 2 Apr.   [benefit] 
 - S Mngr. Mr Charles. 
 
 ACP1: (1995), v. pags.     
 EMP: 1 Apr. (1862), n. pag.    [rnib] 
 
 
ONCE UPON A TIME THERE WERE TWO KINGS:  [burlesque] Txt Adapt/Mus. [n/e] 
 A burlesque with local hits based on James Robinson Planché's extravaganza of the same name (1853). 
1862: Royal Lyceum Theatre (Syd); 14-26 July 
 - Cast incl. Mr and Mrs Frederick Younge. 
 
 ACP1: (1995), v. pag.    
 SMH: 15 July (1862), n. pag.    [rnib] 
 
 
WHAKEAU, THE PAKEHA CHIEF:  [play with music] Txt. Robert Percy Whitworth; Mus. [n/e] 
 Also known as Whakeau, The Pakeha Maori (Melb), this drama was advertised as having been written as a 
means to introduce the ceremonies and dances of Dr McGaurin's Maori troupe, and to "show the New Zealanders in 
their festive and warlike characters" (EMP: 19 July 1862, n. pag.). The story concerns Whakeau, a renegade white 
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leader of a Maori tribe, who kidnaps a settler's daughter as revenge. She is eventually freed by a friendly tribe who also 
succeed in killing Whakeau in battle. 
1862: Royal Lyceum Theatre (Syd); 19-26 July, 4 Aug. 
 - Dir. Dr McGaurin; S Art. W. J. Wilson; Lse. Raphael Tolano. 
 - Troupe: McGaurin's Maori Troupe (approx 21 members) plus Lyceum Company. 
 - Cast incl. Fanny Morgan, Mr and Mrs Frederick Younge, W. C. Barry, Mr Streeton, Mr Appleton, Mr  
    Shelton, Sam Howard, and C. Walsh.  
1862: Royal Princess's Theatre (Melb); 19-26, 29 Sept. 
 - Lse/Mngr. James Simmonds; S Mngr. J. R. Greville. 
 - Troupe: Dr McGaurin's Maori Troupe (Mngr. Mr Raphael Tolano). 
 - Cast incl. Mrs Harry Jackson, Mr and Mrs J. R. Greville, Mr Fitzgerald, Mr South, T. Andrews, W. H. Shute,  
    Mr Wigan and Raphael Tolano. 
 
 ACP1: (1995), v. pags.  
 EMP: 19, 21 July (1862), n. pags.      [rnib] 
 MP: 20 Sept. (1862), 1.  Illus.      [rnib] 
 
 
RANGATIRA WAHENA; OR, THE MAORI QUEEN:  [play with music]  Txt. Robert  
Percy Whitworth; Mus. [n/e] 
 Advertised in Melbourne as The Maori Queen, this drama with music concerns a shipwrecked Englishman who 
marries a Maori Princess with whom he lives happily. After being influenced by another white man to go to another 
white settlement, however, he marries a white woman. The Maori queen is outraged, leading her tribe to declare 
vengeance in a war dance. She saves her husband in the eventual attack, but is herself wounded in a fight with a 
neighbouring tribe. She dies forgiving her husband and his white wife.  
1862: Royal Lyceum Theatre (Syd); 28 July - 2 Aug. 
 - Dir. Dr McGaurin; S Art. W. J. Wilson; Lse. Raphael Tolano. 
 - Troupe: McGaurin's Maori Troupe (approx 21 members) plus Lyceum Company.  
 - Cast incl. Fanny Morgan, Mr and Mrs Frederick Younge, Miss Naylor, Samuel Howard, Mr Noble, and C. W.  
    Barry. 
1862: Royal Princess's Theatre (Melb); 27 Sept.  
 - Lse/Mngr. James Simmonds; S Mngr. J. R. Greville. 
 - Troupe: Dr McGaurin's Maori Troupe (Mngr. Raphael Tolano). 
 - Cast incl. Mrs Harry Jackson, Miss Melville, Miss Mortimer, J. R. Greville, Mr Fitzgerald, T. Andrews, W. H.  
    Shute, and Raphael Tolano. 
1862: Theatre Royal (Geelong, Vic); 2 Oct. 
 - Troupe: Dr McGaurin's Maori Troupe; Mngr. Raphael Tolano. 
 - Cast incl. Mrs H. Jackson, J. R. Greville, Mr Fitzgerald. 
 
 ACP1: (1995), v. pags.    
EMP: 28 July (1862), n. pag.      [rnib] 
 
 
HARLEQUIN ARABIAN NIGHTS; OR, THE FAST YOUNG TURK AND THE 
PRETTY PERSIAN:  [pantomime]  Lib. W. M. Akhurst; Mus incl. A. Reiff Jnr  
 An oriental fairytale which begins with the fabled storyteller and Sultana, Scheherazade, being summoned to 
perform her daily task of telling a tale to the tyrannical Sultan (his daily edict is to decapitate whichever wife displeases 
him) Weary of her position as a raconteur she commences the well-known adventure of "Noureddin and the Fair 
Persian," but falls asleep thereby risking her life. Her guardian fairy Hafizza, realising the peril of the situation calls on 
the Genie Lind-cum-fiddle to help rescue Scheherazade. Together they throw the Sultan into a coma and the Genie 
proceeds to enact the story with the help of fairies. 
 The local hits and topicalities included jokes on the Governor's salary and illegal tender, while the music 
element involved original incidental music by A. Reiff Jnr, popular and traditional songs and a selection of Maori 
dances (the interest here being a response to the concurrent tour of the 'Maori Warrior Chiefs' (Cremorne Theatre, 
Melbourne).  
 Reviews published in the Argus and Age differ markedly in their perspectives. The Argus critic concludes his 
review by stating: 'Upon the whole, the pantomime may be regarded as one of the greatest successes in that way of 
which the Theatre Royal has ever been able to boast' (27 Dec. 1862, 5); while the Age critic describes the production 
overall as incoherent and the introduction as 'by no means so spirited as might have been expected from the pen of so 
practiced a burlesque writer as Mr Akhurst'. The review further notes: 'The hits were neither too numerous nor too 
pointed, and the puns - perhaps were excusable as professing to represent the Dundreary School, but generally they 
were excessively abortive.... The pantomime was well put upon the stage, but the scenery was very badly managed. 
This, however, will doubtless be improved on a future representation' (27 Dec. 1862, 5). 
 Additional characters (played by a large body of juvenile actors) included: Aladdin, Sinbad the Sailor, Ali Baba, 
Camaralzaman and Badoura, Prince Ahmed, and the Three Calendars. 
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1862: Theatre Royal (Melb); 26 Dec. 1862 - 13, 17 Jan. 1863 [14 pfms] 
 - Lse. W. S. Lyster; M Arr. A. Reiff Jnr; Cost. Mrs Jager; S Art. Frank Varley, Henry Holmes and Mr  
    Feyberger (comic scenes);  
    Harlequinade Dir. Henry R. Harwood. 
 - Troupe:  W. S. Lyster's Royal English and Italian Opera Company. 
 - Cast incl. Georgia Hodson (Scheherazade / Noureddin), Kate Warde (Dinarzade, her sister/Prunes Ann  
    Prism, Noureddin's pretty Persian partner), Mrs J. H. Ray (Hafizza), Mr Doubledee (The Sultan), Mde  
    Strebinger (Columbine), Charles Young (Mustapha, the villainous Vizier of Bassora), Mr Kitts (The Genie),  
    J. H. Flexmore (Harlequin), Henry R. Harwood (Clown), Mr Dherang (Pantaloon), Mr Douglas, Frank  
    Trevor (The Caliph), Mr Collingwood (Giafir, the Grand Vizier), Mr Beaumont (Warman-beg), Mr Edwards  
    (Shiek Ibrahim), Herr Douglas (Sprite), J. H. Ray (Dont-i-beg, a Jewish slave merchant). 
 
ACP1: (1995), v. pags.     
"Pantomime at the Royal, The." ARG: 27 Dec. (1862), 5. 
"Royal, The." A: 31 Dec. (1862), 5. 
 "Theatre Royal." BL: 27 Dec. (1862), 2.    
 
 
HIGH-LOW-JACK-GAME; OR, HARLEQUIN PRINCE DIAMOND AND THE 
FAIRY PEARL:   [pantomime]  Lib Adapt. E. Bowman; Mus. [n/e] 
 A "maiden effort" from the pen of local author E. Bowman, this pantomime (which apparently included comic 
scenes in only some dates) was described as a "panorama of events in [the] earlier history of the colony" (WARG: 28 
Jan. 1863, n. pag.).  It was adapted from J. R. Planché's extravaganza High, Low, Jack and the Game; Or, The Card 
Party (1833). 
1862: Haymarket Theatre (Melb); 26 Dec. 1862 - 31 Jan. 1863 [26 pfms] 
 - Dir/S Mngr. Richard Younge; Mngr/Lse James Simmonds, S Art. John Hennings, B. Tannett, William Pitt. 
 - Cast incl. Miss Shepherd, Marian Dunn, Tilly Earl [Mrs John Edouin], Julia Matthews, Frau. Fannie [Mrs  
    Tom Leopold], Mrs Gladstone, Rosa Dunn, Richard Stewart, Mr Shute, Mr Howell, J. H. Vinson, Henry,  
    Tom and George Leopold, Mr Stanley and Mr Stoneham. 
1864: Royal Victoria Theatre (Syd); 26 Dec. 1864 - 19 Jan., 28 Jan. 1865       
 - Lse/Mngr. J. Simmonds; M Arr. John Hall; S Art. W. J. Wilson, J. R. Setright and John Renno; S Mngr.  
    Lachlan McGowan; Cost. Mr Jager. 
 - Cast: Mrs Moore, Kate Ward, Miss Williams, Mr and Mrs Lachlan McGowan, Miss Montague, Kate Murphy,  
    Charles Miran, Mr Hogan, Mr Flynn, Jerry Blossom, J. H. Vinson, Mr Thomas, Mr Lyons, Signor Belline,  
    Walter Cassell, Master William Renno, Mr Morrison. 
 
A: 27 Dec. (1862), n. pag.       [rnib] 
 ACP1: (1995), v. pags.     
 BL: 20 Dec. (1862), n. pag.       [rnib] 
 ARG: 27 Dec. (1862), n. pag.       [rnib] 
 WARG: 28 Jan. (1863), n. pag.     [rnib] 
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1863 
 
 
THESEUS AND ARIADNE; OR, THE MARRIAGE OF BACCHUS:  [burlesque]   
Txt Adapt. George Fawcett [Rowe]; Mus. [n/e] 
 Adapted by George Fawcett [Rowe] as a burlesque extravaganza from J. R. Planché's burlesque of the same 
name (1848), it tells the Theseus-Phaedra-Ariadne story in which Bacchus consoles Ariadne for Theseus' desertion.  
1863:  Royal Princess's Theatre (Melb); 16 Feb. - 5, 14 Mar. 
- Mngr. George Fawcett [Rowe]; Lse. J. H. Le Roy; S Art. B. Tannett. 
- Cast incl. Julia Matthews, Rose and Julia Edouin, Marian Dunn, Miss Vernon, George Fawcett [Rowe],  
  John Dunn, Mr Wilson, John Edouin, James Milne. 
 
 ACP1: (1995), v. pags.  
ARG: 17 Feb (1863), n. pag.       [rnib] 
 
 
THE DUKE'S MOTTO:  [play with music]  Txt Adapt. George Ross Morton and Charles Dillon;  
Mus. [n/e] 
 Adapted by Charles Dillon from Morton's translation of Frédéric Soulier's play Le Bossu, this drama with music 
concerns Prince de Gonzagues who coverts the inheritance of his cousin, the Duke of Nevers. The heiress, Blanche, is 
abducted, however, by Lagadére who raises her as his daughter. Gonzagues meanwhile marries Blanche's mother and 
passes off a gypsy as her daughter. Lagadére declares his love of Blanche (which is reciprocated by her) to a disguised 
Gonzague. They are permitted to marry and she is found to be the true heiress. 
1863: Royal Victoria Theatre (Syd); 17 June - 11, 16 July  [13 pfms] 
- Mngr. Mr Boam; Lse. Raphael Tolano; Cost. Mrs Stapleton; S Art. Mr Burbury; S Mngr. C. W. Barry. 
 - Cast incl. Miss Dixon, Mrs Charles Poole, Mrs Charles Dillon, Mrs Charles Jones, Jennie Nye, Mrs  
    McGowan, Mrs Yeomans, Fanny Brice, Miss Jacque, Miss Murphy, Charles Dillon, Mr West, Mr Appleton,  
    C. H. Burford, J. J. Welsh, H. N. Warner, Mr Selwyn, Mr Harlowe, Mr Hall, Mr Graham, Mr Clifford, C. W.  
    Barry, Frederick Younge, Mr Daniels, Mr Palmer, James Hasker, Sam Howard, Mr Ashcroft, Mr Braid, Mr  
    Marsh, Mr Addison, Mr Stephens, Mr Emery, Mr Douglas.  
1863: Royal Victoria Theatre (Melb); 10-11 Nov., 2 Dec. 
 - Cast incl. Mrs Charles Dillon, Harriet Gordon [Hyde], Mrs Jones, Mr Charles Dillon. 
1864: Royal Victoria Theatre (Syd); 25 Jan.   [benefit] 
 - Cast incl. Harriet Gordon [Hyde], Charles Dillon. 
1864: Prince of Wales Opera House (Syd); 28, 30 Apr., 5, 27 May 
 - Mngr. Charles Dillon; Lse Joseph Raynor; S Art. W. J. Wilson; Cost. Mrs Jager. 
 - Cast incl. Mr and Mrs Charles Dillon, Mrs Charles Poole, Emma Neville, Mr Appleton, Mr Bartlett, G. H.  
    Rogers, C. Walsh, Lachlan McGowan, Samuel Howard. 
 
 ACP1: (1995), v. pags.    
 BL: 20 June (1863), n. pag.    [rnib] 
 EMP: 17 June (1863), n. pag.    [rnib] 
 
  
THE DUKE'S MOTTO:   [play with music]  Txt Adapt. James Smith; Mus. [n/e] 
 A five act play with music adapted by Smith from Frédéric Soulier's Le Bossu, and produced in Melbourne at 
almost the same time as the George Morton and Charles Dillon adaptation.  
1863: Haymarket Theatre (Melb); 6-10 July  
 - Mngr/Lse. James Simmonds; S Art. John Hennings and B. Tannett; S Mngr. Richard Younge; Cost. Messrs.  
    Nathan, Tichborne and Company, London. 
 - Cast incl. Dolly Green, Rose Edouin, Julia Matthews, Mrs Stoneham, Julia Edouin, Marian Dunn, Frau.  
    Fannie [Mrs Tom Leopold] (dancer), Henry Edwards, Richard Younge, Mr Emery, Mr Douglas, Mr Keogh,  
    Mr Wilmot, Mr Carter, Mr Stanley, Mr Bartlett, John Edouin, James Milne, Mr Stoneham, Mr Jones, George  
    Fawcett [Rowe], Richard Stewart, Mr Daniels, Mr Palmer, Willie Edouin, Mr Lyons, Mr Maynard, Mr  
    Stephens, Mr Leopold (dancer). 
 
ACP1: (1995), v. pags.    
BL: 11 July (1863), n. pag.    [rnib] 
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GREAT MISTAKES:   [burlesque]   Txt. W. E. Adcock; Mus. [n/e] 
 Described as s a "local burlesque, written expressly for the occasion - showing what may happen to a man in 
Victoria" (ARG: 21 Dec. 1863, n. pag.). 
1863: Royal Princess's Theatre (Melb), Union Dramatic Club; 22 Dec. 
  
 ACP1: (1995), v. pags.   
 ARG: 21 Dec. (1863), n. pag.        [rnib] 
 BL: 26 Dec. (1863), n. pag.      [rnib] 
 
 
HARLEQUIN GULLIVER, THE GIANTS OF BROBDIGNAG AND THE 
DWARFS OF LILLIPUT: [pantomime]  Lib Adapt. Charles Dillon and George Ross Morton; Mus. [n/e] 
 A possible adaptation of J. M. Morton's pantomime Gulliver's Travels; Or, Giants and Dwarfs (1861), it was 
"arranged and adjusted" by Dillon and Morton with local allusions. A troupe of children played the Lilliputians. 
1863: Royal Victoria Theatre  (Syd); 26 Dec. 1864 - 27 Jan. 1864  [21 pfms] 
 - Dir. Mr Osborne (comic scenes); Lse. Raphael Tolano; M Arr. P. Boam; S Art. Mr Burbury and Alexander  
    Habbe; Chor. Robert McGowan. 
 - Cast incl. E. Dixon, Lizzie Dixon, Mrs Charles Dillon, Harriet Gordon [Hyde], Mrs  McGowan, Mrs Jones,  
    Mr Osborne, James Hasker, Mr Bellini, Charles Dillon, J. P. Hyde, Sam Howard, Mr Walsh, Mr Welsh, Mr  
    Hall, Master Griffiths. 
 
 ACP1: (1995), v. pags.   
BL: 26 Dec. (1863) n. pag.      [rnib] 
 
 
 
Harlequin Gulliver (advertisement) 
Sydney Morning Herald 26 Dec. 1863, 1. 
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1864 
 
 
THE SECRETS OF BUSHRANGING; OR HAVE YOU SEEN GARDINER?:   
 [musical farce]  Txt/Mus. [n/e] 
 Two productions called The Secrets of Bushranging were produced in 1864. This one, staged by the Christy's 
Minstrels, and subtitled Have You Seen Gardiner, was staged in January and advertised in the Sydney Morning Herald 
as "an entirely new comic act" (n. pag.).  The other production, subtitled A Match for Morgan (and also known as 
Adventures in the Bush) was produced in late July/early August by Campbell's Minstrels.  
Christy's Minstrels also presented another bushranging show titled Bushranging; Or, Life in New South Wales. 
The relationship between it and The Secrets of Bushranging is uncertain. 
1864:  School of Arts (Syd); 1-6 Jan. 
-  M Arr/S Mngr. A. Nish; S Art. Mr Hanley.  
-  Troupe: Christy's Minstrels. 
-  Cast incl. Mr Norton, Mr Leslie. 
 
 ACP1: (1995), v. pags.     
SMH: 2 Jan. (1864), n. pag.  Advert.       
 
 
THE TWO FIGAROS:  [comic opera]  Txt Adapt. A. Reiff; Mus. [n/e] 
 Possibly adapted from J. R. Planché's vaudeville The Two Figaros (1836), it was advertised as a comic opera 
arranged for Harriet Gordon [Hyde] by Reiff, himself the conductor for W. S. Lyster's Opera Troupe. 
1864: Royal Victoria Theatre (Syd); 12 Jan.     [benefit] 
 -  Mngr/Lse. Raphael Tolano; M Arr. A. Reiff;. 
 -  Cast incl. Harriet Gordon [Hyde]. 
 
ACP1: (1995), v. pags.    
 
 
THE SECRETS OF BUSHRANGING; OR, A MATCH FOR MORGAN [aka 
ADVENTURES IN THE BUSH]:  [musical farce]  Txt/Mus. [n/e] 
Two productions called The Secrets of Bushranging were produced in 1864. The first, subtitled Have You Seen 
Gardiner, was staged in January by The Christy Minstrels and advertised in the Sydney Morning Herald as "an entirely 
new comic act" (n. pag.).  This production, subtitled A Match for Morgan (and also known as Adventures in the Bush) 
was produced in late July/early August by Campbell's Minstrels. It was advertised in the Sydney Morning Herald as "a 
laughable negro extravaganza" (30 July 1864, n. pag.).  
1864: Royal Victoria Theatre (Syd); 30 July, 1-3 Aug. 
 - Mngr/Lse. Raphael Tolano. 
 - Troupe: Campbell's Minstrels. 
 
 ACP1: (1995), v. pags.   
SMH: 30 July 1864, n. pag.  Advert.   
 
 
ALI  BABA; OR, THE THIRTY-NINE THIEVES:  [burlesque] Txt Adapt/Mus. [n/e] 
 Adapted from H. J. Byron's extravaganza Ali Baba; Or, The Thirty-Nine Thieves, in Accordance with the 
Author's Habit of Taking One Off (1863), expressly for the Theatre Royal. Reviewed in the Argus, with references to 
the witticisms of "some local joker" (n. pag.). 
1864: Theatre Royal (Melb); 3-9 Sept. 
 - Mngr/Lse. Barry Sullivan; S Art. John Hennings and Mr Freyberger. 
 - Cast incl. Mr and Mrs Henry R. Harwood, Miss Mortimer, Emma Neville, Miss Stewart, Miss Allen, W.  
    Andrews, Charles Young, Mr Seymour, Mr Gladstone, Mr Roberts, Richard Stewart. 
 
ACP1: (1995), v. pags.  
ARG: 5 Sept. (1864), n. pag.       [rnib]  
 
 
ALI  BABA; OR, THE FORTY THIEVES:  [burlesque] Txt Adapt. [n/e]; Mus. F. Musgrave 
 Adapted expressly for Lady Don by a local author from H. J. Byron's extravaganza Ali Baba; Or, The Thirty-
Nine Thieves, in Accordance with the Author's Habit of Taking One Off (1863), with the addition of local matter. An 
Argus  review mentions hits at minstrels, ministerial policy, land reform and the upper house (n. pag.). The characters 
include Betty Maria Morgiana (an assisted immigrant from Emerald Hill - which Margaret Williams suggests is a 
reference to a local farce, A Night at Emerald Hill, which was staged earlier the same year at the Theatre Royal (44). 
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1864: Royal Haymarket Theatre (Melb); 5-22 Sept. 
 - Lse. Mr Hoskins, Dir. Henry Edwards; S Art. William Pitt and Charles Fry; Cost. Mde. Hancock; Chor. J. H.  
    Flexmore. 
 - Cast incl. Lady Emily Don, Clelia Howson and Frank Howson, Miss Bush, Mrs Stanley, Miss Melville,  Mrs  
    Wooldridge, Miss Shepparde, Miss Morton, Mr Hall, Mr Collier, Master Willie Edwards, T. S. Bellair, Mr  
    Stanley.  
 
ACP1: (1995), v. pags.  
ARG: 6 Sept. (1864), n. pag.  
Williams, Margaret. Australia on the Popular Stage. (1983), 44. 
 
 
THE ENCHANTED ISLAND; OR, HARLEQUIN THE MYSTERIOUS PRINCE 
AND THE MAGICIAN FATHER; OR, RAISING THE WIND ON THE MOST 
APPROVED PRINCIPLES:  [pantomime]  Lib Adapt/Mus. [n/e] 
 Adapted from the William and Robert Brough burlesque extravaganza The Enchanted Isle; Or, Raising the 
Wind on the Most Approved Principles (1848). The local references include: the proposed new land system, anti-
transportation movement, the defense question, the diminution in the strength of the local volunteers and the proposal to 
erect a fish market.  
1864: Theatre Royal (Melb); 24 Dec. 1864 - 13 Jan. 1865  [20 pfms] 
 - Mngr/Lse. Barry Sullivan; M Arr. Prof. Hughes; S Art. John Hennings and Mr Freberger; Chor. Henry  
    Leopold; Com Sc. Tom Leopold. 
 - Cast incl. Miss Manley, Frau. Fannie [Mrs Tom Leopold], Harriet Gordon [Hyde], Miss Mortimer, Miss  
    Allen, Miss E. Higgins, Miss McFarlane, Miss F. Higgins, Miss Ford, Miss Donaldson, Miss Royal, Henry  
    R. Harwood, W. Andrews, J. C. Lambert, Charles Young, Richard Stewart, J. P. Hyde, C. Walsh, Henry,  
    Tom and George Leopold.  
 
 ACP1: (1995), v. pags.   
"Theatre Royal." A: 27 Dec. (1864), 5.       
"Theatre Royal." ARG: 27 Dec. (1864), 6.    
 
 
HARLEQUIN KING GANDER AND MOTHER GOOSE, AND THE THREE 
PRINCESSES IN THE TOWER; OR, THE MAGIC GLASS DISTAFFS:   
 [pantomime]  Lib Adapt.  George Ross Morton; Mus. [n/e] 
 Also known as The Three Princesses in the Tower, it was possibly adapted from J. R. Planché's The Discreet 
Princess (1855). Much of the satire was directed towards parliamentarians, politics and some ghosts from the theatre. 
Advertisements in the Empire indicate that Morton was the localiser of the play (n. pag.) 
1864: Prince of Wales Theatre (Syd), 26 Dec. 1864 - 7, 9-12, 14, 20 Jan. 1865  [20 pfms] 
 - Mngr/Lse. James Simmonds; M Arr. Charles Eigenschenck; S Art. W. J. Wilson; Dir/S Mngr. Harry  
   Jackson; Cost. Mde Jager. 
 - Cast incl. Louise Arnot, Mrs Crosby, Annie Lockhart, Miss Buckland, Miss Murphy, Mrs Wood, R. A.  
    Anterorum, G. H. Rogers, J. J. Walsh, Mr Selwyn, Mr Stanley, Mr Lloyd, Mr Page, Harry Jackson, Mr Joyce,  
    James Hasker, Mr Daniels, Mr James, Mr Campbell, Mr Jeffens, Mr Richmond, E. McLean, Harry Jackson  
    Jnr. 
 
 ACP1: (1995), v. pags.   
 EMP: 26 Dec. (1864), n. pag. 
 SMH: 7 Jan. (1865), n. pag.      [rnib] 
 
 
THE LAST OF THE OGRES; OR, HARLEQUIN PRINCE AMIABLE AND THE 
FOUR WISHES:  [aka PRINCE AMIABLE; OR, THE LAST OF THE OGRES]  
 [burlesque]  Txt Adapt. W. M. Akhurst; Mus incl. Frank Howson and Frederick Coppin  
 Adapted from James Robinson Planché's burlesque extravaganza The Bee and the Orange Tree; Or, The Four 
Wishes (1845), the story concerns Prince Amiable (a son of King Blook), Baron Spout (the King's brother) and Princess 
Amy (the only daughter of King Cole). After being lost at sea when only an infant, Princess Amy was taken in by the 
ogre, Ravagio (the sole owner of the last pair of seven league boots and a violent opponent of the march of intellect), 
who subsequently raised her to be the family's hard-working maid. The story unfolds with Prince Amiable eventually 
rescuing Princess Amy and vanquishing Ravagio. Other characters include: Tourmentine (Ravagio's wife), their only 
son Croquemitain, and Princess Einda, described as "an independent locomotive sovereign" (2).  
 The scenes presented were: Sc 1. - The Hall of Trades in the Regions of Darkness; Sc 2. The Sea Shore; Sc 3. 
Ravine near Ravagio's Dwelling; Sc 4. The Haunt of the Ogres / "Leap for Life" (Leon Samwells); Sc 5. Ravagio's 
Kitchen; Sc 6. The Verdant Valley; Sc 7. The Gardens of Delight; Transformation Scene - The Fairy Forum of Festal 
Flowers and the Perpetual Palace of Perennial Pleasure; and the Harlequinade. 
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 The pantomime was written expressly for Lady Emily Don. The Brisbane Courier's "Drama" column reports on 
her performance as Prince Amiable at her farewell benefit in Brisbane in 1865: "As a whiskerless and fast sprig in 
unapproachable knickerbockers (which Thackery so much admired), she was perfectly irresistible" (2). 
 Frank Howson and Frederick Coppin composed the incidental music and arranged the songs, comprising both 
traditional and popular tunes of the day. 
1864: Royal Haymarket Theatre (Melb); 26 Dec. 1864 - 21 Jan. 1865     [24 pfms] 
 - Lse. Mr Hoskins; M Arr. Frank Howson and Frederick Coppin; S Art. William Pitt and Charles Fry; Cost.  
    Mrs Hancock; Chor. J. H. Flexmore; Com Sc. Lenton Troupe; S Dir. H. Edwards.  
 - Cast: Emma Howson (Prince Amiable), Clelia Howson (Princes Elinda/Fairy Orange Flower), Kate Corcoran  
    (Columbine), Miss E. Fagan (Harlequina), Miss Melville (Tourmentine), Miss Stanley (Countess Kurtzylow),  
    Frank Howson (Ravagio, the ogre), W. Hill (Croquemitain), T. Ridgway (A Sprite), Leon Samwells  
    (Oroquemitain, a young ogre/Clown 1), T. Lenton (Clown 2), H. Nelson (Pantaloon 1), J. Ridgway (Pantaloon  
    2), George Ridgway (Sambo, a nigger/a Sprite), Herbert Skelton (A Sprite), J. H. Flexmore (Harlequin), Tom  
    Lewis (Grimgoloshes), Mr Stanley (Goosethimble), Master Willie Kelly (dancer). 
1865: Mason's Concert Hall (Bris); 31 Mar., 1 Apr.  [as Prince Amiable; Or the Last of the Ogres] 
- M Dir. Herr Kopp (orchestra leader) and E. Salamon; S Art. J. Watson; S Mngr. J. H. Vinson. 
 - Cast: Lady Emily Don (Prince Amiable), Emma Howson (Princess Amy), Clelia Howson (Princess Einda), J.  
    Flynn (King Blook), James Hasker (Baron Sprout), Mr Jones (Lord Bendwell), Mr Thomas (Captain of the  
    Royal Guard), Frank Howson (Ravagio), J. J. Welsh (Oroquemitain), Mrs Crosby (Tourmentine), Mrs  
    Wilkinson (Countess Kurtzylow). 
 
 ACP1: (1995), v. pags.   
 "Drama, The."  BC: 4 Apr. (1865), 2.                                     [see also advert. - BC: 31 Mar. 1865, 1] 
 "Haymarket Theatre." ARG: 27 Dec. (1864), 6.                       [see also advert. – ARG: 26 Dec. 1864, 8] 
 "Royal Haymarket." A: 27 Dec. (1864), 5. 
 
 
 
The Last of the Ogres (advertisement) 
Argus 26 Dec. 1864, 8. 
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1865 
 
 
 The comedietta, The Belle of Brisbane; Or, The Lady of Queensland (dedicated to Lady Bowen) which 
contained at least one song, "Sweet Spirit Hear My Prayer," was staged at Mason's Concert Hall, Brisbane, on 21 
March. The author, Meyer David Isaacs, had previously written and produced several dramas and comediettas, 
including We Don't Take Boarders (Royal Victoria Theatre, Sydney, 12 Nov. 1856), Slander (Prince of Wales Theatre, 
Sydney 14 Jan. 1857), Brightshade and Nightshade (Royal Victoria Theatre, Sydney, 4 June 1858), Poor Indeed 
(Royal Victoria Theatre, Sydney, 12-14 May, 1859) and Wealth and Worth (same theatre, July 1860). The Belle of 
Brisbane was the first of his works, however, to be staged in Queensland. Despite quite a deal of advanced publicity and 
high expectations, the production failed to satisfy the Brisbane Courier critic whose review indicates that not only was 
the humour flat, but that the drama might as well have been called "the Belle of Munster, Woogeroo, or anywhere else 
for all the difference" it made (22 Mar. 1865, 3). 
 
__________ 
 
 
MASSANIELLO; OR, THE SHE-MUTE, THE EMEUTE, OR THE PILCHARDS 
IN THE BAY OF NAPLES: [burlesque]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted from Auber's opera Massaniello, and written expressly for the Christy Minstrels troupe, the second 
1865 Melbourne season was advertised in the Argus as a 'new local burlesque' done in blackface (23 Oct. 1865, 5). An 
earlier review in the same paper also records: 'The affair as was to be anticipated, overflows with absurdities. It is 
chiefly remarkable for local allusions, most of which are political, and are received with applause or disapproval, just as 
they are acceptable or unwelcome to the audience. The visit of the pilchards to Hobson's Bay is made a prominent 
feature, and the sudden disappearance of the fish is ascribed to the Ministry' (9 Oct. 1865, 5).  
 In relation to the music the Argus notes: 'Some of the finest airs from the opera are introduced, including the 
ballad, 'Sister Dear', which [was] well sing by Mr Herberte' (9 Oct. 1865, 5).  
 [NB: The Calendar of Plays Produced in Australia: 1850-1869 treats the Melbourne and Sydney productions as separate versions, 
proposing that the later was derived from the first by an anonymous adapter (33). However, a review of the Sydney debut records that it was "from the 
same pen as the burlesque of Faust" (W. M. Akhurst), which was also staged by the Christy Minstrels in Melbourne and Sydney (see SMH: 30 Dec. 
1865, 6)] 
1865: Royal Haymarket Theatre (Melb); 7-19, 31 Oct., 1, 3-4 Nov.  [13 pfms] 
 - Lse. W. Hoskins; Dir. J .W. Smith. 
 - Troupe: Christy's Minstrels (Mngr. J.W. Smith). 
 - Cast incl. Miss Stanley, Miss Howard, E. Harvey, W. P. Collins, H. Herberte, C. W. Rayner, Nicholas La  
    Feuillade, H. Stanley, Joe Brown. 
1865: Royal Victoria Theatre (Syd); 26 Dec. 1865 - 6 Jan. 1866 
 - Mngr/Lse. Raphael Tolano; S Art. J. R. Setright. 
- Troupe: Christy's Minstrels. 
 - Cast incl. Miss Williams, Miss Howard, Miss Bella, Miss Stella, Miss Mella, E. Harvey, W. P. Collins,  
   Signor Abecco, C. W. Raynor, Charles Harvey, Joe Brown. 
 
ACP1: (1995), v. pags.    
"Editorial." ARG: 9 Oct. (1865), 5.                                       [see also advert. - 23 Oct. 1865, n. pag.]        
"Victoria Theatre, The." SMH: 30 Dec. (1865), 6.        
  
 
FAUST, MD; OR, THE DOCTOR, THE DEMON AND THE DRAGOON: [burlesque]    
 Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted from Gounod's opera Faust, it was advertised in the Argus as a "new local burlesque opera" (n. pag.). 
1865: Royal Haymarket Theatre (Melb); 21-30 Oct. 
 - Lse. W. Hoskins; Dir. J.W. Smith. 
 - Troupe: Christy's Minstrels (Mngr. J.W. Smith). 
 - Cast incl. W. P. Collins, H. Herberte, C. W. Rayner, Nicholas La Feuillade, Joe Brown, J. W. Smith, P. M.  
    Clarke (from Astley's). 
1865: Royal Victoria Theatre (Syd); 12-23 Dec. 
 - Mngr/Lse. Raphael Tolano; M Arr. W. P. Collins; S Mngr. Joe Brown. 
 - Troupe: Christy's Minstrels. 
 - Cast incl. Miss Williams, E. Harvey, Joe Brown, Signor Abecco, C. W. Raynor, W. P. Collins. 
 
ACP1: (1995), v. pags.   
"Editorial." ARG:  23 Oct. (1865), 5.                                  [see also  advert -  21 Oct. 1865, 8] 
  
 
 
 168 
 
NO NAME:  [play with music]  Txt Adapt. Kate Warde; Mus. [n/e] 
 Adapted from Wilkie Collins novel of the same name, it was advertised as a drama in the Sydney Morning 
Herald  (n. pag.). The adaptor, Kate Warde was also known as Mrs J. H. Vinson.  
The music element was presented as accompaniment to some dance sequences. 
1865: Prince of Wales Opera House (Syd); 15-16 Nov. 
 - Cast incl. Kate Ward, Mrs Charles Jones, J. H. Vinson, Mr Barry, Mr Welsh, Mr Miran, Mr  Burford. 
1866: Victoria Theatre (Bris); 23-24 Jan. 
 - S Art. T. S. Wilkinson. 
 - Cast incl. Louise Arnot, Mrs Wilkinson, G. H. Rogers, J. H. Vinson, William Coote. 
 
 ACP1: (1995), v. pags.   
 SMH: 11 Nov. (1865), n. pag.  Advert.      
 
 
OBERON; OR, THE KNIGHT AND THE CALIPH'S DAUGHTER:  [burlesque]  
Txt Adapt. G. B. Barton; Mus. [n/e] 
#  David Mason, 1865   
 Also known as Oberon; Or, The King of the Fairies, this burlesque was localised and adapted by George Barton 
from Weber's opera Oberon, and produced expressly for Lady Don. The Sydney Morning Herald reports that while the 
premiere was not up to expectations "its repetition [the following night] evinced some improvement." The critic goes on 
to further note: "[It] follows closely the incidents of Weber's opera… [but] there are several clever passages running 
through the dialogue - as indeed it is impossible there should not be with the author's brilliant abilities in burlesque 
writing, as well as other branches of literature" (23 Dec. 1865, 7). 
1865: Prince of Wales Opera House (Syd); 19-23 Dec. 
 - Dir. Mrs Charles Poole; M Arr. Mr Eigenschenck and Mr Salamon; S Mngr. C. W. Barry. 
 - Cast incl. Lady Emily Don (Oberon, a monarch retired from business), Miss Corcoran, Mrs Charles Poole,  
    Harriet Gordon [Hyde] (Reiza, the Caliph's daughter), J. Raynor (Sir Huon of Bordeaux), W. Andrews, Mr  
    Welsh. 
 - Supporting characters incl. Mermaids, Fairies, Pirates and Courtiers 
 
 ACP1: (1995), v. pags.   
 "Public Amusements: Prince of Wales Theatre." SMH: 23 Dec. (1865), 7 
 
 
HARLEQUIN BARON MUNCHAUSEN; OR, THE GREEN WIZARD AND THE 
FAIRY OF THE SILVER LAKE:   [pantomime]   Lib Adapt. W. M. Akhurst; Mus. [n/e] 
 The original source for this production was indicated in the Argus as being "from the original produced at the 
Theatre Royal, Covent Garden" (6). A pantomime titled Harlequin Baron Munchausen by Nelson Lee Jnr is also known 
to have been produced at Astley's (London) in 1858. 
 The pantomime begins with a scene set in a romantic fairy dell, wherein reside Fairy Pariboo and Queen 
Aurora, before shifting to a castellated ruin where the audience is introduced to Lady Ethelinda (daughter of Baron 
Puffendorf) who is in the power of Aufullicoldandbyteyyurnoso, the Wizard of the Green Isle. She is eventually saved 
by the swashbuckling Baron Munchausen, but not before he undergoes many adventures and impossible situations, 
including: securing his horse to the church steeple, pulling a wolf inside out, being projected out of a mortar from 
Tower Hill to Bermondsey, and visiting the moon. 
 The critic writing for Bell's Life in Victoria notes in relation to the music that Akhurst had 'introduced some 
parodies and reminiscences of songs and dances brought into favour by "Arrah-na-Pogue" and the Christy Minstrels' (6 
Jan.1866, 2). 
1865: Royal Haymarket Theatre (Melb); 26 Dec. 1865 - 20 Jan. 1866 [26 pfms] 
 - Dir/Lse. William Hoskins; S Art. William Pitt and Charles Fry; Cost. Mr Hancock; Chor. J. H. Flexmore. 
 - Cast incl. Emma Howson (Lady Ethelinda), Richard Stewart (Baron Munchausen), Frank Howson (The  
    Green Wizard), Clelia Howson (Queen Aurora), Docy Stewart (Fairy Pariboo), Julia Nathan (Columbine),  
    Marian Nathan (Puck), Miss Sutherland, Miss Mansfield, Miss Smith. Miss Hope, Miss Kenneth, Miss L.  
    Hope, Maggie Stewart, Miss Bray, Miss Planche, Miss Howard, Miss Ainsworth, Miss Keeley, Miss  
    Fitzgerald, Miss O'Donnell, Miss J. Sutherland, Miss Dyball, Miss Cushla, Miss Stephens, Miss Birtell, Miss  
    Seabridge, Miss S. Lloyd, Miss S. Powell, Adelaide Stoneham, Joe Chambers, J. H. Flexmore, Masters Louis  
    and Edward Nathan (Pantaloon and Harlequin), Leon Samwells, Tom, John and George Ridgway, Mr  
    Stoneham, Mr Hall, E. Holloway, Master Kelly (Clown), H. Nelson, Herberte Skelton, Master Frank, The  
    Lenton Troupe.  
 - The harlequinade was performed by the Lenton Troupe and the Nathan Troupe (most of which comprised  
    juveniles), along with J. H. Flexmore, J. Chambers, Mr Stoneham and Adelaide Stoneham.  
 
 ACP1: (1995), v. pags.   
 "Haymarket, The." ARG: 26 Dec. (1865), 6.      
 "Metropolitan Stage, The." BL: 6 Jan. (1866), 2.       
"Pantomime at the Haymarket." A: 27 Dec. (1865), 6.      
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HARLEQUIN AND THE HOUSE THAT JACK BUILT; OR, WILL O’ THE 
WISP AND OLD MOTHER HUBBARD AND HER WONDERFUL DOG:    
[pantomime]   Lib Adapt. [n/e]; Add Txt. Leopold Family; Mus. J. H. Tully (Eng); Add Mus. C. E. Horne 
 Based largely on E. L. Blanchard's original 'grotesque burlesque,' Harlequin and the House that Jack Built 
contained local references and topical allusions from an unknown local author (and possibly the director C. W. Barry). 
The comic scenes and harlequinade were written and produced by the Leopold Family. 
 The story begins in Old Mother Hubbard's cottage where a party is held, and many remarkable pranks are 
played out by her comical dog. Things turn dark, however, when the villainous Squire arrives with a proclamation 
stating that there will be a witch burning. When he threatens Old Mother Hubbard with cremation she takes flight on her 
magic broomstick to the Witches Glen and Waterfall (Sc. 2), where the audience is introduced to Will O' the Wisp. 
Meanwhile back at the Village Green and Roadside Alehouse (Sc. 3), the Squire celebrates his birthday amidst Morris 
dancing and village revels. When Jack, all tattered and torn, arrives it becomes clear that he is treated quite differently 
by the squire in relation to his other tenants. Old Mother Hubbard's dog notices this and lets his mistress know when she 
returns. In the following scene (The Cage on the Common at Sunset) a dreamer and walker appear in a vision. Pleasure 
and the division of labour are played out, leading to a scene in which 100 Lilliputian labourers help Jack build his 
house. When the Squire goes hunting at twilight near a Frog Pool in the Marshes (Sc. 5) he is observed and tested by 
Will O' the Wisp. He not only loses both his way and temper, but is also tricked by Old Mother Hubbard's dog into 
making his way into Squash Hollow Swamp (Sc. 6) where he comes to grief. The arrival of Will O' the Wisp and her 
fairies sees jack recognised as the rightful heir. They all celebrate as they make their way to Will O' the Wisp's Home 
beneath the waterfall (Sc. 7), which leads to the Grand Transformation Scene (The Glittering Glade of Ferns dissolving 
into the Silvery Alcoves and Dazzling Temple of Delight).   
The harlequinade was played out in several locations: A Railway Lodging House (which included the arrival of 
'Australian toys'); Jack-in-the –Green (set in London); a Model Farm Yard (which included a rifle shooting competition 
was staged between Victoria and New South Wales); Sydney Heads (which sees Clown and Pantaloon become yachting 
men, while Harlequin and Columbine fall into the jaws of lawyers – i.e. sharks); and Doctor's Shop and Florists. 
 Of the numerous songs and dances incorporated into the production by J. H. Tully (late of the Drury lane 
Theatre, London), the two featured highlights were: "Through the Wood," composed by C. E. Horne, and "Will O' the 
Wisp," composed by J. H. Tully (both sung by Lady Don).  
1865: Prince of Wales Opera House (Syd); 25 Dec. 1865 -13 Jan. 1866 
- Prod. Mrs Charles Poole; Dir/S Mngr. C. W. Barry; S Art. W. Wilson; M Dir/Arr. J. H. Tully (UK); Chor.  
   Henry Leopold; Cost. Mr Ford; Dir of Comic Sc. George, Tom and Henry Leopold. 
 - Cast incl. Lady Don (Will O' the Wisp), Harriet Gordon [Hyde] (Jack), W. Andrews (Old Mother Hubbard),  
    Mr McLean (her dog), Mrs Andrews (Rosetta, the Maiden all Forlorn), Mr Miran (The Squire), Mr Hasker  
    (Dame Wiggins), Mr Welsh (Dame Trot), Master Sidney (he wonderful cat), Master Sageaninguns (The  
    Great Goose), Mr Bumble (Parish beadle), Mr Wolfe (a constable), Mr Tomlinson (a constable), F. Ede (Old  
    Gripe, the steward), Mr Tanner (Old Scratch, his clerk); Harlequinade: Henry Leopold (Harlequin), Frau.  
    Fannie (Columbine), George Leopold (Pantaloon), Tom Leopold (Clown, with songs and dances), Master  
    Albert Leopold (Clown). 
 
 "Prince of Wales Theatre." SMH: 30 Dec. (1865), 6.      [rnib]                [see also advert. – SMH: 25 Dec. 1865, 8] 
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1866 
 
 Crohoore Na Biloge; Or, The Pride of Clarah, a play with music adapted by Francis Belfield from Michael 
Banim's short story Crohoore of the Bill-Hook, was staged by the Australian Star Company at the Royal Victoria 
Theatre (Melb) beginning 14 November. The story concerns Pierce Shea and Alley Dooling, at whose wedding the 
hunchback Crohoore vows vengeance on the bride's family.  When the family is found murdered with Crohoore's bill 
hook and Alley abducted, suspicion falls on the hunchback. John Doran, a rejected lover of Alley's suggests that Pierce 
join the Whiteboys and attempt to save his bride. Pierce is later arrested and tried for treason. Crohoore arrives and 
denounces Doran as the abductor and reveals that he is Alley's brother. The cast included: Harriet Gordon [Hyde], 
James Hasker, Charles Young, and J. P. West. Original music for the premiere production, which included songs and 
dance in the wedding scene, was written by C. Rice. The play was revived in 1867, with new music by Edward King 
(Princess's Theatre, Melb; 30 Mar.).  
 
__________ 
 
 
COPPIN IN CALIFORNIA:  [farce with music]   Txt/Mus. [n/e] 
 Advertised in the Argus as a farce, the plot was "founded on [George Selth] Coppin's experiences in California 
as business manager to the Kearns." On his arrival in California, he finds that Australians are ill regarded as "Sydney 
Ducks," so he impersonates a major from Kentucky. Coppin eventually reveals his true identity and is able to vindicate 
Australians in American eyes (n. pag.). 
 The music element includes song and dance sequences. 
1866: Royal Haymarket Theatre (Melb); 3-9 Feb. 
 - Lse. William Hoskins; M Arr. Frederick Coppin (overture). 
 - Cast incl. Maggie Stewart, Adelaide Stoneham, Mrs E. Holloway, George Coppin, Richard Stewart, James  
    Milne, Mr Howell, E. Holloway, Mr Hall, Mr Maynard, J. H. Flexmore, Mr Stoneham, C. Wilson, Walter  
    Hill, Mr Johnston, Mr Bradley, Mr Manley, Mr Watkins. 
 
 ACP1: (1995), v. pags.    
 ARG: 5 Feb. (1866), n. pag.  Advert.  
 
 
BLACK-EY'D SUSAN:  [burlesque]   Txt Adapt.  Mr Bayly; Mus. [n/e]  
# Caxton, 1866 
 Staged as a benefit for the Sydney Female Refuge, Black Ey'd Susan was adapted and localised by Mr Bayly (an 
officer of HMS Curacoa) from Douglas Jerrold's famous play. The Argus described the production as "a very sparkling 
little piece, interlarded with 'taking' music, and spiced with plenty of good puns. There is a due infusion of absurdity in 
the affair; it is boisterous and jolly as all burlesques ought to be" (11 Aug. 1866, 4). The cast and musicians 
comprised officers and crew from the ship.  
 Advertisements announce that the libretto was published by Caxton's.  
1866: Prince of Wales Opera House (Syd); 10 Aug. 
 - Troupe: Officers and crew of HMS Curacoa. 
 - Cast incl. Henry Rogers (William), H. Wyatt (Admiral Cupola), James Clark (Captain Crosstree), B.  
    Dickenson (Dwindellesius Dedgrass), Ltn. T. Cockcroft (Simon Seaweed), George Witty (Ben Blowhard),  
    Sydney Hill (Jacob Twig), Ltn. Yonge (Susan). 
 - Presented along with Urgent Private Affairs (farce) and A Frolic of Fortune (comedy) 
 
 ACP1: (1995), v. pags.   
 "Prince of Wales Theatre." SMH: 11 Aug. (1865), 4.  Advert.                   [see also advert. – SMH: 10 Aug. 1866, 8] 
 
 
L'AFRICAINE; OR, THE FICKLE GEOGRAPHER AND THE FAIR 
ABORIGINAL:   [burlesque]   Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Written expressly for the touring Christy's Minstrels troupe, this operatic burlesque is based on A. E. Scribe and 
G. Meyerbeer's opera L'Africaine ('The African Girl'). The opera itself had been staged in Sydney for the first time in 
May that year (Prince of Wales Theatre), and had been given a Melbourne season prior to the Christy's burlesque 
production in that city.  
 In critiquing Akhurst's role in adapting the work the Age theatre critic writes: "The local hits were racy and 
pungent.... [and] the music of the opera has, in some instances, been adhered to" (13 August 1866, p5). The Bell's Life 
in Victoria critic agreed, noting: "The new burlesque is almost too faithful a copy of the original and it is little short of 
sacrilege to smuggle the music of Meyerbeer into such a laughable travesty. The adapter has shown great talent in being 
able to present such a grand work in such comical guise... The dialogue sparkles with local witticisms" (18 Aug. 1866, 
2). 
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1866: Polytechnic Hall (Melb); 11-24 Aug., 1 Sept.          
 - Troupe: Christy's Minstrels. 
 - Cast incl. Geraldine Warden, Sig. R.  Abecco, Thomas H. Rainford, E. Harvey, R. Sandford, H. Raynor,  
    H. Leslie. 
 
 ACP1: (1995), v. pags.  
"Editorial." A: 13 Aug. (1866), 5. 
"News of the Day."  A: 13 Aug. (1866), 5. 
Metropolitan Stage, The." BL: 18 Aug. (1866), 5. 
 
 
MARITANA:   [burlesque]   Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted from W. V. Wallace's opera of the same name expressly for Christy's Minstrels.  
1866: Polytechnic Hall (Melb); 25 Aug. - 1 Sept. 
 - M Dir. Linley Norman. 
 - Troupe: Christy's Minstrels. 
 - Cast incl. Geraldine Warden, Sig. R. Abecco, Thomas H. Rainford, E. Harvey, R. Sandford, H. Raynor,  
   H. Leslie. 
 
 ACP1: (1995), v. pags.   
 See also W. H. Waters in Harry Emmett's Theatrical Holiday Book. (1885), 17.  
 
 
FAUST D. D. D; OR, THE DEMON THE DOCTOR AND THE DAMSEL:   
 [burlesque]  Txt Adapt. John L. Hall; Mus. [n/e] 
 Adapted from Gounod's opera Faust as an operatic burlesque by Hall.  It is believed that the Princess Theatre 
production was a revival, having been staged previously, as claimed by the Age (17 Sept. n. pag.) and Bell's Life in 
Victoria (15 Sept. n. pag.), at the Theatre Royal, with Mr Hall as the principle character. It was advertised in the Sydney 
Morning Herald as an operatic burlesque and "a colonial production" (n. pag.). 
1866: Princess's Theatre (Melb); 15-21 Sept. 
 - Mngr/Lse. John L. Hall; Ast Mngr. John Bryan. 
 - Cast incl. Emily Wiseman, Tilly Earl [Mrs John Edouin], Julia Edouin, Alice Wiseman, Mrs Lyons, Miss A.  
    Bray, John L. Hall, Master Morris, Mr Keogh, Mr Woolfe, Mr Anslow, Mr Smith, John Dunn. 
1867: Theatre Royal (Melb); 8-14 June 
 - Lse. J. C. Lambert; S Mngr. C. Vincent; Ast Mngr. Henry R. Harwood. 
 - Cast incl. Docy Stewart, Emily Wiseman [Mrs John L. Hall], Miss Mortimer, Miss Forde, John L. Hall,  
    Walter Hill. 
1867: Victoria Theatre (Syd); 21-23 Aug. 
 - Prod/Dir/Lse. George Coppin; S Mngr. J. R. Greville. 
 - Cast incl. Emily Wiseman [Mrs John L. Hall] and John L. Hall. 
1867: Theatre Royal (Melb); 18-20 Nov. 
 - Lse. J. C. Lambert; S Mngr. C. Vincent; Ast Mngr. Henry R. Harwood. 
 - Cast incl. Emily Wiseman [Mrs John L. Hall], John L. Hall, Henry R. Harwood. 
 
 A:  17 Sept. (1866), n. pag.        [rnib] 
ACP1: (1995), v. pags.   
BL:  15 Sept. (1866), n. pag.       [rnib] 
SMH: 21 Aug. (1866), n. pag.  Advert.  
 
 
IXION; OR, THE MAN AT THE WHEEL:  [burlesque]  Txt Adapt. W. M. Akhurst; Mus. [n/e] 
 Adapted from F. C. Burnand's 1863 extravaganza of the same name, with a large number of localisms 
(including several aimed at a recent festive event), Ixion is based on the Greek legend of the son of Phlegyan and father 
of the Centaurs. The Age theatre critic draws attention to the 'usual quantum of songs and dances' as a feature (24 Sept. 
1866, 5), although the Bell's Life in Victoria critic questioned the advantage of substituting one number, the old song of 
'St Agnus Well', for that written especially for the character Bacchus (29 Sept. 1866, 2).  
1866: Princess's Theatre (Melb); 22 Sept. - 8 Nov., 5 - 7 Dec.    [46 pfms] 
 - Mngr/Lse. John L. Hall; Ast Mngr. John Bryan; S Art. Charles Fry. 
 - Cast incl. Emily Wiseman [Mrs John L. Hall] (Ixion), Louise Arnott (Juno), John L. Hall (Minerva), John  
    Dunn (Ganymede), Tilly Earl [Mrs John Edouin] (Cupid), Alice Wiseman (Apollo), Julia Edouin (Venus),  
    W. B. Gil (Mercury), J. J. Welsh (Jupiter), James Milne (Bacchus), Mr Keogh (Mars). 
 
ACP1: (1995), v. pags.   
"Editorial." ARG: 24 Sept. (1866), 5.       
"Metropolitan Stage, The." BL: 29 Sept. (1866), 2.       
"Princess, The." A: 24 Sept. (1866), 5.    
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BURLESQUE OPERATIQUE:  [burlesque]   Txt. W. C. [sic]; Mus. [n/e] 
 Advertised as having been expressly for the occasion by W. C. (2). This was an amateur production. 
1866: School of Arts (Syd); 2 Oct.   
 - Troupe: Kingslake Amateur Minstrels. 
 
ACP1: (1995), v. pags.  
SMH:  2 Oct. (1866), 2.  Advert.  
 
 
SOUTH SEA SISTERS:  [lyric masque]  Lib. Richard Hengist Horne; Mus. Charles E. Horsley 
 #  Fotheringham, Richard. Australian Plays for the Colonial Stage 1834-1899 (2006) 
 Written in verse form, The South-Sea Sisters was commissioned for the opening of the Intercolonial Exhibition 
of Australasia, Melbourne in 1866. Richard Fotheringham, in his introduction to the masque in Australian Plays for the 
Colonial Stage: 1834-1899 asserts, however, that "it was almost certainly" Charles Horsley who commissioned it. As a 
masque there was no acting, dancing or stage settings as such, but while barely qualifying as drama, the spectacle 
presented in its performance resonates more closely with theatre and theatricality. Unaccompanied sections were read 
by the singers. 
 The Argus critic wrote of the work's debut: It is "a lyric masque of unquestionable merit… [the symphony of 
which] intended to convey the idea of the primeval wilderness [in] Hayden's Chorus, but without the appropriation of a 
single phrase. The somber character of the music was sustained by striking and original passages in the first chorus 
"Deep in the Stony Silence of the Earth, The Wealth of Nations Lies" (7). Following the recitative, "The Deep Hoarse 
Mirth Quells," sung by Mr Angus, comes the second part, beginning with "The Rolling Ships and the Rolling Sea." The  
second part also contains "The March of all Nations," in which Horsley manages to introduce and combine with 
surprising ingenuity several popular airs. Another chorus, "The Corroboree Chorus," is described in the Argus as being 
"intended to musically imitate the native corroboree, and shows wonderful versatility... the words were so rendered by 
the chorus as to electrify the audience, and bring down thunders of applause" (7). The Age records that it was encored 
three times (27 Oct. 1866, Supp. 4). In her biography of R. H. Horne, Ann Blainey says of South Sea Sisters, it 
"delighted audiences… it's aboriginal choruses, rhythmically designed to suggest a corroboree, brought the audience to 
its feet, a triumph that no bewailing of critics next day could destroy" (234). 
 The 'South Sea Sisters' in the title refers to the seven Australasian colonies (including New Zealand). In his 
libretto, R. H. Horne calls for 'a young and vigorous new nation to replace the "ponderous paws" and "gorged body and 
brain" of the grey old lion of Britain' (ctd. in Fotheringham 196). 
 The "Corroboree Chorus" was later incorporated into Helen Benlow's drama For Sixty Thousand Pounds, first 
staged at the Princess's Theatre, Sandhurst (Vic) on 2 November 1874 [see entry in 1874 file for details]. The masque 
itself has also been translated into French and German verse.  
1886: Central Hall, Intercolonial Exhibition (Melb); 24 Oct. 
 - Cond/M Dir. Charles E. Horsley; Choir Mast James Ratcliffe.  
 - Cast incl. Bertha Wilson (soprano), C. A. Donaldson (Tenor), Silvanus Angus (bass).  
 - Musicians incl. Edward King (1st Violin), David Lee (organist).  
 -  An estimated 300 singers and instrumentalists participated in the performance. A full cast list appears in the  
     Age 25 Oct. (1866), 7. 
 
 A: 25 Oct. (1866), 7.      [rnib] 
 Blainey, Ann. Farthing Poet: A Biography of Richard Hengist Horne: 1802-1884, The. (1968), 234.  
 "Concert in the Evening, The." A: 27 Oct. (1866), Supp 4. 
"Concert, The."  ARG: 25 Oct. (1886), 7.      
 "Musical Notes and Dramatic Lines." AMM: 3 (1866), 230-1. 
 
 
PARIS; OR, VIVE LEMPRIERE:  [burlesque]  Txt Adapt/Mus. [n/e] 
 Adapted from F. C. Burnand's extravaganza of the same name (1866) with "new local subjects liberally treated" 
(ARG: 3 Nov. 1866, n. pag.). 
1866: Royal Haymarket Theatre (Melb); 3-16 Nov. 
 - Prod/Dir. George Coppin; Dir. J. R. Greville; S Art. Henry Holmes and Charles Fry; M Arr. Frederick  
    Coppin; Cost. Mrs Hancock. 
- Troupe: Coppin's Star Company. 
 - Cast incl. Miss Milne, Adelaide Stoneham, Mrs Woolridge, Carry George, Mrs Greville, Miss Bush, Miss  
    Fagin, Miss Dixon, Miss Bray, Nelly Montague, Louise Bray, Blanche Bray, Miss Holland, Julia Matthews,  
    W. B. Gibb, Mr Stanley, J. R. Greville, Mr Noble, Mr Daniels, G. H. Rogers, F. Merton, The Original  
    Minstrel Troupe. 
 
 ACP1: (1995), v. pags.   
 ARG: 3 Nov. (1866), n. pag.       [rnib] 
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THE FOUR CHAMPIONS; OR, HARLEQUIN OF THE CRYSTAL GLOBE 
AND THE SPIRITS OF THE DEMON DELL:  [pantomime]  Lib Adapt/Mus. [n/e] 
 Adapted from H. Bellingham and W. Best's burlesque Princess Primrose and the Four Pretty Princes, which 
had been staged in London for the first time in January the same year. The Four Champions is recorded in the Argus as 
having had 'local subjects plentifully interspersed and liberally treated by everybody' (24 Dec. 1866, 8), while the Age 
critic writes: 'The local hits introduced, and their name was legion, were generally smart and pungent. Mr Greville's 
song is not, however, framed so as to hit the most polite tatse' (24 Dec. 1866, 5). 
 The story concerns Princess Primrose, the daughter of King Ninnyhammer, who was abducted as an infant by 
the Fairy Queen, Beautee. Now seventeen, the princess is to be escorted back to her father on the Fairy Queens; orders 
and the company of  seven champions - Amrus (devoted to the fairer sex), Turfi (a sporting man), Hassard (a gambler) 
and Pecki (a gourmand).  In the meantime, however, the ruffian Dubbuldeye conceives a plan to foist his daughter 
Redwig on the king and claim that she is his missing daughter. In order to carry out his plan he entreats the aid of the 
Demon Uglee and his attendant spirits of the Demon Dell. Thus Princess Primrose and her four champions are waylaid 
by Dubbuldeye and his supernatural associates. To further complicate matters the champions are lured from their task 
during their sleep by other spirits. Left unprotected the princess and the champions' valet Zimon are abducted by Uglee 
and sent to a distant land where the young girl is to be offered for sale as a slave. With the real princess out of the way 
Dudduldeye presents his daughter to the king. The champions by this time have escaped and arrive at the court to 
announce Redwig as a fake. The king demands they prove their allegation and holds two of the champions (Pecki and 
Hassard) as hostages. His command is that the other two must return within 12 months or their friends will lose their 
heads. The princess is saved from slavery through the Fairy Queen's inexhaustible purse and she arrives back at her 
father's palace just in time to save her friends. 
1866: Royal Haymarket Theatre (Melb); 22 Dec. 1866 - 11 Jan. 1867  [17 pfms] 
 - Prod/Dir. George Coppin; M Arr. Frederick Coppin; S Art. J. H. Flexmore and Henry Holmes; S Mngr.  
   J. R. Greville; Cost. Mrs Hancock and Mrs Crouch; Chor. Mr Samwells and J. H. Flexmore. 
 - Cast incl. Mrs J. R. Greville (Prince Amrus), Miss Montague (Prince Turfi), Kate Corcoran (Prince Pecki),  
    Miss Bush (Prince Hassard), Garry George (Queen Beautee), G. H. Rogers (King Ninnyhammer), Julia Milne  
    (Princess Primrose), H. Daniels (Dubbuldeye), W. B. Gill (Zimple Zimon); Spritis of the Demon Dell: J. R.  
    Greville (Uglee), Mr Williams (Squint), Mr Thompson (Fright), Mr McIver (Face) and Mr Clare (Pimple);  
    Master Herbert (Spirit of the Ring), Fred Leotard (Spirit of Love), R. H. Nelson (Spirit of the Table), John  
    Lauri (Spirit of Specs); Attendant Fairies: Miss Noble (Brunette), Blanche Bray (Golden Blonde), Miss  
    Rogers (Lovely Black), Louisa Bray (Pretty Blue), Miss Carey (Merry Eye), Alice Bray (Roguish Twinkler),  
    Mrs Woolridge (Redwig); King Ninnyhammer's Court: Mr Merton (Marquis Whine), Mr Train (Lord  
    Grumble), Richard Stewart (Justice Sniff), Mr Phillips (Duke of Snivel), Mr Dybold (The Honourable Mr  
    Groan), Mr Clarke (Count Whimper), T. Noble (Caliph Roli Poli), Mr Granati, Mr Newton, Mr Burns, Mr  
    Finch; Harlequinade - J. H. Flexmore (Harlequin), H. Stanley (Pantaloon), Leon Samwells (Clown), Kate  
    Corcoran (Harlequina), Julia Milne (Columbine). 
 
 ACP1: (1995), v. pags.   
 "Haymarket Theatre." ARG: 24 Dec. (1866), 5.                   [see also advert. -  ARG: 22 Dec. (1866), 8] 
 "Pantomime at the Haymarket, The." A: 24 Dec. (1866), 5. 
 
 
HARLEQUIN BOMBASTES FURIOSO: [pantomime]   Lib Adapt/Mus. [n/e] 
 Adapted from the W. B. Rhodes burlesque of the same name (1810), Harlequin Bomastes Furioso was 
advertised as the "first pantomime ever produced in Brisbane." The storyline incorporated numerous "local hits" (BC: 
25 Dec. 1866, n. pag.).  
1866: Royal Alexandra Theatre (Bris); 25 Dec. 1866 - 4, 16 Jan. 1867 
 - Prop. James Dinsdale; S Mngr. Henry N. Douglas. 
 - Cast incl. Julia Hudson, Miss Wilson, J. L. Byers, W. J. Holloway, A. Webster, Tom Ford, Sam Poole, J. H.  
    Ramsay. 
 
 ACP1: (1995), v. pags.   
 BC: 25 Dec. (1866), n. pag.  Advert.        
 
 
HARLEQUIN TU-MUT-CHU, PRINCE OF WIVING-HOE; OR CHOW-COW-
PA, SKIDAMALINK AND JEEMA-MA-TEN:  [pantomime]  Lib Adapt/Mus. [n/e] 
Adapted from an English burlesque Harlequin Tu-Mut-Chu, Prince of Wiving-Hoe was advertised in the Sydney 
Morning Herald as a "new burlesque and pantomime, being a free and easy edition of an Arabian Nights dream 
cunningly spiced up to fit the political atmosphere by Two Stars (at present under a cloud)" (8). The story is based on 
the Cameralzaman and Badoura tale, with characters corresponding to Charles Cowper, James Martin, Geoffrey Eager, 
David Buchanan, and R.M. Isaacs. Sydney Punch described it as a "thoroughly localised version of a burlesque lately 
produced at one of the leading London theatres" (29 Dec. 1866, n. pag.).  
The scenic settings were: Sc 1. Fairy Bower on the Banks of lake Lovely (incl. A dreadful shock caused by a 
Sydney Morning Herald report); Sc 2. Court of Chow-Cow-Pa; Sc 3. Bush near Botany; Sc 4. Dungeon in the Court of 
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the Haunted Well (anywhere); Sc 5. A Wood Near Parramatta; Sc 6. Palace of Jeemi-Ma-ten, Emperor of Parramatta); 
Sc 7. Haunted Dell by Moonlight (dance with Will O' the Wisp); Sc 8. View in the Blax-Land (incl. King Skidamalink 
and his black-guards, cannibalism, connubialities and the capture of a bushranger); Sc 9. Interior of Skidamalink's Hut; 
Sc 10. Fairy Realms of True Love and the Abode of Bliss. 
1866: Royal Victoria Theatre (Syd); 26 Dec. 1866 - 9 Jan. 1867  [13 pfms] 
 - Dir. J. P. Hyde; S Art. Mr Burbury and J. R. Setright. 
 - Cast incl. Charles Young (Chow-Cow-Pa, King of Wiving-Hoe), Harriet Gordon [Hyde] (Camaralzaman),  
    James Hasker (Thingami, Grand Vizier), J. P. West (Jeemi-Ma-ten, Emperor of Parramatta), Mrs C. Jones  
    (Yusetowoz, King Chow-Cow-Pa's Royal consort), Mrs Moore (Badoura, the Flower of Beauty), Mr Selwyn  
    (Jeh Feegah), Mr Chandler (Bewk-Anna, a political beadle), Mr Manley (Sarem Mizaahz, and old woman),  
    Miss Murphy (Cupid), Mrs Andrews (Maimounie, Queen of the Fairies), Miss Brown (Glow-worm, the  
    Queen's aid), Charles Walsh (Skidamalink, King of the Isle of Ebony), Mr Miran (Sheepskin), Mr Mason  
     (Beeswax), Mr Renno, Mr Edwards; Harlequinade - Young Ranno (Clown), Mr Edwards (Harlequin), J. J.  
    Hasker (Pantaloon), Miss McKeown (Columbine), Miss Murphy (Harlequina). 
 
ACP1: (1995), v. pags.    
SMH: 26 Dec. (1866), 8.   Advert.  Incl. comprehensive scene synopsis. 
SP: 29 Dec. (1866), n. pag.       [rnib] 
 
 
LADY BELLE-BELLE; OR, HARLEQUIN FORTUNIO AND THE SEVEN 
CHAMPION MAGIC MEN, THE:  [pantomime]  Lib Adapt. [n/e]; Mus. incl. Edward King 
 Adapted from H.J. Byron's extravaganza Lady Belle-Belle; Or, Fortunio and his Seven Magic Men (1863), this 
version is said to have been more in the vein of burlesque. The Argus theatre critic also writes:  It "is not decidedly new 
except in so far as it has been improved (?) by the introduction of local allusions – for the most part rubbish. The 
management has, however, gone to considerable expense in the production of the piece and shown good taste in the 
outlay… the scenery of course calls for first notice on such an occasion, and it may be remarked that the transformation 
scene [which depicted Paddy's Market and major emporiums] and the concluding tableau, 'The Crystal Lake in the 
Valley of Ferns' have scarcely ever been exceeded in effect upon the colonial stage" (27 Dec. 1866, 5).  
 The story of Lady Belle-Belle begins with Count Collywobbol, a nobleman in very embarrassed circumstances, 
who has been called upon by King Courtly to supply a contingent of soldiers to serve in a war he is currently waging. 
The Count's three daughters, Flimsietta, Fritterina and Belle-Belle volunteer to assume masculine attire and serve in the 
war under the king. However, the unamiable conduct of Flimsietta and Fritterina causes offence to a very powerful fairy 
disguised as an old lady, while their sister creates a good impression. The fairy rewards Belle-Belle by allowing her to 
take the form of Fortunio, a captivating young hero who wins the approval of the king. Meanwhile, the king's half sister, 
a princess of the virago type, makes advances upon Fortunio but is repelled with distain. This creates resentment in her 
mother, the Dowager Queen, and she manages to have Fortunio sent on a dangerous mission to kill a formidable 
dragon. Fortunio manages to trick the dragon with a magic potion, however. After slaying it he goes on to encounter 
other adventures before resuming his original feminine aspect and attire. The pantomime ends with Lady Belle-
Belle winning the affection of the king. He subsequently asks for her hand in marriage, which leads to the glorious 
transformation scene. 
 The local references included the introduction of a number of quasi Ethiopian cricketers, in compliment to the 
aboriginal cricketers who were there. The harlequinade also featured a cricket match with "Lilliputian darkies" (BL: 22 
Dec. 1866, 2). One of the songs incorporated into the production was popular "Hot Codlins" (sung by J. L. Hall).  
1866: Princess's Theatre (Melb); 26 Dec. 1866 - 15, 19 Jan. 1867  [22 pfms] 
 - Lse/Mngr/Dir. J. L. Hall; Ast Mngr. John Bryon; M Arr. Edward King; S Art. B. Tannett and Mr Murphy;  
    Cost. Mrs Calvert; Chor. John Edouin.  
 - Cast incl. Emily Wiseman [Mrs John L. Hall] (Belle-Belle/Fortunio), John Dunn (The Dowager Queen),  Tilly  
    Earl [Mrs John Edouin], Mrs Gladstone, Louise Arnott, Fanny Wiseman [Mrs South], Miss Roberts, Mrs  
    Rivers, Miss Downey, James Milne, W. South, Joe Downey, Mr Targett, Mr Williams, Mr Bartlett, Mr  
    Alleyne, Mr Falk, Master Morris, Mr Gladstone, Mr Small, Mr Alexander, Mr Wilkins, John Edouin  
    (Harlequin), Julia Edouin (Columbine), John L. Hall (Clown), J. J. Welsh (Pantaloon), Bedouin Troupe,  
    Corps de Ballet. 
 
 ACP1: (1995), v. pags.  
 "Pantomime at the Princess's." A: 27 Dec. (1866), 6. 
 "Princess's Theatre."  ARG: 27 Dec. (1866), 5. 
 BL: 22 Dec. (1866), 2.      [rnib] 
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GULLIVER ON HIS TRAVELS; OR, HARLEQUIN AND FATHER 
CHRISTMAS AND THE FAIRY QUEEN OF THE SILVER ACACIAS:  [pantomime]    
 Lib Adapt. W. M. Akhurst; Mus incl. Julius Siede 
# Abbott, 1866 
 Adapted from Jonathon Swift's novel Gulliver's Travels, the plot begins with Argentilla the Fairy Queen of the 
Silver Acacias awaiting the arrival of Old Father Christmas. Unbeknownst to the Queen her law officer Topsyturvey 
has conspired with Prime Minister Cantankeros to usurp her position. In the meanwhile Father Christmas arrives, 
bringing all manner of presents which the conspirators render valueless in the eyes of the Queen (the latest fashions are 
represented by the last new bonnet while a 'parcel' of politicians is turned into a pack of stuff). The last of the boxes to 
be opened contains an edition of the renowned Gulliver - who has already appeared favourably in the dreams of the 
Queen. She immediately declares herself his protector, causing Cantankeros and Topsyturvey to plot his downfall and 
so demonstrate that they have greater powers than her. The narrative then shifts to London where Gulliver has become 
bored with his surgery and is feeling set upon by his wife and howling infants. In order to escape he takes up an offer 
from Captain Bumptous Blowhard to become his ship's doctor. Gulliver's adventure begins when his ship is wrecked in 
a storm and he is thrown into the sea. Argentilla, who has only just learned of the schemes of her treacherous ministers 
sends a dolphin to save Gulliver and carry him to the shore of an island. It is here that Gulliver is captured by the 
Lilliputians and the plot briefly follows the original storyline until Cantankeros and Topsyturvey arrive, disguised as 
seamen, in order to complete their plan to destroy Gulliver.  
 The pantomime unfolds over six scenes. The original production featured several long mime sequences and 
contained numerous topical references. The music saw a good deal of operatic burlesque introduced, especially extracts 
from Meyerbeer's L'Africaine. 
1866: Theatre Royal (Melb); 26 Dec. 1866 - 19 Jan. 1867  [24 pfms] 
 - Mngr/Lse. Mr Hoskins, M Arr. Julius Siede and B. Levy; S Art. John Hennings, William Pitt, Mr Freyberger  
    (comic scenes) and Mr Watts (comic scenes); Cost. Mrs Bennett; Com Sc. Leopold Brothers; Chor. Henry  
    Leopold and Richard Stewart. 
 - Cast incl. Docy Stewart, Miss Mortimer, Maggie Stewart, Anna Ford, Miss McFarlane, Miss K. Ford, Miss  
    Kaye, Miss Waghorn, Miss L. Howard, Miss E Collins, Miss J. Collins, Miss A. Collins, Miss O'Neill, Miss  
    Levy, Miss S. Daniels, Miss L. Daniels, Miss K. Roberts, Miss A. Roberts, Miss E. Egerton, Nelly Egerton,  
    Flora, Fanny and L. Cushla, Elinor Forde, Lydia Leopold, Miss Melville, Frau. Fannie [Mrs Tom Leopold],  
    C. Warde, K. Stewart, C. Hall, Master Pap, Mr Stoneham, Mr Keogh, Mr Howell, Henry and Tom Leopold,  
    Master Warde, Master Albert Leopold, Mr Johnson, Mr Jones, Mr Smith, Mr Collins, Mr Loman, Henry R.  
    Harwood. 
 
ACP1: (1995), v. pags.   
"Pantomime at the Royal, The." A: 27 Dec. (1866), 5-6. 
"Theatre Royal – The Pantomime of Gulliver."  ARG: 27 Dec. (1866), 5. 
Williams, Margaret. Australia on the Popular Stage.  (1983), 62. 
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1867 
 
 Crohoore Na Biloge; Or, The Pride of Clarah, a play with music adapted by Francis Belfield from Michael 
Banim's short story Crohoore of the Bill-Hook, was restaged at the Princess Theatre, Melbourne, beginning 30 March. 
New music was written for the production by Edward King. The cast included Fanny Wiseman and Francis Belfield. 
[see 1866 file for further details] 
 
__________ 
 
 
THE HISTORY OF KODADAD AND HIS BROTHERS; OR, THE DISGUISED 
PRINCE:  [extravaganza]  Txt.  Walter Hampson Cooper; Mus. [n/e] 
#  W. Fairfax (Bris), 1866 
 Although written and published in Brisbane in 1866, Kodadad was not performed until the following year, when 
the Nathan Juvenile Troupe (who had been performing in Brisbane at the time the play was published) presented it at 
the Prince of Wales Theatre in Auckland.  It was then toured through the major New Zealand centres. Kodadad is 
described in the published text as having been "freely translated from the Arabian Nights' entertainments, embellished 
in every possible way and done into extremely free and easy verse."  
Kodadad is described in the published text as having been 'freely translated from the Arabian Nights' 
entertainments, embellished in every possible way and done into extremely free and easy verse'. The story concerns the 
son of the Sultan of Diabekir and heir to an Arabian Nights-style kingdom who is banished to New South Wales as a 
squatter in order to acquire colonial experience. His incompetence as a farmer sees him treated as a 'new chum' by the 
locals, and he struggles to endure the hardships of both the work and the environment. Just as he's decided that he can't 
take it anymore the prince receives word that his father has repented the severity of sending him to such a primitive part 
of the world and calls him home. Upon his return to the court Kodadad quickly forgets all about his experiences, except 
in a moment of nostalgia when he tries to convince Lula, a Persian princess, to immigrate with him back to Australia. 
Lula refuses, however, because she's heard about the Australian insects.  
The songs, which were set to airs from the operas Faust, Lucrezia Borgia, and Lucia di Lammermoor, and from 
popular songs of the day, include: "The Sultan's Polka" (chorus), "The Cachuca" ( trio), "Good-bye, Sweetheart, Good-
bye," "Soldier's Chorus" (from Faust), "My Own, My Guiding Star" (duet), "Pen and Ink Polka" (duet and chorus), 
"Ama Tua Madre" (from Lucrezia Borgia), "Lily Lye" (ballad), "The Stockman's Grave" (duet) and "Great Eastern 
Polka" (chorus). 
1867: Prince of Wales (Auckland, NZ); 1 May - 
 - Troupe: Nathan Juvenile Troupe. 
 - Mngr/Dir. James Small. 
1867: Regional tour; New Zealand; ca. May 
 - Cast and production mostly as for previous Auckland season. 
 
Cooper, Walter.  Colonial Experience  (1979), xii. 
Williams, Margaret.  Australia on the Popular Stage.  (1983), 62-63. 
 
 
IXION; OR, THE MAN AT THE WHEEL:  [burlesque]  Txt Adapt. George Scott Hough; Mus.  
 [n/e] 
 Adapted from F. C. Burnand's 1863 extravaganza of the same name, with local references, this burlesque also 
possibly referenced W. M. Akhurst's 1866 version. Charles Surface, the Bell's Life in Victoria critic, was not overly 
impressed with this latest version, however, seeing it as inferior to the Akhurst production. He writes: 'The life of a 
burlesque, be it ever so good, is a short and a merry one, and when it has run its appointed or disappointing career, and 
has passed away to the limbo of nonsense, it is questionable policy to recall it, and give it a second ephemeral existence. 
'Ixion had its day at the princess's, where it was exceptionally well played… [but] at the Haymarket, where, although 
well mounted and well dressed, it is not so well played… It has been localized by Mr G. S. Hough; but the 
interpolations are not worthy of his ability" (12 Oct. 1867, 2).  
1867: Royal Haymarket Theatre (Melb); 5-16 Oct. 
 - Mngr/Dir. William Hoskins; S Art. William Pitt and Charles Fry; Cost. Mr Hancock; Chor. John Edouin. 
- Cast incl. Kate Denin, Miss Melville, Adelaide Stoneham, Miss E. Forde, Eleanor Carey, Kate Ryder, Miss  
   Lyons, Miss Newman, Miss O'Donnell, Miss Tindall, Miss Kaye, Miss Chester, Miss Musgrave, Miss  
   Stanley, Tilly Earl [Mrs John Edouin], John Edouin, Mr Forde, Mr Metcalfe, Master Wallace, Charles Young,  
   James Milne, Mr Andrews, W. B. Gill, Mr Staunton. 
 
ACP1: (1995), v. pags.   
Surface, Charles. BL: 12 Oct. (1867), 2.      [rnib]  
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JUPITER'S FROLIC; OR, RACING MAD:  [burlesque]   Txt/Mus. [n/e] 
 Advertised in the Argus as a "new burlesque with local portraiture, by a local author," the stage action included 
racing scenes, while the music contained excerpts from Offenbach's Orphée Aux Enfers (n. pag.). 
1867: Palace of Varieties (Melb); 24 Dec. 1867 - 6 Jan. 1868 
 - Prop/M Dir.  T. Croker; Ast Mngr. Mr De la Chapelle; S Art. Mr Rubin; S Mngr. Mr Wilton. 
 - Cast incl. Annie Bramley, Mrs Peryman, Emma Weippert, Mrs Raynard (dancer), Mrs Middleton (dancer),  
    Rachel Raynard (dancer), Mrs C. Middleton (dancer), Mr Brahm, Mr Martin, Mr Cowan, Mr Rollin, Mr  
    Wilton, Mr West, Mr Jackson, Mr Taylor, Mr Williams, Mr Tomlins, Mr Loyal (acrobat), Mr Smith (acrobat),  
    Mr Cotham (acrobat). 
 
 ACP1: (1995), v. pags.     
 "Varieties Theatre, The." ARG: 21 Dec. (1867),6.                           [see also advert. - ARG: 24 Dec. 1866, 8.] 
 
 
TOM TOM, THE PIPER'S SON, AND MARY MARY QUITE CONTRARY; 
OR HARLEQUIN PIGGY WIGGY AND THE GOOD CHILD'S HISTORY OF 
ENGLAND:  [pantomime]   Lib. W. M. Akhurst; Mus. [n/e] 
# Bell, 1867 
 A burlesque extravaganza and pantomime in six scenes with songs and dances to both operatic and popular 
tunes, the 1867 production featured Shakespearian parodies and topical references to the Prince of Wales' recent tour, 
Victorian politics and the local theatre industry.  
 The story begins with the magician Allsortsofvice, chatelaine of the castle Toorakanruin, being defeated by the 
Fairy Queen and condemned to be a gardener to her daughter, Mary Mary. He falls for the daughter (in a Richard III 
burlesque), but she is of course in love with Tom Tom. The hero is imprisoned, however, for stealing a pig to feed his 
destitute parents. Mary Mary inspires Tom Tom to study while incarcerated and he later imbibes history in a Grand 
Procession of the Sovereigns of England. According to reviews of the Melbourne production this was the most 
extravagant scene - with scenic artist John Hennings presenting the 'Hall of History' - an exhibition of the 'Good Child's 
History of England'. 'The scene was that of a large magnificent apartment at the further end of which stood a large open 
book of the History of England', writes the Argus critic. 'It is from this book that Mary Mary undertakes to teach Tom 
Tom the history of his country. This is done by allowing the kings and queens of England, personated by little children 
suitably attired in the characteristic costume of the monarchs represented, to issue one by one from the book, the leaves 
of which are turned for that purpose'. The list commenced with William the Conqueror and finished with Queen 
Victoria (27 Dec. 1866, 6). The remainder of the plot concerns Allsortsofvice and his ally Belformosa attempting to 
bring Tom Tom down, but to no avail. The story concludes with Tom Tom becoming Mayor, and the pantomime then 
closes with the traditional transformation scene and harlequinade. 
1867: Theatre Royal (Melb); 26 Dec. 1867 - 23 Jan. 1868  [23 pfms] 
 - Lse. J. C. Lambert; M Arr. B. Levy; Ast Mngr. Henry R. Harwood; S Mngr. Mr Vincent; S Art. John  
   Hennings, Alfred Clint and Richard Little; Cost. Mde Jager. 
- Troupe: Royal Star Company. 
- Cast incl. Henry R. Harwood (Tom), Emily Wiseman [Mrs John L. Hall] (Mary Mary), Richard Stewart  
   (Allsortsovice), Docy Stewart (Belformosa, Queen of the Fairies and Mary Mary's mother), Mrs J. L. Hall  
   (The Princess), Maggie Stewart, Miss L. Coppin, Miss A. Bray, Miss B. Bray, Miss Lloyd, Miss Chester,  
   Miss Lester, Miss Graham, Miss A. Collins, Miss T. Collins, Miss A. Wallis, Miss L. Wallis, Miss Maughan,  
   Miss Crawford, Miss Reilly, Miss Carolan, Miss Graham, Mr Monro, Mr Murphy, Mr Wyatt, Mr Lowman,  
   Mr Smith, Mr Bond, C. Warde, Mr Humphries,  Mr Benson, Mr Gladstone, Brothers Seagrist (Sprites), J. H.  
   Flexmore (Harlequin), Mdle Nelli (Columbine), J. Morris (Pantaloon), John L. Hall (Clown).  
1869: Prince of Wales Opera House (Syd); 24 Dec. - 20 Jan.     [20 pfms] 
- Dir. William Hoskins; M Arr. W. Rice; S Art. Alfred Clint and Andrew Torning; Cost. Mrs Stapleton;  
   Chor. Henry Leopold; Com Sc. Tom Leopold. 
- Cast incl. Miss Corcoran (Mary Mary), Kate Ryder, Frau. Fannie [Mrs Tom Leopold], Blanche Leopold, W.  
   Andrews, Master Albert Leopold, George Henry and Tom Leopold, J. J. Welsh, James Hasker. 
- This production was an anonymous adaptation of Akhurst's original pantomime. 
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HARLEQUIN RUMPLESTILTSKIN; OR, THE DEMON DWARF OF THE 
GOBLIN GOLD MINES, AND THE PRINCE AND THE MILER'S DAUGHTER:   
[pantomime]  Lib Adapt. George Scott  Hough; Mus. [n/e] 
 Adapted from F. C. Burnand's extravaganza Rumplestiltskin and the Maid; Or, The Woman at the Wheel (1864) 
Harlequin Rumplestiltskin is said to have included 'a great deal of original matter and a plentiful variety of local hits' 
(A: 28 Dec. 1867, 7). The new material included the burlesque opening, transformation scene and harlequinade.  
 The story involves the family of King Tagarag, who decrees that his scapegrace son, Prince Poppet will marry 
Princess Supurba. Unfortunately she loves the king's second son, Prince Lollius, while Poppet has already declared his 
love to a charming little miller's daughter, Rosekin. When he steals away to meet Rosekin Poppet is followed by the 
court detective, Wriggeletto, who promptly tells the king. Enraged by his son's actions the king throws him in prison. 
The distraught Rosekin is meanwhile accosted by Rumplestiltskin, a malignant demon dwarf, who tricks her into 
marriage with him by having her sign a parchment which she believes will set Poppet free. She stands up to 
Rumplestiltskin and refuses to fulfill her bargain. 'As the power of the demon continues only while his name remains 
unknown, the Genius of Australia - who takes a friendly interest in the party - appears and puts him to confusion. 
Thereupon the grand transformation scene takes place' (ARG: 28 Dec. 1867, 5). 
 The programme of scenery was: Sc 1. The Haunt of the Genius of Australia (incl. Grand Ballet); Sc 2. Ante 
Chamber and Cloak Room in the Palace of King Tagarag; Sc 3. Exterior of Jolinosio's Mill; Sc 4. My Convict Cell; Sc. 
5. Grandest Hall in the Palace of the King; Sc 6. A Room in the Palace; Grand Transformation Scene; Harlequinade, 
played out in 'three well-known shops in a somewhat prominent street in [Melbourne]' and the telegraph office (ARG: 
27 Dec. 1867, 8). 
 Two of the dozen or more songs incorporated into the production were "Mrs Bond" (sung by Rumplestiltskin) 
and "Slap Bang" (the finale).  
1867: Royal Haymarket Theatre (Melb); 27 Dec. 1867 - 4 Jan. 1868 
 - Mngr/Dir. William Hoskins; S Art. William Pitt, Charles Fry and Mr Lehman; Cost. Mrs Hancock and Mrs  
    Bennett; Com Sc. A. Lehman and W. B. Gill; Chor. Mde Marzetti and Julia Lehman. 
 - Troupes incl. Lehman Family.  
 - Cast incl. Charles Young (King Tagarag), Alice Wiseman (Prince Poppet), W. B. Gill (Rumplestiltskin),  
    Anna Forde (Prince Lollius), Tilly Earl [Mrs John Edouin] (Roseken), Charles Hall (Baron Higgle de Piggle),  
    John Edouin (Wriggleletto), James Milne (Jolinosio), Louise Arnott (Princess Supurba), Miss Melville  
    (Baroness Giggle), Miss Stanley (Countess Sniggle), J. J. Welsh (Frau Jolinosio), Miss Lyons, Mrs Sairey  
    Gamp (Dame Argus), Mrs Harris (Dame Age), Corps de Ballet, Julia Lehman (dancer), Mdle Therese  
    (dancer); Double Harlequinade - John Edouin and John Haslam (Harlequins), Tilly Earl and Mde Marzetti  
    (Columbines), James Martin (Pantaloon), W. B. Gill and Auguste Lehman (Clowns), Master John Haslam  
    (Frog), Mr Knabblkem (Policeman), Mr Suet (Butcher). 
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 "Haymarket Theatre: The Pantomime."  ARG: 28 December (1867), 5.               [see also advert. – ARG: 27 Dec. 1867, 8] 
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1868 
 
 
PARIS THE PRINCE AND HELEN THE FAIR; OR, THE GIANT HORSE AND 
THE SIEGE OF TROY:  [burlesque]   Txt. W. M. Akhurst; Mus incl. Julius Siede  
# Bell, 1869 
 Also known as The Siege of Troy, and described as a "classical burlesque extravaganza on the theme of the 
Trojan War," the story begins with Cupid and Hymen arranging the fate of Helen amidst the splendor of the Spartan 
King's palace. Helen then appears with Paris and they decide to elope, making their way to a Phrygian galley moored 
off the Eurotas - with the "traviata-singing Cassandra's prophecies of doom [going] unheeded." The voyage scene that 
follows, staged in representation of "the Duke of Edinburgh's outward voyage" (including comments by several 
characters), allowed John Hennings, the original scenic artist, to create a number of exquisite panoramic views, notably 
the Rock of Gibraltar, the peak of Teneriffe, Rio De Janeiro, Tristan da Achuna and the Cape of Good Hope, the last of 
which gave way to a scenic representation of Helen and Paris being welcomed into Troy by Priam and the Trojans. A 
later scene played out the well-known story of the Trojan horse, from which the Greek soldiers emerge to open the gates 
of the city. This was followed by the triumphant entry of the army, the capture of Ilium, followed by the finale, a grand 
tableaux set amidst the ruins of the burning city (ARG: 13 Apr. 1868, 5). 
 The music was of both of an operatic and popular nature, and included accompaniment for the ballet scenes. 
The overture was composed by Julius Siede. Nellie Stewart, her autobiography My Life's Story, records that "Akhurst 
was responsible for the introduction of all the latest comic opera successes from Paris and London in The Siege of Troy 
long before the operas were staged in Australia" (22).  
1868: Theatre Royal (Melb); 11-25 Apr., 25 May - 13 June  [28 pfms] 
- Lse/S Mngr. Charles Vincent; Ast Mngr. Henry R. Harwood; M Arr. B. Levy; S Art. John Hennings, Alfred  
   Clint and Richard Liddle; Cost. Mde Jager. 
 - Troupe: Royal Star Company. 
 - Cast incl. Marion Dunn (Paris), Margie Chester (Helen), Maggie Stewart (Hymen), Docy Stewart (Cupid), C.  
    Warde (Menelaus), Miss McFarlane (Archilles), Alice Bray (Ajax Telamon), Richard Stewart (Patrocious),  
    John Dunn (Priam), Henry R. Harwood (Cassandra), Mrs Woolridge (Hecuba), Blanche Bray, Miss Lester,  
    Miss Maughan, Miss Sinclair, Miss Dick, Mr Gladstone. 
1868: Alfred Hall, Ballarat (Vic); 7 June 
 - Cast and production mostly as for previous Melbourne season. 
1868: Theatre Royal (Melb); 18-29 Aug.    [11 pfms] 
 - Prod. George Coppin, Henry R. Harwood, John Hennings and Richard Stewart; S Art. John Hennings. 
 - Cast and production mostly as for previous Melbourne season. 
1868: Theatre Royal (Melb); 12-19 Dec. 
 - Prod. George Coppin, Henry R Harwood, John Hennings and Richard Stewart; S Art. John Hennings. 
 - Troupe: Royal Star Company. 
 - Cast incl. Marion Dunn, Docy Stewart, Maggie Stewart, Margie Chester, Mrs Woolridge, Henry R. Harwood,  
    R. Dunn, Con Ward, George Darrell. 
1869: Theatre Royal (Melb); 1 Feb., 6 Mar.       [benefits] 
 - Prod. George Coppin, Henry R. Harwood, John Hennings and Richard Stewart; S Art. John Hennings. 
 - Troupe: Royal Star Company. 
 - Cast incl. Docy Stewart, Henry R. Harwood. 
1869: Theatre Royal (Melb); 7-19 Aug.    [11 pfms] 
 - Prod. George Coppin, Henry R. Harwood, John Hennings and Richard Stewart; S Art. John Hennings, Mr  
    Douglas and Richard Little; M Arr. Frederick Coppin; Cost. Mde Jager. 
 - Troupe: Royal Star Company. 
 - Cast incl. Maggie Stewart (Paris), Margie Chester (Helen), Docy Stewart (Cupid), Miss McFarlane  
    (Archilles), Alice Bray (Ajax), Mrs Woolridge (Hecuba), Richard Stewart (Patrocious), C. Warde (Menelaus),  
    John Dunn (Priam), Henry R. Harwood (Cassandra). 
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THE PILGRIM OF LOVE; OR, THE PARROT AND THE PRINCESS:  [burlesque]    
 Txt Adapt/Mus. [n/e] 
A burlesque most probably adapted from H. J. Byron's extravaganza The Pilgrim of Love (1860), it contained 
allusions to local events, as well as a balloon scene in front of a diorama and a scene in which the "Galatea" entered 
Sydney Heads.  
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 [NB: See also two similarly titled versions in 1860.] 
1868: Royal Victoria Theatre (Syd); 27 June - 8 July 
- Mngr/Dir. William Hoskins; M Arr. John Gibbs; S Mngr. Stuart O'Brien; S Art. Henry Holmes; Cost. Mrs  
   Stapleton.  
- Troupe: Victoria Star Company. 
- Cast incl. Julia Harland, Rosa Cooper, Mrs Jones, Clara Stephenson, Mr Burford, Stuart O'Brien, Mr Leonard,  
   Mr Rainford. 
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KING ARTHUR; OR, LANCELOT THE LOOSE, GIN-EVER THE SQUARE, 
AND THE KNIGHTS OF THE ROUND TABLE AND OTHER FURNITURE:   
 [burlesque]   Txt. W. M. Akhurst; Mus. [n/e] 
# Bell, 1868 
 Presented in six scenes this burlesque on the Arthurian theme, Akhurst founded his version partly on Tennyson's 
'Idylls of the King' and partly on Sir Thomas Mallory's collection of ancient metrical romances. The production 
typically featured local allusions and topical issues throughout, including Collins Street, the Jones vs Randell case 
(which saw the Commissioner of Railways triumph over Constitutional Association, led by Mr Jones), and personalities 
like Fenians and Bismarck. The Age theatre critic writes of Akhurst's treatment: 'The dialogue is smartly written, and 
abounds (as all burlesques must necessarily do) in puns, good, bad and indifferent... It is not on his puns alone, 
however, that Mr Akhurst depends for the success of his pieces. He is exceedingly happy in his selection of music and 
King Arthur is replete with melodic gems of great beauty' (2 Nov. 1868, 3). The critic also notes that the production 
contained a number of amusing comic songs, several of which were written to (or had their lyrics re-written) satirise 
well-known personalities. Notable here were 'The Late Lamented Jones' (sung by Henry R. Harwood), 'Beautiful Nell' 
(duet between Marian Dunn and Docy Stewart), and 'The Cantering Cad of Collins Street (sung by Richard Stewart).  
 The musical element included ballets, and songs of operatic style and popular styles. 'Popular London airs of the 
day' were : 'Pull, Pull Together Boys', 'Riding on the Donkey', 'Bold Burgundy Ben', 'The Five O'clock Bus', 'Smart 
Isobella', 'Pretty Polly, Do Say Yes', 'Tootal, Tootal on the Cornet', and 'The Galloping Snob'. Other songs included : 'La 
Polka Des Sabots' (Varney), 'Couplets of the King (from La Belle Helene), 'Valse Song, Joyous Life', 'Voici le Sabre' 
(from the Grand Duchess of Gerolstein), 'Volta la Terres (from Un Ballo in Maschere), 'Valse Song' (from Gounod's 
Romeo and Juliet), 'Come Home, Father' and a Grand Plantation Walk-around (Age 6 November 1868, p4).  
 Nellie Stewart, in her autobiography My Life's Story, records that "the music of The Grand Duchess was used, 
almost in its entirety in [the] burlesque of King Arthur" (22). 
1868: Theatre Royal (Melb); 31 Oct. - 19 Dec.   [30 pfms] 
- Prod/Lse. George Coppin, Henry R. Harwood, John Hennings and Richard Stewart; M Arr. Frederick  
   Coppin; S Art. John Hennings, Alfred Clint, Mr Robins and Richard Little; Cost. Mde Jager. 
 - Troupe: Royal Star Company. 
 - Cast incl. Marian Dunn (Arthur), Docy Stewart (Sir Lancelot), Con Warde (Merlin), Richard Stewart (Sir  
    Kay), Margie Chester (Vivian), Henry R. Harwood (Sir Modred), Maggie Stewart (Sir Antour), John Dunn  
    (Guenever, otherwise Gin-ever), Anna Forde (Elaine), George Darrell (King Lot of Lothian), Mr Lewis  
    (King Ganters of Merlot), Mr Dias (King Uriun of Reged), Mr Compton (King Carodas of Strangore), Mr  
    Batesen (King Ider of the Marches), Mr Wyatt (King Anguisant of Scotland), Alice Bray (Sir Burb), Blanche  
    Bray (Sir Cuss), Miss L. Coppin (Sir Cumlocution), Annie Collins (Sir Geon), Lizzie Collins (Sir Gery),  
    Miss Grainger (Sir Pose), Miss Newman (Sir Mount), Miss Benson Sir Vant), Miss O'Donnell (Sir Prise),  
    Miss Crawford (Sir Tainly Not), Miss Caulson (Sir Cuiteous), Miss Lester (Sir Pent), Miss Hogan (Sir  
    Cingle), Mdle. Therese (dancer), Mons. Schmidt, Bros. Wieland (dancers). 
1870: (Adel); c Jan. 
1870: Princess's Theatre (Melb); 18-23 Apr. 
 - S Art. John Hennings and Mr Freburger. 
 - Troupe: Royal Burlesque Company. 
 - Cast incl. Docy Stewart, H. R. Harwood, Richard Stewart, G. H. Rogers, Maggie Stewart, Rosalie and  
   Heloise Duvalli, Francis Bentley. 
 
 ACP1: (1995), v. pags.   
 "Princess's Theatre."  ARG: 19 Apr. (1870), 6. 
 Stewart, Nellie.  My Life's Story. (1923), 21-22. 
 "Theatre Royal: Mr Akhurst's New Burlesque." A: 2 Nov. (1868), 3. 
 
 
WRONG SIDE OF THE DOOR:   [operetta]  Lib/Adapt. W. M. Akhurst; Mus incl. Jaques Offenbach 
 Adapted by Akhurst from the 1859 operetta Un Mari Á La Porte by Offenbach (libretto by A. Delacour and L. 
Morand).  The production was advertised for performance on 7 Oct. 1868, but there is no record of this occurring on 
that date. 
1868: Duke of Edinburgh Theatre (Melb); 7 - 19 Nov., 5 Dec. [12 pfms] 
 - Mngr. Gibert Roberts; M Dir. Stephen Hale Marsh. 
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 - Cast incl. Kate Ryder, Milly Parker, E. Reeves. 
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LORD LOVEL AND LADY NANCY BELL:  [burlesque]  Txt Adapt/Mus. [n/e] 
 Advertised in the Argus as "a profusely localised burlesque by a well-known resident of Emerald Hill" (n. pag.), 
it was very likely  adapted from F. C. Burnand's extravaganza Lord Lovel and Lady Nancy Bell; Or, The Bounding 
Brigade of the Bakum-Boilum (1856).  
 This was an amateur production. 
1868: Mechanics Institute, Emerald Hill (Melb); 1 Dec.  
 - Prod. Emerald Hill Amateur Dramatic Club 
   
 A: 30 Nov. (1868), n. pag.      [rnib] 
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HARLEQUIN LITTLE BO SHEEP; OR, KING SING A SONG OF SIXPENCE; 
OR THE WITCH, THE GIANT, AND THE GOOD LITTLE FAIRY OF THE 
GOLDEN VALLEY:  [pantomime] Lib. J. P. West and "Waif Wander, Esq."  [Mary Fortune]; Mus. [n/e] 
Advertised as a "local Christmas extravaganza [with] all the local institutions and absurd incidents of the day, 
popular and otherwise" (SMH: 23 Dec. 1868, 2). A brief par published in Freeman's Journal the week after Little Bo-
Peep's premiere indicates that the "piece [was] replete with local hits, and was placed upon the stage in a manner that 
could scarcely be credited in a theatre where the price of admission are fixed for the accommodation of the million" (2 
Jan. 1869, 15). 
[NB: The pantomime's full title is advertised in Freeman's Journal 26 Dec. 1868, 15] 
1868: Clarke's Varieties and People's Theatre (Syd); 24 Dec. 1868 - 11 Jan. 1869 
 - Prod. Mr Clarke; S Mngr. J. P. West. 
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 FJ: 26 Dec. (1868), 15.  Advert. 
 SMH: 23 Dec. (1868), 2.      [rnib] 
 
 
HARLEQUIN LITTLE JACK HORNER; OR, THE CHRISTMAS PIE AND 
THE FAIRIES OF THE SILVER FERNS:  [1868]  Lib Adapt. Walter H. Cooper; Mus. [n/e] 
 The Sydney Morning Herald notes that while this pantomime, founded on the well-known nursery rhyme, was 
an adaptation of W. M. Akhurst's Little Jack Horner; The Original Hero of the Corner (1860), it had been "almost 
entirely changed to suit present topics of interest in Sydney, and these are introduced with a droll piquancy and 
unflagging humour that are sustained throughout the pantomime" (25 Dec. 1868, 4).  A critic writing for Bell's Life in 
Sydney similarly notes: "The witty and telling dialogue of the opening is being continually enriched by new local 'hits' 
which form no inconsiderable feature in the attractiveness of the piece. Among these may be specially mentioned a new 
parody on Billy Barlow, written by Mr W. Cooper, and excellently well rendered by Mr Stuart O'Brien" (9 Jan. 1869, 
3). The paper reports the following week: "Continual novelties are being produced in the comic scenes, and the local 
allusions in the opening are frequently changed and brought up to date, so that each performance, to some extent differs 
from its predecessor" (16 Jan. 1869, 3).  
 The pantomime begins with a grand ballet in the Dell of Silver Ferns, after which the fairies Progressa and 
Retogressa argue as to who has the most influence over Jack Horner. The scene switches to Jack's cottage where he is 
seen learning his letters. His 'suit' to Myozoe is coolly received because he has no learning. Retrogress promises to give 
him poetic fire, however, and he is able to shortly after sing the songs "The Grenadier," "Hickory Dickory Dock."  Later 
while continuing his learning a pie is brought in, and he proceeds to describe to Old Proverbs the ideas represented in 
the plums, each of which has a political significance. Old Proverbs declines a slice of pie and advises Jack that 
knowledge is power. He then presents him with the Sword of Perseverance (which allows a scene in which Jack 
parodies the sword song from the Grand Duchess of Gerolstein. 
 One of the highlights of the production is said to have revolved around Alphabet Castle and an army of juvenile 
soldiers led by Commanders Blanch and Master Albert Leopold.  
 Other songs incorporated into the pantomime included: "La Donna e Mobile" (sung by Jack), "She's No Pal of 
Mine" (Fairy Progressa and Fairy Retrogressa), "John Robertson my jo John" [sic] (Jack's mother) and "Little Jack 
Horner sat in the Corner" (chorus).   
1868: Prince of Wales Opera House (Syd); 24 Dec. - 26 Jan. 1869  [31 pfms] 
 - Mngr/Dir. William Hoskins; M Arr. W. Rice; Com Sc. Tom and George Leopold; S Art. Andrew Torning  
    and J. R. Setright; Cost. Mrs Stapleton; Chor. Henry Leopold. 
- Cast incl. (Jack Horner), Frau. Fannie [Mrs Tom Leopold], Blanche Leopold, Kate Corcoran (Fairy  
    Retrogressa), Eleanor Carey (Fairy Progressa), Blanche Clifton (Myozoe), Nelly Montague, Miss Morgan,  
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    Nelly Murphy, Louisa Hughes, Lizzie Dixon, Lizzie Morgan, Carry Cassell, Fanny Tibury, Eliza O'Brien,  
    Harriet Hughes, Mary Ford, Jane Williams, Sarah Lake, Agnes Mayo, Agnes Forsham, Annie Lyle, Nelly  
    Hill, Ada Ford, Minnie Summerfield, Mary Watt, Jessie Dixon, Eliza Ford, Fanny Ferris, Stuart O'Brien, J. J.  
    Welsh (Old Proverb), Mr Milner, James Hasker, Master Henry Simpson, Master C. Carmody, Master J.  
    Ryan, Mr Latham, Mr Dupelle, F. Ede, Henry, Tom and George Leopold; Harlequinade - Henry Leopold  
    (Harlequin), George Leopold (Clown), Frau. Fanny (Columbine), Tom Leopold (Pantaloon). 
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 "Prince of Wales." BLS: 9 Jan. 1869, 3.       [see also BLS: 16 Jan. 1869, 3; 23 Jan. 1869, 3; and 30 Jan. 1869, 3]    
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HARLEQUIN ROBINSON CRUSOE; OR, THE NIMBLE NAIAD, THE 
LONELY SQUATTER AND THE LIVELY ABORIGINAL:   [pantomime]   Lib. W. M.  
 Akhurst; Mus. [n/e] 
# Bell, 1868 
 A pantomime in five scenes, the story begins in the submarine world ruled by Ichthyologia who causes a storm 
which wrecks Robinson Crusoe on an island. After falling asleep on a bank Crusoe is discovered by Coralline, a water 
nymph, who falls in love with him. She subsequently has him carried off to a romantic dell in the island. This displeases 
Ichthyologia and he threatens to turn Coralline into water if she persists in loving Crusoe. Complications set in, 
however, when Crusoe meets the octoroon Zoe, who inhabits the island with Friday and a company of Christy-style 
negro minstrels. It is with her that he falls in love not knowing that she is married to Friday. This relationship is a 
burlesque on Dion Boucicault's The Octoroon, while the Crusoe/Coralline relationship comments on the Pageant of 
British Worthies - including Shakespeare, Drake, Dickens and Punch etc.  
 Containing a number of local references, the pantomime also includes songs of operatic style and other forms. 
The Argus critic notes that the production is treated in a thoroughly burlesque style - particularly the negro minstrel 
scenes. 'To make the thing still more incongruous', writes the critic, 'Friday... before his capture makes a stump speech 
in which allusions to Victorian politics and all sorts of events, occurs. The end of it all is that Crusoe is changed into 
Harlequin, Zoe into Columbine, Ichthyologia into Pantaloon and Friday into Clown, after which comes the 
transformation scene' (25 Dec. 1868, 5). 
1868: Theatre Royal (Melb); 24 Dec. 1868 - 30 Jan. 1869  [33 pfms] 
 - Prod/Lse. George Coppin, Henry R. Harwood, John Hennings and Richard Stewart; M Arr. Frederick  
    Coppin; S Art. John Hennings, Alfred Clint, and Richard Little; Cost. Mde Jager. 
 - Cast incl. John Dunn (Ichthyologia, the Fish King), Henry R. Harwood (Robinson Crusoe), Richard Stewart  
    (Friday), Anna Forde (Zoe), Docy Stewart (Coralline), Mde Vieuxulles (Mrs Crusoe), Kate Ryder, Laura  
    Wiseman, Maggie Stewart (Sammunella), G.R. Ireland, Mdlle Therese (Columbine), M. Schmidt  
    (Harlequin), T. and J. Wieland (Sprites), Tom Lewis (Pantaloon), Harry Stanley (Clown), Corps de Ballet. 
1869: Theatre Royal (Melb); 25 Mar.      [benefit] 
 - Cast and production team mostly as for previous Theatre Royal season. 
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 "Pantomime at the Royal – Harlequin Robinson Crusoe." A: 26 Dec. (1868), 3. 
 "Theatre Royal: Pantomime of Robinson Crusoe." ARG: 25 Dec. (1868), 5. 
 
 
THE NYMPH OF THE BOTANY SWAMPS; OR THE KNIGHT AND THE 
NAIADS:  [burlesque]  Txt Adapt/Mus. [n/e] 
 Possibly adapted from H. J. Byron's burlesque The Nymph of the Lurleyburg; Or, The Knight and the Naiads 
(1859).  The story is founded on the legend of "Lurline," and contained references to a number of contemporary local 
issues and personalities - notably "members of the present or late Government" and Parkes' Kiama Mystery (FJ: 2 Jan. 
1869, 15). 
1868: Royal Victoria Theatre (Syd); 26 Dec. 1868 - 5 Jan. 1869 
 - Dir. Rosa Cooper; S Mngr. Lionel Harding. 
 - Cast incl. Rosa Cooper (Rupert), W. Andrews (Senesehad), Miss Novello, Kate Hayes, Miss Foley, Mrs  
    Moore, Mr Watt, Mr Alexander, Mr West, Mr Taylor, Frederick Younge, Mr Beaumont. 
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 "Royal Victoria Theatre."  FJ: 2 Jan. (1869), 15.      [rnib] 
 
 
HARLEQUIN SINBAD THE SAILOR; OR, THE GIANT ROC OF THE 
DIAMOND VALLEY:  [pantomime]  Lib Adapt. James Eville; Mus incl. B. Levy 
Especially localised for the Duke of Edinburgh Theatre from E. L. Blanchard's pantomime Harlequin Sinbad 
the Sailor,  the Age records that Eville's additions "appear to consist [of] three new scenes which precede the action 
proper of the burlesque, and a variety of localisms and songs scattered throughout" (28 Dec. 1868, 3). The critics 
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writing for the two major Melbourne newspapers were divided in their appreciation of Eville's introduction, however. 
The unimpressed Age critic records, for example: "The first scene, which treats the audience to a resurrection of King 
Cheops and a lot of mummies, is pure irrelevancy and ought to be excised. It's only redeeming features were figures of 
the Sphinx and a gigantic Egyptian idol, which amused the audience somewhat by opening its mouth, rolling its eyes 
and apparently joining in a chorus. The next scene, representing the Mountains of the Moon, was a vile daub; and the 
action being totally unconnected with the plot, the whole should be cut out with the first…. The third scene is described 
as an Elysian Grove, and presented a very pretty tableau when disclosed. A cascade of real water (and no mistake) 
tumbled at the back of the stage, being however covered for the comfort of the performers and audience with glass. 
Down each side of the scene there were ranged half a dozen ornamental pedestals upon each of which ranged a very 
elegant young lady in white and gentlemen in red, attired al la Watteau. The effect was remarkably striking…we have to 
remark [however] that it is a pure excrescence, but still too beautiful and novel to be done away with… When the 
Watteau business had concluded, the burlesque opening of the pantomime commenced" (3). The Argus review, on the 
other hand, focuses its critique on the artistic settings (described as 'charming'), while providing a brief synopsis of the 
introductory plotline. These introductory scenes concern Young Victoria, a youth who smokes, says 'my word' and 
takes credit for being particularly knowing, is on his way to discover the source of the Nile. He meets up with King 
Cheops, the Spirit of the Nile and the Spirit of the Past - 'who represents the Victorian past of some fifteen years ago; 
and is habited as a gold-digger who sings of the times when men were fined 40s and taken away' (ARG: 28 Dec. 1868, 
6). The Spirit of the Nile refuses to comply with Young Victoria's request to see the source of the Nile and undertakes 
instead to present him with a faithful picture of Sinbad's adventures.  
The burlesque section of the pantomime, which more or less follows Blanchard's original (with occasional 
localisms and topicalities introduced) sees the poor but honest Sinbad being helped by the Spirit of Enterprise. He 
subsequently sets out on a voyage but is wrecked on an island. This leads to a series of wonderful adventures that 
include finding the valley of Diamonds and encountering pygmies, a princess and the Old Man of the Sea. While this is 
all happening the wicked merchant, Ali Ben Rumphiz, comes across Sinbad's wrecked boat and attempts to sell all his 
goods to the tyrannical and needy old Monarch, King of Nottatallsobad. Sinbad eventually ascends into the clouds in 
the clutches of the gigantic roc (a mythical bird found in many Arabian legends).  
The Age and Argus critics also disagreed in their opinion of the topical hits and local allusions. The Age review 
indicates that most were poor and could be cut with no disadvantage. "The factors of these puerilities seem to image 
that it is only necessary to mention the name of a public man in an absurd style in order to bring down a guffaw," writes 
the critic. "What earthly amusement can be afforded by Miss Gougenheim inquiring of a puny child with a big crown 
on his head whether he is Mr Bindon, and then remarking that he is too small for Higinbotham? This pointless wit fell 
flat upon the audience, and had better be confined to Melbourne Punch'. The same critic was much more impressed by 
the overall scenic art and transformation scene (The Home of the Peris), the latter being described as 'a brilliant piece of 
variegated tracery'. Again taking the alternative view, the Argus critic reports that Eville's localisms were 'very good 
and some of them extremely apt. They also possess the merit, not always a characteristic of such allusions, of not being 
in the least degree offensive'. One of the highlights, according the same critic, was King Notatallsobad's marching army, 
which comprised some sixty to seventy supernumeraries - half of whom were children. The army 'marched and 
countermarched, and performed the most intricate and complicated movements with perfect correctness, the children 
leading the whole way. At the conclusion of the evolutions the audience were loud in their expressions of approval' (6).  
The pantomime contained popular songs and operatic airs, along with original incidental music for a number of 
ballet sequences, opening choruses and overture. 
1868: Duke of Edinburgh Theatre (Melb); 26 Dec. 1868 - 15 Jan. 1869 18 pfms] 
 - Mngr/Dir. Gilbert Roberts; M Arr. B. Levy; S Art. Henry Holmes, Mr Richardson, Mr Perkins; Cost. Mrs  
    Hancock and Perrequier Higgenbotham; S Mngr. Lachlan McGowan; Chor. Mons. Massartic.  
 - Cast incl. Miss Joey Gougenheim (Sinbad), Lachlan McGowan (Ali Ben Rumphiz, a Turkish merchant), T.  
    Noble (King Cheops), Jenny Bryce (Spirit of the Nile), Frau. Fanny [Mrs Tom Leopold] (dancer), Milly  
    Wilmore, Miss Stanley (the Princess), Fanny Harding, Sally Lloyd, Hans Phillips (Spirit of the Past), Mons.  
    Massartic (dancer), Mrs Lachlan McGowan (Young Victoria), Mr Musgrave (King Notatallsobad),  J.  
    Batsen, Willy Kenno, Charley Warde, W. Morrison, E. Leotard, Mr Benson, William Andrews, John Munro,  
    Master Ronald (The Old Man of the Sea), J. B. Steele, The Leotard Bros. 
 - NB: The Argus records that the premiere suffered from numerous technical problems, brought on by a lack  
    of pre-production time. "The workmen in fact were so pressed for time," writes the paper's critic, "that the  
    preparations for the descent of the gigantic bird which carries Sinbad off, were going on during the progress  
    of the piece, and were completed just about half an hour too late for the representation of this scene" (28 Dec.  
    1868, 6).  
 -  A farcical sketch, "The Bonnycastles" (starring Mr and Mrs McGowan) preceded the pantomime. 
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ROSANO THE BRIGAND CHIEF:  [play with music]  Txt. W. R. Honey; Mus. [n/e] 
 Advertised as a musical drama by the Hobart Mercury (8 Oct. 1869, n. pag.). 
1869: Theatre Royal (Hobart); 8 Jan. 
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THE BATTLE OF HASTINGS; OR, THE DUKE, THE EARL, THE WITCH, 
THE WHY AND THE WHEREFORE:  [burlesque]   Txt. W. M. Akhurst; Mus. [n/e] 
# Bell, 1869 
 A historical burlesque in seven scenes on the theme of the Norman invasion, most of the events in The Battle of 
Hastings take place in Kent, England, on May Day 1052. The Argus theatre critic notes, however, that the piece was 
'full of apposite allusions to recent political events'. Concerning the story the same critic writes : 'There is less 
coherency... than is customary to find in modern burlesques, but as this class of dramatic composition is supposed to 
appeal more to the visual than any other sense, this is possibly no defect' (30 Mar. 1869, 6). 
 The scenes presented were: Sc 1. A Kentish Meadow (with a distant view of an ancient Roman Villa, restored in 
the Anglo-Saxon style); Sc 2. Picturesque Ruins of a Roman Temple; Sc 3. Banqueting Hall in Duke William's Palace 
at Rouen; Sc 4. Exterior of the Abbey Church of St Peter, Thorney Isle; Sc 5. The English Channel and Coast of Sussex, 
Anglo Saxon Exultation at the Victory over Tastig the Witch, The Invasion of England, and Duke William's Fleet; Sc 6. 
Outposts of the Norman Camp by Moonlight; and Sc 7. The Field of Battle. 
 The music styles incorporated into the production were both operatic and popular. 'New and sparkling music 
[was] selected' from: Crequefer and Quadrille (Offenbach), Genevieve de Brabant, Lucrezia Borgia, La Trompette, 
Operetta de Chanson, L'Hirondelle, Elixir of Love, Le Prophete, La Valse des Adiex, The Lover and the Bird and The 
Lancashire Lass. The songs parodies included: 'Smother the Men', 'Ten Little Niggers,' 'Rollicking Rams', 'Naughty 
Mary Anne', 'Buy a Baby Bunting', 'Good Bye John', 'Fast Old Gals', 'My Father was a Viking', 'Bonnie Blue Flag', 'My 
Mary Land' and 'The Immortal Tommy Dodd'. 
1869: Theatre Royal (Melb); 29 Mar. - 9 Apr. 
 - Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings, George Coppin; M Arr. Frederick Coppin;  
   S Art. John Hennings, Alfred Clint and Richard Little; S Mngr/Dir. J. R. Greville; Cost. Mde Jager. 
 - Troupe: Royal Star Burlesque Company. 
 - Cast incl. G. H. Rogers (William Duke of Normandy), Anna Ford (Edith), Con Warde (Edward the  
    Confessor), Richard Stewart (Taillefer), J. R. Greville (Hilda), Miss Chester (Mallet de Graville), Docy  
    Stewart (Harold), Maggie Stewart (Gurth), Mrs Woolridge (Matilda), Emma Rogers (An Usher), Master  
    Trotter (Tallboys), H. Power (Smulf), Mr Lewis (Eggot), Mr Forde (Egbad), Mr Lowman (Bulf), Miss  
    Blanche (John de Smith), Miss Bray (Bill de Jones), Miss L. Coppin (Jim de Brown), Miss Bennison (Bob de  
    Buggins), Miss Lester (Jeff de Wilkins), Miss L. Collins (Mo d'Abraham), Miss Crawford (Richard de  
    Boshe), Miss Forde (Phil de Figgins), Miss Howard (Mont de Piete), Miss Carey, Miss Newman, Miss  
    Graham, Miss J. Collins. 
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CROSSING THE LINE:  [burlesque]  Txt. Lieut. Poore; Mus. [n/e] 
 Purchased by Walter Montgomery from Lieut. Poore of HMS Galatea, the 17 May production was advertised as 
being performed for the first time before a public audience. There had been various performances on the Galatea during 
the Duke of Edinburgh's visit to Sydney, however. The Duke arranged and conducted the overture and music for the 
Sydney production. 
1869: Prince of Wales Opera House (Syd); 17, 19-25 May 
 - M Dir. His Royal Highness, The Duke of Edinburgh. 
 - Cast incl. Kate Corcoran, Eleanor Carey, Miss Morgan, Miss Dixon, Charles Young, Mr Andrews, George  
    Leopold, George Darrell, Mr Welsh, J. Tasker, Mr Leatham. 
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KING BILLY; OR, THE LAST OF HIS RACE:   [burlesque]  Txt/Mus. [n/e] 
 Reviewed as a burlesque in the Hobart Mercury  (25 May 1869, n. pag.).  King Billy's narrative is based on an 
aboriginal theme and story. 
1869: Theatre Royal (Hobart); 24 May 
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 HM: 25 May 1869, n. pag.    [rnib] 
 
 
CUDGEGONG DIAMOND, THE:  [burlesque]  Txt/Mus. [n/e] 
 Also known as The Cudgegong Diamond, it was advertised in the Argus as a "negroic burlesque" (n. pag.). The 
title refers to the great diamond found near Armidale (NSW) in early August of 1869, but which was a piece of quartz. 
There were also small diamond discoveries around this time on the Cudgegong River near Mudgee. 
 The music element included accompaniment for dances. 
1869: Weston's Opera House (Melb); 11-21 Aug.   [10 pfms] 
 - Mngr. Frank Weston. 
 - Troupe: Weston and Hussey's Minstrels. 
 - Cast incl. Harry Kelly, Charles Holly. 
 
 ACP1: (1995), v. pags.   
 ARG: 11 Aug. (1869), n. pag.  Advert.      
 
 
FORMOSA:  [burlesque]   Txt Adapt. W. Read; Mus. [n/e] 
 Adapted from Dion Boucicault's play 1869 Formosa (which had been playing at the Prince of Wales Theatre), it 
was presented "for the first time in this colony" and "written expressly for this hall" (EN: 2 Dec. 1869, n. pag.).   
1869: Scandinavian Hall (Syd); 6-22 Dec.    [11 pfms] 
 - Dir. W. H. Ford. 
 
 ACP1: (1995), v. pags.  
 EN: 2 Dec. (1869), n. pag.      [rnib]  
 
 
LOVE'S SILVER DREAM; OR, THE KING, THE GODDESS AND THE FAYS 
OF FAIRYLAND, OR HARLEQUIN PYGMALION AND THE GOLDEN DEMON 
OF THE YAWNING CHASM:  [pantomime]  Lib Adapt. Garnet Walch; Mus. Andrew Moore 
 Adapted and localised by Walch this pantomime contained references to the Duke of Edinburgh. The 
transformation scene was of the Flying Squadron entering Sydney Heads.  
1869: Adelphi Theatre (Syd); 24 Dec. 1869 - 3 Feb. 1870  [33 pfms] 
 - Dir. Rosa Cooper; Lse. Lionel Harding; Ast Mngr. W. J. Wilson; M Arr. Andrew Moore; S Art. W. J.  
   Wilson and Alexander Habbe; Cost. Miss Barrett; Chor. G. Browne. 
 - Cast incl. Miss L. Novello, Eleanor Carey, Mrs Moore, Rosa Cooper, Mrs J. P. West, George Brown, J. E.  
    Taylor, W. P. Morrison, Mr Flintoff, Charles Young, Mr Leonard, J. P. West. 
 
 ACP1: (1995), v. pags.   
 
 
HARLEQUIN MAZEPPA; OR, THE WILD ROCKING HORSE OF TARTARY, 
AND THE LITTLE FAIRY OF THE ENCHANTED SUGAR GROVES OF 
NORTH AUSTRALIA:  [pantomime] Lib Adapt. H. Hay Davis; Mus. [n/e] 
 Possibly adapted from H.J. Byron's burlesque Mazourka; Or, The Stick, the Pole and the Tartar (1864), 
Harlequin Mazeppa was, according to the Brisbane Courier localised by H. Hay Davis (n. pag.). 
1869: Royal Alexandra Theatre (Bris); 27 Dec. 1869 - 4 Jan. 1870 
 - S Mngr. C. H. Burford; S Art. William Kinchela. 
 - Cast incl. Miss E. Murphy, Harry Flyn, Tom Lacy, Joe Tolano, Master L. Tolano, Mons. Leotard (acrobat). 
1870: Royal Alexandra Theatre (Bris); 5 Jan. 
 - S Mngr. C. H. Burford; S Art. William Kinchela. 
 - Cast incl. Joe Tolano, Master I. Tolano, Tom Lacy, Harry Flynn, Miss E. Murphy, Clara Stephenson, Mons  
    Leotard. 
 
 ACP1: (1995), v. pags.   
 BC: 27 Dec. (1869), n. pag.      [rnib] 
 
 
HARLEQUIN JACK SHEPPARD; OR, THE DISREPUTABLE DETECTIVE, 
THE CLEVER KLEPTOMANIAC, AND THE PLOT OF THE PIEBALD GOBLIN:  
[pantomime]   Lib Adapt. W. M. Akhurst; Mus. [n/e] 
# Abbott and Co, 1869 
 Containing local allusions and harlequinade, it was adapted by Akhurst from Harrison Ainsworth's novel Jack 
Sheppard. The narrative concerns the villainous Sir Roland, uncle of two apprentices, Jack and Thomas, both of whom 
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work in Wood's shop. Induced by Sir Roland, to frame them, the detective Jonathon Wild dresses as a barmaid in order 
to arrest them. Although they are later released, when Mrs Wood is murdered Wild again arrests them (staging a parody 
of The Corsican Brothers). Jack escapes from Newgate and Wild's house is burnt down in revenge. When Wild 
reappears on stage from the orchestra pit, the Fairy introduces the transformation scene in order to prevent further 
arrests. 
1869: Duke of Edinburgh Theatre (Melb); 27 Dec. 1869 - 22 Jan. 1870 [20 pfms] 
 - Dir. J. R. Greville; M Arr. Charles Eigenschank; S Art. William Pitt, Mr Clark, Mr Douglas; Cost. Mrs  
    Hancock; Chor. Mons. Massartic. 
- Troupe: Theatre Royal Company. 
 - Cast incl. Frances Bentley [aka Florence Bentley], Mrs Greville, Florence Norman, Margie Chester, Miss  
    Bennison, Sally Lloyd, J. R. Greville, G. H. Rogers, Mr Claremont, Charles Coutts, Mr Humphrey's, T.  
    Andrews, Mr Maynard, Mons. Massartic, Boleno Brown, George Claremont. 
 -  The Duke of Edinburgh Theatre, previously known as the Haymarket Theatre, was afforded a 'Grand  
     Reopening' with this production. 
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"Duke of Edinburgh Theatre," ARG: 28 Dec. (1869), 6. 
"Entertainments: The Theatres." AUSN: 1 Jan. (1870), 18. 
"Pantomime at the Haymarket, The." A: 28 Dec. (1869), 3. 
Williams, Margaret. Australia on the Popular Stage.  (1983), 79. 
 
 
THE HOUSE THAT JACK BUILT; OR, HARLEQUIN PROGRESS AND THE 
LOVES, LAUGHS, LAMENTS AND LABOURS OF JACK MELBOURNE AND 
LITTLE VICTORIA:  [pantomime]   Lib. W. M. Akhurst; Mus. [n/e] 
# Cordell, 1869 
 #  Fotheringham, Richard. Australian Plays for the Colonial Stage 1834-1899 (2006) 
 A pantomime with many topical references to well-known personalities, recent events and Victorian politics 
(notably allegations of land fraud involving several members of parliament) and towards which the author directs much 
light-hearted satire. Theatre historian Richard Fotheringham writes in this respect: 'Since before 1820 the 'House that 
Jack Built' story had been used for political commentary. Akhurst follows this tradition in making his hero Jack 
Melbourne and Little Victoria represent the hopes and fears for the future of that colony and his villain Orognome some 
of its current vices, particularly unscrupulous and fraudulent manipulation of mining stocks and share trading 'Under the 
Verandah' (Australian Plays, 220-1). 
 The story concerns Jack Melbourne who has been raised and educated by the Fairy Queen Diamantina in an 
attempt to foil the evil plans of Orognome (the Gold Sovereign). Some years previous Orognome kidnapped Little 
Victoria in order to prevent her from bringing to fruition a prophecy made at her birth which foretells that she would 
'rule half the earth'. Diamentina's plan is that Jack will improve the land upon which 'his lot has been cast' thereby 
countering Orognome's intentions. However, being both mortal and a young man just on eighteen, Jack begins 
exhibiting desires to move beyond the fairy cave he has lived in almost all his life. He digs a hole that eventually leads 
him to Orognome's home where he meets and falls in love with Little Victoria. The Gold Sovereign drugs Jack and 
leaves 'him in a critical position on the line over which the gold trucks pass'. He is saved from being crushed (in a 
burlesque of Dion Boucicault's After Dark) by Joey, 'a marsupial attendant upon Little Australia and who possesses 
'largely cultivated instincts.' With the aid of Diamentina, Jack and Little Victoria make their way to the surface where 
Jack is required to build a house and make history in order to defeat Orognome. Although he succeeds in erecting his 
house (it turns out to be the House of Parliament) and presenting a panorama of Melbourne's history from 1835 to the 
present day, Jack does not prosper from his handiwork. He is later to be found outside the house where Orognome, 
disguised as a stockbroker (an 'under the Verandah Man'), swindles him through bogus land and mining speculation. 
Jack is once again saved by Diamantina, however, before being conveyed, along with Little Victoria and Joey, to the 
'Golden Conservatory and Temple of Gems' where the transformation scene takes place (ctd. A: 28 Dec 1869, 3; 
AUSN: 1 Jan. 1870, 18; and SYM: 30 Dec. 1871, 1395). 
 The scenes presented were: Sc 1. The Haunted Dell of Diamonds with Fairy Castle in the Air; Sc 2. The 
Superficial Deposits and Stratified Rocks Leading to the Great Suburb of Horrifferousquartzton; Sc 3. Palatial Caverns 
of Orognome; Sc 4. The Dell of Diamonds (Revisited) and the House that Jack Built; Sc 5. An Aboriginal Wood in 
Australia Felix with Salt Lagoon - Panorama: The 'Enterprise' Schooner Landing the First Melbourne Settlers; Collins 
Street 1838; A Sheep Station, 1848; Departure of Burke and Wills; and Melbourne 1869; Sc 6. Exterior of the Houses 
of Parliament.  
 The musical element, selected and arranged by Frederick Coppin, contains both operatic and popular styles. The 
Age theatre critic notes, however, that while many of the songs contained melodies that had become popular in England, 
most were still unknown to Melbourne audiences (27 Dec. 1869, 3). Songs incorporated into this production included : 
'Where is my Nancy', 'Dada' (solo and chorus) 'Popsy Wopsy' (duet), 'Wind Up Galop' (duet and chorus), 'God save the 
Queen', 'The Style to Which It's Done' (topical song), 'Rollicking Rams' (chorus), 'Chickaleary Bloke' and 'Ring the 
Bell, Watchman', 'See at Your Feet' (trio), 'Fair Land of Poland' (solo), 'Through the World' (trio), 'Meet me in the 
Lane', 'Cruel Jane Jemima', 'J'aime les Militairs', 'Cork Leg', 'Mary Holder', 'Burlington Arcade' (duet) and 'Hot 
Coddlins'. 
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 [NB: An adaptation of this production was staged in Sydney in 1871 under the title The House that Jack Built; Or, Harlequin Jack Sydney, 
Little Australia and the Gnome of the Gold Mine, and the Australian Fernery in the Golden Conservatory, the Home of Diamantina . Some seven 
years later another version was staged in Brisbane, this time under the title The House that Jack Built; Or, Harlequin Jack Brisbane and Pretty Little 
Queensland.  See 1871 and 1878 files for further details. ] 
1869: Theatre Royal (Melb); 27 Dec. 1869 - 3 Feb. 1870  [32 pfms] 
 - Prod/Lse. Henry R. Harwood, Richard Stewart, John Henning and, George Coppin; M Arr. Frederick  
    Coppin; S Art. John Hennings, Mr Freyberger, Richard Little and Mr Douglas; Cost. Mde Jager; Chor.  
    Rosalie and Heloise Duvalli (Grand Ballet), J. H. Flexmore (Juvenile Flying Squadron). 
 - Troupe: Royal Burlesque Company. 
 - Cast incl. Henry R. Harwood (Jack), Maggie Stewart (Little Victoria), Richard Stewart (Orognome), Docy  
    Stewart (Diamantina), J. H. Flexmore (Joey), Harry Sefton (Bill Ragboys), C. Wyatt (Gaffer Melbourne,  
    Jack's father), Tom Lewis (Dame Melbourne, Jack's mother), Minnie Lester (Dolly Melbourne, Jack's sister),  
    Rosali and Heloise Duvalli, Nellie Stewart. 
 
ACP1: (1995), v. pags.   
"Boxing Day."  A: 27 Dec. (1869), 3. 
DTM: 28 Dec. (1869), 3.      [rnib] 
"Entertainments: The Theatres."  AUSN: 1 Jan. (1870), 18. 
"Pantomimes, The."  HUM: 29 Dec. (1869), 6. 
"Royal Pantomime, The."  ARG: 28 Dec. (1869), 6. 
"Royal Pantomime, The."  A: 28 Dec. (1869), 3. 
"Theatrical and Amusements." SYM: 30 Dec. 1871, 1395.            [re: Harlequin Jack Sydney] 
Williams, Margaret. Australia on the Popular Stage.  (1983), 66-7. 
 
 
SAMBODOM AND POMPEDOM'S DREAM; OR, THE NYMPHS OF THE 
YARRA BEND:  [burlesque]   Txt Adapt. Frank Hussey; Mus. [n/e] 
 Advertised as an adaptation of  W. M. Akhurst's Jack Sheppard  pantomime (1869). 
1869: Weston's Opera House (Melb); 31 Dec. 1869 - 10 Jan. 1870 
 - Mngr. Frank Weston and Frank Hussey. 
- Troupe:  Weston and Hussey's Minstrels. 
 - Cast incl. Frank Hussey, Frank Weston, H. Ackland. 
 
 ACP1: (1995), v. pags.   
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Walter H. Cooper's sensation drama, Sun and Shadow; Or, Mark Stornway's Nephews, which premiered at the 
Royal Victoria Theatre in March, contained the song "There's a Path by the River," (sung by character Tabitha Truckle).  
The play was taken to Melbourne by George Leopold in October that year and staged under the direction of Henry H. 
Harwood. It was produced again in Sydney, at the Prince of Wales Theatre, in June 1871. 
 
___________ 
 
 
CONRAD THE CORSAIR:   [burlesque]   Txt Adapt. Garnet Walch; Mus. [n/e] 
 Also known as Conrad and Medora, it is believed to have been adapted from William Brough's burlesque 
pantomime Conrad and Medora; Or, Harlequin Little Fairy at the Bottom of the Sea (1856). 
1870: Adelphi Theatre (Syd); 12-25 Feb.    [11 pfms] 
 - Dir. Rosa Cooper; S Art. Alexander Habbe and W. J. Wilson; Lse. Lionel Harding. 
 - Cast incl. Rosa Cooper, Eleanor Carey, Miss Raleigh, Miss Moore, Mr Young, J. P West, Mr Flintoff. 
 
 ACP2:  (1997), v. pags.    
 
 
YE RIVAL HOUSES OF MORNINGTON AND HAMILTON:  [burlesque]  Txt.  
W. A. Robins; Mus. [n/e] 
1870: Theatre Comique (Melb); 12-18 Mar. 
 - Cast incl. Rachel Raynard, Adelaide Stoneham, J. Batson, W. A. Robbins, T. Margetts, Mr Barrymore, Mr  
    Lloyd, H. Burton, H. Power. 
 
ACP2:  (1997), v. pags.  
 
 
PROMETHEUS; OR, THE MAN ON THE ROCK:  [burlesque]  Txt Adapt. Garnet Walch;  
 Mus incl. Garnet Walch 
 Having adapted this burlesque from Robert Reece's extravaganza of the same name (1865), Walch also 
contributed to the musical side by composing songs for the production. An advertisement in the Empire notes, for 
example: "The following original songs and parodies written by Garnet Walch are introduced in this burlesque - 'Jack's 
the Boy I Still Believe In,' 'The Colonial Aristocrats,' 'Dancing Mad,' 'The Reason Why' and 'Where the Grass Grew 
Green,' together with numerous political and social hits by the same author' (9 May 1970, 1). 
1870: Adelphi Theatre (Syd); 7-13 May 
 - Dir. Rosa Cooper; S Art. Alexander Habbe and W. J. Wilson; Lse. Lionel Harding. 
 
 ACP2:  (1997), v. pags.  
 EMP: 9 May (1870), 1.  Advert.  
 
 
MEPH-FAUST-OPHELES; OR A MATCH FOR LUCIFER:  [burlesque]  Txt Adapt.  
 Frank Edwards; Mus. [n/e] 
Written especially for the Theatre Comique by Mr Frank Edwards" (ARG: 14 May 1870, 8).  
1870: Theatre Comique (Melb); 14-27 May; 2-3 June; 18-24 June 
 - Mngr. Fred Zeplin; Chor. H. J. Flexmore. 
 - Cast incl. Mrs F. Zeplin (Faust) T. Margetts (Mestopholes),  J. H. Flexmore (Blanksandtommy), Harry Power  
    (Marguerite), Mr Buckley (dancer), Mr Warren (dancer). 
 
 ACP2:  (1997), v. pags.  
 ARG: 14 May (1870), 8.  Advert.       
 
 
JUDY CALLAGHAN; OR, THE WILD IRSIHMAN AND THE FLYING 
DUTCHMAN:  [burlesque]  Txt. Frank Edwards; Mus. [n/e] 
 Details on this production are sketchy to date. The Argus describes it as a burlesque (4 June 1870, 8). 
1870: Theatre Comique (Melb); 4-10 June 
 - Cast incl. Mrs Fred Zeplin (Barney Brallaghan), T. Margetts (Duckshore Von Tromp), J. H. Flexmore (Juliet  
    Callaghan), Harry Power (Forty-second Ruffian), Fred Zeplin. 
 
 ACP2: (1997), v. pags. 
 ARG: 4 June (1870), 8.  Advert. 
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MORDGRUNDBRUCK:   [opera] Lib/Mus. Carl Putman 
 Also know as Murder Valley Bridge, it was described by the South Australian Advertiser as both a "romantic 
opera" and a "burlesque opera."  
1870: Theatre Royal (Adel); 22 Nov. 
 - Troupe: Adelaide Liedertafel. 
 
ACP2:  (1997), v. pags.  
 SAA:  22 Nov. (1870), 1- 2.       [rnib] 
 
 
HARLEQUIN THE THREE BEARS AND LITTLE SILVERHAIR THE 
CHARMING; OR THE PEERLESS PRINCE, THE PREPOSTEROUS PUPPY 
AND THE FAIRY PALACE OF JUVENILE LITERATURE:  [pantomime] Lib. Pembroke  
 Murray; Mus. [n/e] 
#  Caxton Steam Printing Co, 1870 
Howlingcad, the Prince of Snobland, wishes to make Silverhair his, and thus enlists the aid of the demon king 
Aluminium and his lieutenant, Smoothcoins. They are opposed by the Fairy Pulcherina, who procures the meeting and 
love of Silverhair and Prince Gorjuswell. The villains kidnap Silverhair and attempt to force her into marrying 
Howlingcad. She escapes, however, and ends up at the house of the Three Bears. When the Bears discover she has eaten 
their porridge, they decide to eat her. Silverhair is saved by Prince Gorjuswell and the villains are vanquished. 
Described as a "burlesque pantomime" with songs to operatic and other music. The satire is aimed at topical 
issues, personalities, events, the Sydney scene and the theatre. The scenic settings were: Sc 1. The Cavern of 
Aluminium; Sc 2. The Fairy Home of Pulcherrima; Sc 3. Howlingcad's Castle; Sc 4. Exterior of the Bears' Home; Sc 5. 
Enchanted Wood; Sc 6. Interior of the Bears' House. 
1870: Royal Victoria Theatre (Syd); 24 Dec. 1870 - 21 Jan. 1871  [30 pfms] 
 - Dir/S Mngr. J. P. West; Lse/S Art. W. J. Wilson and Alexander Habbe; M Arr. Andrew Moore; Cost. W. H.  
    Ford. 
 - Cast incl. Miss Allen (Pulcherrima, Fairy Queen of the Golden Blossoms), Miss Burford (Panierina, her  
    Lieutenant), Miss H. Shepparde (Prince Gorjuswell of Terraincognita), Miss Sutherland (Silverhair the  
   Charming), W. H. Ford (Aluminium the Monarch of base metals), Mr Turner (Smoothcoins, his Lieutenant),  
   J. P. West (Howlingcad, Prince of Snobland), Mr Melville, Master Willie Green,  Miss Ford; Harlequinade -  
   George Brown (Harlequin), G. Ward (Clown), Mdle. Ducrow (Columbine), H. A. Douglas (Pantaloon). 
 
ACP2:  (1997), v. pags.  
"Victoria Theatre." SMH: 26 Dec. (1870), 4.                  [see also advert. – SMH: 24 Dec. 1870, 9] 
 
 
GOODY TWO SHOES AND LITTLE BOY BLUE; OR SING A SONG OF 
SIXPENCE HARLEQUIN HEYDIDDLE-DIDDLE-'EM AND THE KINGDOM OF 
COINS:  [pantomime]   Lib. Marcus Clarke; Mus. incl. Marcus Clarke 
#  Robert Bell, 1870 
#  English Dept, Monash University, 1993 
 Described as a "Fairy Extravaganza" with songs to operatic and other music. The plot outline (published in The 
Australasian) refers to an abundance of satire aimed at topical and current events, including the Franco-Prussian War, 
Melbourne politics, personalities, and issues such as debased currency and financial swindlers. Margaret Williams 
notes, too, that although one of Clarke's happiest works, cynicism about the stockbroking world became a recurring 
theme throughout the pantomime (9). 
The story concerns Goody Two Shoes, whose dearest wish is to become a Collins Street belle, and who has 
been given a lucky talisman (a sixpence) by the Fairy Prudence. Speculation, a witch, also gives Goody Two Shoes a 
gift - that of self-conceit - in order to counteract the good gift of Fairy Prudence. Speculation also trades a pair of 
shoes for the sixpence after appealing to Goody's vanity, and as a consequence she  finds herself being forced 
into marrying the witch's son, Rumbuskin. The marriage is postponed, however, when King Heydiddle-diddle-'em 
(Monarch of Swindles, Shares and Shams, Head of the Counterfeit Family and a very bad Soverign), supported by his 
Army of Shams, wars with, and finally defeats, King Gold, 'first cousin to the Almighty Dollar, and called familiarly the 
Great Spondulick' (aided by his Army of Coins). Prudence then steps in and with the help of Little Boy Blue and 
attempts a rescue of King Gold (using a magic mirror). Counter-attacking, Speculation turns off light and causes the 
mirror to become useless.  
The advertised Synopsis of Scenery and Incidents was: Sc 1. Glowworm Gully; Sc 2. A Mysterious One; Sc 3. 
Cottage of Goody Two Shoes; Sc 4. The Valley of Fairy Ferns; Grand Ballet (introducing the pets of the ballet and a  
galaxy of Coryphees); Sc 5. The Realm of Toys - Peace; Sc 6. Pavilion of King Gold in the Kingdom of Coins; Sc 7. 
The Gates of the Palace of Hey Diddle Diddle-'Em; Sc 8. The Capital (without cash) of the Realm of Shams; Sc 9. The 
Everlasting Staircase in the empire of gravity seen through the pane of the bowels of the earth; Transformation Scene 
(Chaotic Conglomerate of Circumfluent Clouds dissolving into the Glen of Gloom; Appearance of Oberon the Fairy 
King; The Invocation; Coruscations of the Crystal Cataract; Fairy Forms of Florescent Fantasy reposing upon the 
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Garden of Gossamer in Gayest Glittering Garb; Fascinating Fanciful Floral Fete, disclosing the Home of the Spirit of 
the Rose); and Harlequinade.  
1870: Theatre Royal (Melb); 26 Dec. 1870 - 3 Feb. 1871  [33 pfms] 
 - Prod/Lse. Henry R. Harwood, Richard Stewart and John Hennings; S Art. John Hennings and Henry Holmes. 
 - Cast incl. Julia Edouin (Goody Two Shoes), G. H. Rogers (King Gold), Maggie Stewart (Fairy Prudence), C.  
    Bennett (Sir Splendid Shilling), J. R. Greville (King Hey Didle Diddle-'Em), Miss Bennison (Fairy Kindness),  
    Alice Bray (Fairy Goodness), Miss Newman (Fairy Cheerfulness), Milly Downey (James), Rosey Downey  
    (Thomas), Mr Lister (Under the Verandah), Mr Taylor (Count Billy de Banque), Jenny Brice (Little Boy  
    Blue), Henry R. Harwood (Speculation), Richard Stewart (Rumbuskin), H. Daniels, Mdle. Therese (dancer);  
    Transformation Scene: Margie Chester (Oberon, King of the Fairies), Jenny Scott (The Spirit of the Rose);  
    Harlequinade - Rosalie Duvalli (Harlequin - a la Watteau), Heloise Duvalli (Columbine - a la Watteau), Harry  
    Sefton (Pantaloon), J. H. Flexmore (Sprite), Tom Lewis (Clown).  
 - Other characters incl. The Army of Coins (Messrs Stumpy, Rowdy, Blunt and Co); The Army of Shams  
    (Messrs Scrip, Share, Share, Call and Spicer); Pounds, Shillings and Pence ("By all the Small Change of the  
    Company") 
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 "Entertainments – The Theatres." AST: 17 Dec. (1870), 786.       
 "Pantomime at the Royal." A: 27 Dec. (1870), 3. 
 "Theatre Royal: Goody Two Shoes and Little Boy Blue." ARG: 27 Dec. (1870), 5-6. 
Williams, Margaret. Australia on the Popular Stage.  (1983), 67-8, 78. 
 
 
 
Harlequin The Three Bears (advertisement) 
Sydney Morning Herald 26 Dec. 1870, 9. 
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PAPILLONETTA; OR, THE PRINCE'S LITTLE FEAT AND THE BIG BEETLE-
CRUSHER:  [burlesque]   Txt Adapt. Frank Edwards; Mus. [n/e] 
#  Robert Bell, 1871 
This adaptation of William Brough's burlesque Papillionetta; Or, The Prince, the Butterfly and the Beetle 
(1865), 'with mutilations, versifications, and localizations by F. E,' was subtitled "an exceedingly eccentric Easter, and 
(probably) castera [sic] extravaganza." A review of the premiere published in the Argus proposes that the Brough's 
original work was one of his more average pantomimes and that Edwards (a pseudonym) had "not succeeded in 
imparting to it any essential element of longevity." The critic goes on to note that although some telling points were 
raised, overall the adapter's "range of subjects... is distressingly limited. There is too much harping upon one string, and 
the allusions to an unhappy politician whom it is high time should be forgotten are so frequent as to become extremely 
tiresome" (11 Apr. 1871, 7).  
The story begins in the dominions of Coccalorum, where the King of Coseyland and his state councillors are 
engaged in arranging, "on the Art Union principle," the marriage of Prince Prettypet (described in the Argus as "a frisky 
young scion of royalty, for whose reformation the matrimonial scheme has been set on foot"). Meanwhile some 
revolutionary machinations are being planned by the prime minister, Rebellino, and his two sons, Counts Pollydore and 
Jollycore. When the prince is drawn towards a huge butterfly he follows it far into the country and disappears. The king 
offers rewards for all butterflies brought to the palace, which eventually leads to the capture of Gauzewing, "the 
attractive insect who has enticed the prince away." When she calls out for assistance Prince Prettypet returns to give her 
aid and is subsequently presented to the Butterfly Queen. The Queen promises to give him her daughter, Papillonetta, in 
marriage if he can rescue her form the Scaly King of the Beetles. He eventually liberates the princess from his rival for 
her hand, and the pair marry. The union is initially made unhappy, however, through the revengeful intrigues of 
Scarabacus, but a magic potion is found that restores the princess to her normal self and at the same time utterly 
discomforts the beetle king. The evil plans of Rebellino and his sons are likewise defeated by the prince, and all ends 
happily in the comfortable regions of Coseyland.  
The synopsis scenery and incidents, as published in the Argus is: Council Chamber of King Coccalorium; 
Drawing of the Art Union Lottery (with special permission of the Attorney General); The Valley of Butterflies; Ebony 
Cabinet of the Beetle King; Brilliant Butterfly Ball; A Cottage Near a Wood; Apartment in the Palace of the King; A 
View "by the Sad Sea Waves"; and the Throne of the Butterfly Queen. 
The musical aspects of the pantomime comprised a mixture of popular songs and airs from such operas as The 
Grand Duchess. One of the songs known to have been included was a parody of "Say to Him" sung by Maggie Stewart. 
1871: Theatre Royal (Melb); 10-21 Apr.             [11 pfms] 
 - Prod/Lse. John Hennings, Richard Stewart, Henry R. Harwood; S Art. John Hennings and Henry Holmes. 
 - Troupe: Royal Burlesque Company. 
 - Cast incl. Julia Edouin (Papillonetta), Maggie Stewart (Millefora, her mother), Henry R. Harwood 
   (Coccalorum, the King of Coseyland), Jenny Bryce (Prince Prettypet, his son), Richard Stewart (Count  
   Rebellino, a Prime Minister), J Miss Bennison (Count Pollydore, a grand Turk), J. R. Greville (Scarabacus,  
   the Scaly King of the Beetles), C. Warde (Count Humdrum, the Lord Chamberlain), Mr Lyster (Lord  
   Dulwitz), Mr Taylor (Lord Nowitz), Margie Chester (Count Jollycore, a muscle man), Mr Gladstone (Count  
   Carboniferous), C. Bennett (Count Toffee), Harry Sefton (Thickhead), Tom Lewis (Bulihead), Mrs  
   Wooldridge (Queen Peccapeppa), Emma Rogers (Gauzewing), Mde Therese (Chrysalina, a dancing  
   butterfly). 
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Editorial. ARG: 10 Apr. (1871), 5.  
"Theatre Royal." ARG: 11 Apr. (1871), 7.                      [see also advert. - ARG: 10 Apr. 1871, 8] 
 
 
IXION; OR THE MAN AT THE WHEEL:  [burlesque]  Txt Adapt. J. R. Greville et al; Mus. [n/e] 
 Advertised as a localised burlesque especially created for the Zavistowski Sisters, the production is also said to 
have included "nigger" minstrel (song and dance) interpolations and a good many local allusions… "some good and 
some bad." In an overview of the Zavistowski's involvement in the burlesque the Argus notes that "the negroic element 
in fact appears to be a penchant with the sisters, for it was brought into greater prominence than we are accustomed top 
even in burlesques" (11 Sept. 1871, 6).  
The Argus mentions J. R. (John) Greville's local gags (11 Sept. 1871, 8), while the Australasian compares it to 
W. M. Akhurst's production at the Princess Theatre in 1866. As with Akhurst's version it was adapted from F. C. 
Burnand's extravaganza of the same name (1863). 
The scenery comprised: Ruins of a Doric Temple of Jupiter; Vault of the Sky; Apollo's Private Room in the 
Olympian Government's Sun, Light and Insurance Office; Cupid's Chateau D'Espagne; Jove's Awful and Appalling 
Sentence; Imposing Tableau; Grand Influx of Shoo Flies. 
 Songs incorporated into the production included "Love among the Roses" (sung by Alice Zavistowski). 
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1871: Theatre Royal (Melb); 9-29 Sept.    [16 pfms] 
 - Prod. George Coppin; S Art. John Hennings and Henry Holmes. 
 - Cast incl. Emmeline Zavistowski (Ixion), Christine Zavistowski (Jupiter), Alice Zavistowski (Mercury), Harry  
    Leston (Prosepha), Mr Taylor (Podasokus), Alice Wooldridge (a young Grecian), Mrs Wooldridge (Queen  
    Dia), George Leopold (Mars), Eloise Juno (Juno), Mrs E. Bryer (Venus), Emma Marsh (Cupid), J. R. Greville  
    (Minerva), Julia Milne (Apollo), Harry Sefton (Bacchus), John Dunn (Ganymede), Kate Douglass (Clerk of  
    the Weather), Miss Bennison (Diana), Miss Newman (Psyche), Miss Fitzhern (Hebe), Mr L'Estrange  
    (Hercules); June's Pages - Miss Lilly, Miss Holmes and Miss Johns; The Three Graces - Miss Haygarth, Miss  
    Collins and Miss Scott; The Muses - Miss Pluche (Tragedy), Miss Ray (Comedy), Miss K. Griffiths (Music),  
    The Four Seasons - Kate and Ella Forde, Miss O'Donnell and Miss Petite; Jove's Cupbearers - Messrs Taylor,  
    Needham, Bartlett, Allison, Phillips and Bond. 
 
 "Theatre Royal - The Zavistowski Sisters." ARG: 11 Sept. (1871), 6.    [see also advert. - ARG: 9 Sept. 1871, 8] 
 "Theatres Etc, The." AST: 23 Sept. (1871), 402-03. 
 
 
THE HOUSE THAT JACK BUILT; OR, HARLEQUIN JACK SYDNEY, 
LITTLE AUSTRALIA AND THE GNOME OF THE GOLDEN MINE, AND THE 
AUSTRALIAN FERNERY IN THE GOLDEN CONSERVATORY, THE HOME 
OF DIAMANTINA:  [pantomime]  Lib Adapt. [n/e]; Mus. Walter Rice 
#  Caxton, 1871 
 #  Fotheringham, Richard. Australian Plays for the Colonial Stage 1834-1899 (2006) 
 A localised, updated adaptation of W. M. Akhurst's 1869 pantomime, The House that Jack Built; Or, Harlequin 
Progress and the Loves, Laughs, Laments and Labors of Jack Melbourne and Little Victoria), with incidental music 
(including the overture) by Walter Rice, it contained numerous hits at local identities, issues and events. Richard 
Fotheringham writes in this respect: 'Since before 1820 the 'House that Jack Built' story had been used for political 
commentary. Akhurst follows this tradition in making his hero Jack Melbourne and Little Victoria represent the hopes 
and fears for the future of that colony and his villain Orognome some of its current vices, particularly unscrupulous and 
fraudulent manipulation of mining stocks and share trading "Under the Verandah." The Sydney localiser found no 
reason to alter this element, apart from substituting a few more recent financial scandals or ones closer to home' (220-
1). There does appear, however, to be a less explicit celebration of local achievements in this production. 
The story concerns Jack Sydney who has been raised and educated by the Fairy Queen Diamantina in an attempt 
to foil the evil plans of Orognome (the Gold Sovereign). Some years previous Orognome kidnapped Little Australia in 
order to prevent her from bringing to fruition a prophecy made at her birth which foretells that she would 'rule half the 
earth'. Diamentina's plan is that Jack will improve the land upon which 'his lot has been cast' thereby countering 
Orognome's intentions. However, being both mortal and a young man just on eighteen, Jack begins exhibiting desires to 
move beyond the fairy cave he has lived in almost all his life. He digs a hole that eventually leads him to Orognome's 
home where he meets and falls in love with Little Australia. The Gold Sovereign drugs Jack and leaves 'him in a critical 
position on the line over which the gold trucks pass'. He is saved from being crushed (in a burlesque of Dion 
Boucicault's After Dark) by Joey, 'a marsupial attendant upon Little Australia and who possesses 'largely cultivated 
instincts.' With the aid of Diamentina, Jack and Little Victoria make their way to the surface where Jack is required to 
build a house and make history in order to defeat Orognome. Although he succeeds in erecting his house (it turns out to 
be the House of Parliament) and presenting a panorama of Melbourne's history from 1835 to the present day, Jack does 
not prosper from his handiwork. He is later to be found outside the house where Orognome, disguised as a stockbroker 
(an 'under the Verandah Man'), swindles him through bogus land and mining speculation. Jack is once again saved by 
Diamantina, however, before being conveyed, along with Little Victoria and Joey, to the 'Golden Conservatory and 
Temple of Gems' where the transformation scene takes place. (ctd. A: 28 Dec. 1869, 3; AUSN: 6 Jan. 1870, 18; and 
SYM: 30 Dec. 1871, 1395). 
Richard Fotheringham further notes that although 'about eighty percent of the dialogue and stage directions is 
identical' in both versions of the pantomime, 'the differences between them are significant. They consist principally of 
references to people, places and prominent business in either Melbourne or Sydney, and to political and other public 
events topical in one colony or the other in the year in which that version was performed' (232).  
The scenes presented were : Sc 1. The Haunted Dell of Diamonds with Fairy Castle in the Air; Sc 2. The 
Superficial Deposits and Stratified Rocks Leading to the Great Suburb of Horrifferousquartzton; Sc 3. Palatial Caverns 
of Orognome; Sc 4. The Dell of Diamonds (Revisited); Sc 5. The House that Jack Built; Sc 6. Exterior of the New Post 
Office; Grand Transformation Scene and Harlequinade (1. Post Office, Sydney; 2. Turner's Market Cloth Hall, 484 
George Street and Lemaire's Toy Shop; 3. A Well Known Spot in Hyde Park, Sydney; 4. G. H. Smith, Hatter, George 
Street; 5. The Loviathon Plum Pudding; and 6. Silver Trelliced Dell in the Australian Fernery).  
Songs incorporated into this production included : Opening from the opera Pipele (by Serafino De Ferrari), 
'Dada' (solo and chorus) "Popsy Wopsy" (duet), "Wind Up Galop" (duet and chorus), "The Style to Which It's Done" 
(topical song), "Rollicking Rams" (chorus), "Chickaleary Bloke" and "Ring the Bell, Watchman," "See at your Feet" 
(trio), "Fair Land of Poland" (solo), "Through the World" (trio), "Meet me in the Lane," "Cruel Jane Jemima," "J'aime 
les Militairs," "Cork Leg," "Mary Holder," "Burlington Arcade" (duet) and "Hot Coddlins." 
[NB: See also The House That Jack Built; Or, Harlequin Jack Brisbane and Pretty Little Queensland (1878)] 
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1871: Prince of Wales Opera House (Syd); 23 Dec. 1871 - 5 Jan. 1872   [11 pfms] 
 - Dir. James Bartlett; S Mngr. James H. Rainford; M Arr. Walter Rice; Com Sc. George Simms and Joseph  
    Collins; Chor. Edward McLean; S Art. Alfred Clint and W. J. Wilson; Cost. Mrs Stapleton. 
- Cast incl. incl. Eleanor Carey (Diamntina), Charles Young (Jack), Marion Dixon (Rubillippa), J. J. Welsh  
   (Orognome), Harry Power (Little Australia), Mr Milner (Gaffer Sydney, Jack's father), Miss L. Dixon (Dolly  
   Sydney, Jack's sister), George Melville (Dame Sydney, Jack's mother / Policeman), James Hasker (Bill  
   Ragboys / Pantaloon), Maggie McKeown (Columbine), Mary Forde (Harlequina), Edward McLean (Joey /  
   Harlequin), George Simms (Clown), Mr Lambert (Macwoe). 
 - The advertised cast list and published libretto have Maggie Burton named as Little Australia. Harry Power was  
    brought in at the last moment to replace Burton when 'the fickle young lady' unexpectedly left the country for  
    California (T&C: 30 Dec. 1871, 852). Power's name was subsequently pasted over Ms Burton's for the  
    published libretto. Richard Fotheringham sees the choice of replacement as an odd one, noting that it 'seems to  
    undermine the civic allegory which Akhurst had devised (229).  
- The season was cut short due to the loss of the theatre to fire on the night of 6 January 1872. 
- Advertising in the Sydney Morning Herald (23 Dec. 1871, 4) provides a detailed list of characters and  
    character descriptions. See also Richard Fotheringham, Plays for the Australian Stage for a detailed analysis  
    of the text, songs and references.  
 
ACP2:  (1997), v. pags.    
"Destructive and Fatal Fire at the Prince of Wales Theatre."  ISN: 20 Jan. (1872), 3.      [rnib] 
"Dramatic and Musical Review." T&C: 30 Dec. (1871), 852. 
"Fires: Destruction of the Prince of Wales Theatre and Other Buildings." SYM: 13 Jan. (1872), 40.      [rnib] 
"Pantomime at the Prince of Wales, The." SMH: 23 Dec. (1871), 7.   Advert.                   [see also advert. – SMH: 23 Dec. 1871, 4] 
"Royal Pantomime, The."  A: 28 Dec. (1869), 3.                        [re: Harlequin Jack Melbourne] 
"Theatrical and Amusements." SYM: 30 Dec. 1871, 1395. 
"Theatres Etc, The."  AUSN: 6 Jan. (1872), 18. 
 
 
JACK AND THE BEANSTALK; OR, HARLEQUIN NURSERY RHYMES, THE 
FOUR SEASONS AND THE PRANKS OF THE GOOD LITTLE PEOPLE:  
[pantomime]  Lib Adapt. Frank Edwards; Mus. Prof Hughes 
 Adapted from E. L. Blanchard's pantomime Jack and the Beanstalk; Or, Harlequin Leap Year and the Merry 
Pranks of the Good Little People (1859). The Argus theatre critic records that while not, as on former occasions, a 
colonial-made article, but [rather] an imported one," the pantomime had nevertheless been localised by Frank Edwards. 
"It is a piece which illustrates - the more so because it appears to have undergone cutting down to make room for the 
productions of the talented [scenic artist] Hennings - the tendency year by year to less and less of burlesque, and more 
and more of scenery and effects" (27 Dec. 1871, 6). 
The story begins in the court of King Nonsense, where his majesty is being entertained by song. The arrival of 
Commonsense sees the king castigated allowing too much nonsense (and not enough commonsense) in his kingdom. A 
pantomime is arranged, with the story of Jack and the Beanstalk to be performed. The pantomime within the 
pantomime then begins in the home of Jack and his mother, Goody Two Shoes, amidst a winter landscape. The arrival 
of Rose, the village belle and the object of Jack's affections, distracts Goody Shoes from revealing the mystery behind 
Jack's birth. The following scene transports the audience to the grotto of the Pixies. The Queen, in a not so pleasant 
mood, dispatches her principal attendant, Crystalline, to undertake an errand (which has an important bearing on the 
history of the Giant killer) after she arrives late from a party. The action then returns to Jack and Goody Two Shoes, 
largely following the traditional storyline from there on. Jack foolishly exchanges their cow for some magic beans, 
given to him by Crystalline. When the beans are thrown out into the garden by his angry mother, a band of pixie 
gardeners (full of mischief and antics) plant and assist the growth of the bean stalk until it reaches the sky. Jack arrives 
to see the plant grow and climbs it. This was "the occasion for introducing Mr Hennings' panorama," writes the Argus 
critic, thus allowing him to see a number of sights of the world as he made his journey upwards. Following a song by 
the Fairy of the Harp "the work of slaughter is begun by the giant slayer and carried out in speedy and un-sensational 
manner.  The celebrities then return home and the grand transformation takes place" (ibid, 6). 
Some of the production's attractions were a panorama of the route from Sydney to Washington via San 
Francisco, and the "Four Seasons" transformation scene, staged to Haydn's music. The synopsis of scenes painted by 
John Hennings for the panorama, as published in the Argus (25 Dec. 1871, 8) is: Sc 1. Sydney, the Gap at the South 
Head; Sc 2. Levuka, Fiji; Sc 3. The Nebraska off Honolulu (by moonlight); Sc 4. Golden Gate and Bay of San 
Francisco (by sunrise); Sc 5. San Francisco from the Corner of Sacramento and Powell Streets; Sc 6. Snow Tunnel in 
Sierra Nevada; Sc 7. Salt Lake City in Utah Territory; Sc 8. The Burning Prairie, Nebraska Territory; Sc 9. The Falls of 
Niagara; Sc 10. Washington, the Capital. The transformation scene was presented with five changes: Sc 1. A Dark Dell 
with Drooping Ivy Clad; Sc 2. A Deserted Garden and Snow-covered Terrace; Sc 3. A Blooming Valley; Sc 4. The 
Ripening Corn and Procession of Reapers; Sc 5. Tableau of Fruit in Various Groupings and Brilliant Finale. 
 The lyrics to the song "The Expedition Eclipsed" were by Maurice Ellis. 
1871: Theatre Royal (Melb); 26 Dec. - 26 Jan.1872    [28 pfms] 
 - Dir. J. R. Greville; Prod. George Coppin; M Arr. Frederick Coppin; S Art. John Hennings, Henry Holmes  
    and Mr Liddle Chor. Mons. Schmidt, Com Sc. George Leopold; Cost. Mrs Jager. 
 - Cast incl. J. R. Greville (Jack), John Dunn (Goody Two Shoes, his supposed mother), Alice Wooldridge  
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    (Rose, a belle of the village), G. H. Rogers (King Nonsense), Mrs Edouin Bryer (Common Sense), Kate  
    Douglass (Queen of the Pixies), Anna Ford (Crystalline, her principal attendant), John Armstrong (Simple  
    Simon), Martin Forde (Pettiflogger, a limb of the law), Mr Brown (Sheriff's Officer), Master Albert Leopold,  
    Alice Deorwyn (Fairy of the Harp), Miss Scott (Fairy of the Golden Hen), Emma Marsh, Harry Leston (the  
      Giant's baby); Heroes of Nursery Literature Discovered - Blanche Leopold (Higgledepiggledy), George Bryor  
    (Heydiddlediddle), Mr L'Estrange (Black Giant), Master Willie Bryer (Jack Horner), Mr Allison (Puss in  
    Boots), Lilly Bryer (Little Bo-Peep); Harlequinade - Henry Leopold (Harlequin), Frau. Fannie [Mrs Tom  
    Leopold] (Columbine), George Leopold (Clown), Madame Therese (Harlequina), Harry Sefton (Pantaloon),  
    M. Schmidt (French Clown, a la Pierrot).  
 - Other Heroes of Nursery Literature (played by auxiliaries) incl. Dickory Dock, Jack and Jill, Mother Hubbard,  
    Tom Tom (the Piper's Son), Punch and Judy, the Babes in the Wood, Marquis of Carabbas, Cinderella, Red  
    Riding Hood, Humpty Dumpty, Little Boy Blue, Jack Cade, Aladdin, Jack Straw, Bluebeard, Goody Two  
    Shoes and Jack Sprat. 
 
ACP2:  (1997), v. pags.  
"Pantomime, The."  A: 27 Dec. (1871), 3. 
"Pantomime at the Royal, The."  ARG: 27 Dec. (1871), 6. 
 
 
TROOKULENTOS THE TEMPTER; OR, HARLEQUIN COCKATOO, THE 
DEMON OF DISCONTENT, THE GOOD FAIRY OF CONTENTMENT, AND 
THE FOUR-LEAVED SHAMROCK OF AUSTRALIA:  [pantomime]  Lib Adapt. Garnet  
Walch; Mus. John Hill 
#  Cumberland Times, 1871 
#  F. Cunninghame, 1872 
 Described in the Australian Town and Country Journal as "a truly Australian pantomime – not a joint from 
another man's table dished up into a ragout" (30 Dec. 1871, 852), the story concerns Trookulentos, the Demon of 
Discontent, who having just returned from Sydney to his den in the Blue Mountains is told that Fairy Placida has 
declared war against him and his followers. In an attempt to out-manoeuvre her he persuades young Patrick O'Brien, a 
discontented native (who also happens to be the object of Placida's affections) to leave his poor squatter parents and join 
his forces. Placida with the aid of Cockatoo tries to intercept Patrick but the Demon's power is too strong and he is able 
to lure the young man and his blackfellow servant Bulgurroo (described as a "native nut") to the bright lights of Sydney. 
It is there that Patrick meets a "Swell of the Period" who begins introducing him to all manner of improper activities. 
He also takes up with a "Girl of the Period" who believes him wealthy. Placida and her helpers work hard to free Patrick 
from Trookulentos' control and manage at one stage to entertain him just long enough for his parents to arrive and claim 
their runaway boy. However, the Demon also reappears and claims him as his own. A pitched battle takes place 
between Placida's forces and those of her enemy.  She eventually overcomes the demons, however – with this scene 
intended as a metaphor for the future of the colony. As a punishment Placida imprisons Trookulentos and 
metamorphoses him into Clown. Patrick and two others are changed in to Harlequin, Columbine and Pantaloon.   
 The musical aspects of the production, arranged entirely by John Hill, comprised a selection of operatic material 
and the latest popular airs of the period.  
 The settings were:  Sc 1. Den of the Demon of Discontent; Sc 2. Settler's Hut at the Foot of the Blue Mountains; 
Sc 3. Happy Valley and Home of Perpetual Sunshine (incl. Grand Fairy Ballet of the Australian Flowers); Sc 4. The 
New Oddfellows' Hall; Sc 5.  Hall of Novelties; Sc 6. A Haunted Wood; Sc 7. The Fairy Grotto Prison;  Grand 
Transformation Scene (Placid Lake of Pure Delight; Grotto of Gloom; Floral Arcades and Golden Glades; The Feats of 
Ferns, Fruits and Flowers; The Temple of Coruscating Jewels; The Rainbow Cataract and Cascade of Liquid Light); 
Harlequinade (set in a well-known Sydney bakery and a George Street hairdresser's). 
1871: Royal Victoria Theatre (Syd); 26 Dec. 1871 - 26 Jan. 1872       [19 pfms] 
 - Dir/S Mngr. George Darrell; M Arr. John Hill; M Dir. Mr Miller; S Art. Alexander Habbe; Chor. J. H.  
    Flexmore and Carry Allnutte; Com Sc. Charles Ward; Cost. Mrs and Miss Stapleton, Mngr. John Bennett. 
- Cast incl. George Darrell (Trookulentos), Patty Holt (Patrick John Angus Cornstalk O'Brien), Miss Montague  
   (Girl of the Period), Alicia Manderville (Swell of the Period), Miss Allen (Betsy Ann Ward, a Yankee show  
   woman), Lydia Howarde (Placide, Fairy of Contentment), Miss J. Harwood (Waratah), Miss N. Murphy  
   (Wattleblossom), John Howe (Shamus O'Brien, Patrick's dad), W. Andrews (Judy O'Brien, Patrick's mum), 
   Sam Poole (Bulgurroo), Mr Metcalf (Jeames, a flunky with a vengeance), H. H. Davis (The Cockatoo), J.  
   Irvine (Glumpykuss), Mr Horton (Scorch-em-up), Mr Sweeney (Crossixy), Mr Dillon (Fizzleemdry), J. H.  
   Flexmore (Harlequin), Mr Ford (Pantaloon), Carry Allnutte (Columbine), Charles Ward (Clown). 
- A comprehensive description of the principle characters is published in the SMH: 23 Dec. (1871), 4. 
1875: (Wellington, NZ); 
- Dir/S Mngr. George Darrell.  
 
ACP2:  (1997), v. pags.    
"Christmas Pantomime at the Victoria, The." SMH: 26 Dec. (1871), 5.           [see also advert. - 23 Dec. 1871, 4.] 
"Dramatic and Musical Review."  T&C: 30 Dec. (1871), 852. 
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Williams, Margaret. Australia on the Popular Stage (1983), 69-71. 
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PETERKIN'S PICNIC:  [musical entertainment]  Txt. Frank Edwards; Mus. [n/e] 
 A musical sketch written by Frank Edwards (pseudonym) for Carrie Rickards. 
1872: St George's Hall (Melb); 22-7 Jan. 
 - Troupe: Enderby Jackson's London Star Comique. 
 - Cast: Harry Rickards, Carrie Rickards. 
 
 ARG: 22 Jan. (1872), 8.  Advert.  
 
 
AMBERGRIS; OR, HARLEQUIN FLIBBERTIGIBBET AND THE DEMON OF 
THE FATAL GAPPER:  [burlesque]  Txt/Mus. [n/e] 
 Advertised as a "comical, ten-minuetical pantomime" (SMH: 23 Jan. 1872, 2) Ambergris was played every forty 
minutes from 10am till midnight (along with a comic song and Walter Cooper's tragedy Rugantino the Ruthless) as part 
of the fund-raising for victims of the fire at the Prince of Wales Opera House on 6 January 1872. 
1872: Exhibition Building (Syd); ca. 26-27 Jan. 
 - S Art. W. J. Wilson. 
 - Cast incl. Maggie McKeown, Eliza and Ada Forde, E. McLean, H. A. Douglas, Harry Power. 
 
 ACP2: (1997), v. pags.      
 SMH: 23 Jan. (1872), 2.  Advert. 
 
 
PERFECTION:    [musical sketch]   Txt. Marcus Clarke; Mus. [n/e] 
 Written especially for Carrie and Harry Rickards. 
1872: St George's Hall (Melb); 15 Mar. 
 - Troupe: Enderby Jackson's London Star Comique Comique. 
 - Cast incl. Harry Rickards, Carrie Rickards.  
 
ACP2: (1997), v. pags.       
A: 15 Mar. (1872), 8.  Advert.        
 
 
ORPHEUS:   [burlesque]  Txt Adapt. Garnet Walch; Mus. [n/e] 
 Advertised in the Sydney Morning Herald (1 Apr. 1872, n. pag.) as having been adapted and localised (with 
"hits about everybody and everything") by Walch from J. R. Planché's burlesque Orpheus in the Haymarket (1865), 
itself adapted from Offenbach's opera buffo Orpheus Aux Enfers.  
 Town and Country critic, Biron, writes of the burlesque: "Mr Garnet Walch… has adapted to the story a number 
of very clever local verses, hits, and jokes so as to deprive it of much of its original character. It was also like the play 
of Hamlet with the part of Hamlet omitted, since it was understood to be Offenbach's opera, but the music was wanting. 
Here and there, were bits from the Grand Duchess, parodied – as 'Lo! Were the Poker from the Fire," "The Drinking 
Chorus" etc, but in general the music was nothing very particular, and with one or two exceptions, did not add much to 
the beauty of the piece" (425). 
1872: Royal Victoria Theatre (Syd); 1 Apr. - 3 May       [20 pfms] 
 - Mngr. John Bennett; Chor. E. McLean; M Dir. Walter J. Rice; S Mngr. James H. Rainford. 
 - Cast incl. Alicia Manderville (Public Opinion), Sam Poole (Orpheus), Lydia Howarde (Eurydice), J. J. Welsh  
    (Pluto/Arisaeus), W. Andrews (Jupiter), Miss Melville (Juno), Annie Milner (Venus), Patty Holt (Cupid),  
   Nellie Montague (Diana), Maggie Oliver (Mercury), Annie Roscoe (Minerva), Miss Wilson (Hebe), Miss  
   Harwarde (Ganymede), James Hasker (Mars), J. Sweeney (Morpheus), Oliver "Olly" Deering (Cerberus), Mr  
   Lambert (Bacchus), Mr Hourigan (Pan), Mrs E. McLean,  
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Biron. T&C: 6 Apr. (1872), 425. 
"Victoria Theatre, The." SMH: 3 Apr. (1872), 4.                                    [see also adverts. - SMH: 1, 2 Apr. 1872, 2] 
 
 
CAZILLE:   [operetta]  Lib. Richard Hengist Horne; Mus. Carl Schmitt 
 The story concerns a peasant girl named Cazille who is in love with a young man of her social station. Tension 
arises, however, when Cazille's foster-mother arranges for a wealthy, but much older, miller to be her future husband. 
When the miller overhears a conversation between Cazille and her young suitor he realises that he has no hope of 
securing her affection and hatches a plan to blow up the boat the lovers intend using to elope. The plan is foiled by 
some boatmen, and his treachery is discovered, allowing Cazille and her sweetheart to eventually marry.  
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The libretto and music for Cazille is believed to have been completed prior to Richard Horne's return to England 
in 1869. Schmitt tried unsuccessfully to get the opera produced in its full theatrical form, and thus the only performance 
involved extracts only. These were performed during a benefit concert held for the composer at the Masonic Hall in 
Sydney in 1872.  
Eric Irvin notes in his paper on "Nineteenth Century English Dramatists in Australia" that Cazille was "little 
worse but certainly no better than the average opera libretto of the period" and that while "the story was melodrama at 
its most unconvincing... perhaps the music, as it does in so many operas, was able to rise above it" (28). 
1872: Masonic Hall (Syd); 8 Apr. 
 - M Dir. Carl Schmitt. 
 - Cast incl. Andrew Fairfax, Miss James, Mrs Conduit, Miss Maud, G. F. Jackson, M. Younger, E. A. Roper. 
 - The extracts from the operetta were presented as the second part of the evening's entertainment, with the first  
    part made up of various musical selections from composers such as Auber  and Mendelssohn 
 - The orchestra comprised some 30 instrumentalists, while the chorus was made up approximately 50 singers. 
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THE BUTCHER BARONET; OR, THE WAGGA WAGGA MYSTERY:  [burlesque]   
 Txt. Frank Hutchison; Mus. [n/e] 
 A travesty of the Tichborne Case, many of the incidents are said to refer to the famous trial instigated so as to 
determine an Australian's claim to an English title. Although the production was said to have been disadvantaged, 
coming as it did 'at a time when the excitement about the great trial [was] almost at an end' (SMH: 17 June 1872, 5), the 
producers publicly expressed their surprise at the lack of interest in the story by local authors in a Sydney Morning 
Herald advertisement 'It is remarkable that, while English writers have taken for the groundwork of so many plays, 
pantomimes and songs the incidents of this case, Australia has hitherto had no tale, burlesque or play founded upon 
them. This despite the fact that 'the claimant passed a considerable portion of his life in this colony' (12 June 1872, 10).  
 The real life incident involved a Wagga Wagga butcher who turned up in England to claim the Tichborne 
baronetcy. Hutchison's narrative, which is said to burlesque only those characters actually involved in the case, begins 
in Wagga. Act Two sees the claimant in London where he meets members of the English aristocracy who he is 
attempting to join, before returning once again to Australia. Act Three involves the trial.  The Herald's theatre critic was 
seemingly impressed by the work overall, writing: 'Mr Charles Young, as the claimant, kept the audience in a continual 
titter throughout the performance.... The trial scene is, perhaps, the best in the burlesque, and the audience seemed to 
thinks so. The examination of the claimant by Serjeant [sic] Bawlaway (Mr J. H. Rainford), and cross-examination by 
Sir John Collarina (Mr W, Andrews) was very funny, and elicited roars of laughter... [while] the proceedings of Sir W. 
Snuffie, as chief justice (Mr J. J. Welsh) also proved very amusing. This scene is alone worth witnessing... With few 
exceptions the burlesque throughout went well [though] much more could be made of it were the stage accessories more 
complete' (17 June 1872, 5). The burlesque contains incidental music along with several songs and dance numbers.  
 Frank Hutchison was at the time of writing The Butcher Baronet editor of the Wagga Wagga Advertiser. 
 [NB: An anonymously-written farce Baronet or Butcher; Or, The Tichborne Claimants, staged at the Polytechnic Hall, Melbourne on 29 
May 1872 is not related to Hutchison's burlesque. Neither is the sensation crime drama, Tichborne; Or, Is He Butcher or Baronet, staged in August 
1877 at the Queen's Theatre, Sydney.]  
1872: Royal Victoria Theatre (Syd); 12-21 June    [9 pfms] 
 - S Mngr. James H. Rainford; M Dir. Walter Rice; S Art. W. J. Wilson. 
 - Cast: James Hasker (Mr Dibbs), Charles Young (Castro, the Butcher Baronet/Sir Roger), J. J. Welsh (Chief  
    Justice, Sir W. Snuffie), H. Lambert, G. R. Melville, Mr Phillips, James H. Rainford (Sgt Bawlaway), Mr  
    Smithers, Oliver "Olly" Deering, Rachel Ward, Heloise Ward, W. Andrews (Sir John Collarim), J. Sweeney,  
    Miss Melville, Maggie Oliver (Lady Mary Anne), Miss Neilson, Miss Harcourt, Nelly Montague. 
 
ACP2: (1997), v. pags. 
"Victoria Theatre, The."  SMH: 17 June (1872), 5.                  [see also advert. - SMH: 12 June 1872, 10]  
 
 
PRINCE DORUS; OR, THE ROMANCE OF THE NOSE:   [burlesque]  Txt Adapt. S. H.  
 Banks; Mus. [n/e] 
A burlesque especially localised by Banks from Tom Taylor's extravaganza of the same name (1850). The story 
begins in the Royal Nursery in the Palace of Frangipane, where the King and Queen are shocked by the sight of their 
new born son's nose, which has become elongated as a result of a spell cast on him by an evil wizard. Scene two takes 
place some twenty years later, and sees a terrific battle of politeness being waged between Count Coqueluche, Sir 
Clairvoyant and Sir Carmine. The prince has until now been unable to see his reflection, all mirrors having been banned 
from the palace, but through the intervention of a witch he finally makes the awful discovery. Despite the affliction 
Prince Dorus finds someone who loves him, and eventually his nose grows shorter through the magic of a kiss.   
1872: Royal Victoria Theatre (Syd); 22 June - 2 July   [10 pfms] 
 - Dir/S Mngr. James H. Rainford; M Arr. Walter Rice; S Art. W. J. Wilson. 
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- Cast incl. Lydia Howarde, Maggie Oliver (Prince Dorus), Lizzie Morgan (Princess Waratah/The Rose), Nellie  
    Montague (Country Girl), Rachel Ward (The Lady Bluette/Blue Bell), Miss Cox, Miss Berry, Lizzie Dixon  
    (The Daisy), Miss Lees (Tulipine), Miss Celaire (Eglatine), Miss Coleman (Violette), Miss Richardson  
    (Convulva), Miss De Vere (Fushia), Miss Brady (Jonquille), Miss Egan (Narcisse), Miss Tournear (Lilian),  
    Miss Martin (Larkspurine), Miss Charles (Hyacinth), Miss Harcourt, Miss Melville, Miss Cox, Miss Berry,  
    Miss Heyward, W. Andrews (Merman/Dragon), Oliver "Olly" Deering (Blazes, Spirit of Fire), Mr Sweeney  
    (Ether, the Airy Spirit), Charles Young, Mr Welsh, Miss Heloise. 
 
ACP2: (1997), v. pags.    
SMH: 22 June (1872), 4.  Advert. 
 
 
MATRIMONIAL MANOEUVRES:   [play with music]  Txt. George Darrell; Mus. [n/e] 
 Also known as both Matrimony and Married Life, it was written expressly for the author and his wife as part of 
a variety program titled Darrell's Delights. Four characters were played by each actor, and the production including a 
number of songs.   
 It is possible that Matrimonial Manoeuvres may have premiered in New Zealand or elsewhere in the colony 
prior to the Brisbane season. 
1872: Victoria Hall (Bris); 8-10, 15-16 July 
 - Cast incl. Mr and Mrs George Darrell. 
1872: (Gympie, Qld); ca. Aug. 
- Cast incl. Mr and Mrs George Darrell. 
1872: (Hobart and Launceston, Tas); ca. Oct/Nov. 
- Cast incl. Mr and Mrs George Darrell. 
1873: Victorian regional tour; ca. Mar. 
- Cast incl. Mr and Mrs George Darrell. 
1885: New Opera House (Syd); 13 Nov.     [benefit] 
 - Lse/Mngr. Eduardo Majeroni and W. J. Wilson. 
 - Cast incl. Annie Mayor, George Darrell, Oliver "Olly" Deering, A. Myth (?). 
- This production was advertised as Married Life. 
 
 ACP2: (1997), v. pags.     
 
 
THE DARRELLS AT HOME:  [musical sketch]  Txt. George Darrell; Mus. [n/e] 
 Described in advertising as a "comedietta" (BC: 11 July 1872, n. pag), this musical sketch had eight changes of 
character and four original songs. It was performed as part of a variety program called Darrell's Delights.  It is possible 
that the sketch may have been performed in New Zealand some time earlier.  
1872: School of Arts (Ipswich, Qld); 8 July 
 - Cast incl. Mr and Mrs George Darrell. 
1872: Royal Victoria Hall (Bris); 11-13, 22 July 
 - Cast and production as for previous Ipswich season. 
 
 ACP2: (1997), v. pags.     
 
 
MOTHER SAYS I MUSTN'T:   [musical sketch]  Txt. Garnet Walch; Mus. [n/e] 
 Written by Walch for Harry Rickards and advertised as an "entertaining comique" with music. 
1872: School of Arts (Syd); 21-22, 27-28 Aug. 
 - Troupe: Enderby Jackson's London Star Comique Combination. 
 - Cast incl. Harry Rickards, Henry Hallam, Carrie Rickards, Mde Sanderson. 
1873: New Apollo Hall (Melb); 1, 4 Jan., 15 Feb. 
 - Troupe: Harry Rickards' London Star Comique Combination. 
1873: School of Arts (Bris); 6, 13 Apr. 
 - Troupe: Harry Rickards' London Star Comique Combination. 
  
ACP2: (1997), v. pags.  
 
 
TROOKULENTOS IN A NUTSHELL; OR, THE DEMON OF DISCONTENT 
AND THE GOOD FAIRY OF CONTENTMENT: [burlesque]  Lib Adapt. Garnet Walch; Mus.  
 [n/e] 
 A burlesque adaptation (in brief) by Walch of his 1871 pantomime Trookulentos the Tempter. This version was 
presented at Walch's Sydney farewell along with two other productions - The Golden Belt, by Stephens and Quarantine 
by Grosvenor Bunster. 
1872: Masonic Hall (Syd); 30-31 Aug.      [benefits] 
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 - Dir/Mngr. Charles Young; M Dir/Arr. Walter Rice; S Art. Montague Scott. 
 - Cast incl. J.  J. Welsh (Trookulentos, the Demon of Discontent), J. H. Flexmore (Crosstyx, his head torch  
    bearer), Mr Sweeney (Glumpykuss, another torch bearer), Miss Morgan Placida, the Fairy of Contentment).  
 - Other characters incl. Fairies, Amazons, Imps, Demons, Blue Devils, Aborigines, a Hairless Horse, a Big Sun- 
    Fish, Sir James Martin (the Great Chats of Tartary), and other minor individuals.  
 
 ACP2: (1997), v. pags.      
 "Entertainment at the Masonic Hall." SMH: 31 Aug. (1872), 7.          
 SMH: 30 Aug. (1872), 8.   Advert.  Incl. extensive synopsis of programme. 
 
 
THE WILLOW PATTERN PLATE:  [burlesque]  Txt Adapt. Joseph Downey; Mus. [n/e] 
 An extravaganza with musical adapted from The Willow Pattern Plate (1851) by W. P. Hale and Francis 
Talfourd. Set in China, during a time described as "out of mind,"  
 Advertising in the Argus indicates that "during the progress of this piece of fun telegrams will be read or sung 
nightly from China via Port Darwin, from Charters Towers, From the Legislative Assembly, from the Legislative 
Council, and in order to give the master carpenter and his capable assistants time to prepare for the last scene, 'The 
Feast of Lanterns' and 'The Junk Ashore' Chimpan-see the Great will appear as the original Billy Barlow in Australia 
and unfold his budget of political sayings and doings. Members of all classes attend and have your rights or wrongs 
proclaimed by this wonderful prophet" (7 Oct. 1872, 8). According to the same paper's theatre critic, this particular part 
of the production involved Mr O'Brien interpolating a local song to the air of "Billy Barlow," but the audience did not 
seem to care for it." The critic goes on to note: "Indeed the 'locals' were more feeble than is even usual in burlesques. 
The customary jokes about the personal oddities of members of parliament and other notabilities - the patriotism of 
bent, the donkey of John Thomas Smith, and the length of M'Kean's legs - were repeated, as they have been repeated 
before, but the response was not hearty" (8 Oct. 1872, 6). 
 Of the music, the Argus review records: "The adapter of the burlesque… has been somewhat prodigal with 
Rickards' song book, and the musical portion of the entertainment suffered in consequence" (8 Oct. 1872, 6). 
1872: Princess's Theatre (Melb); 7-18 Oct.   [11 pfms] 
 - Dir. Stuart O'Brien; M Arr. Signor Cagliardi; Chor. Mons. Massartic; Cost. Mrs Hancock; S Art. Henry  
    Holmes and Charles Fry; Lse. Henry Holmes and Stuart O'Brien. 
- Cast incl. Stuart O'Brien (Chim-pan-see (a powerful enchanter), Harry Daniels (He-sing (the heavy father),  
   William Andrews (Tar-gin, a Tartar Duke of High degree), Bella Sutherland (Koong-see, He-sings' only  
   daughter), Nelly Montague (So-sli (her waiting maid), Polly Leake (Chang, He'Sing's secretary), J. Caesar  
   (HisSlang, the Grand Duke's head groom), J. H. Martin (Loom-hoe, a humble gardener) E. B. Russell (Lo-spi  
   (a Chinese detective), Mr Burns (Flun-kee, a domestic), Mr Collier (A-nother), Lilly Holmes (Fun-lung), Miss  
   Williams (attendant), Miss Maynard (attendant), Miss Stuart (attendant).  
-  Stuart O'Brien took over the principal part of Chim-pan-see at short notice due to the continued illness of the  
    Mr Roberts (who was originally billed to appear in the role).  
 
ACP2: (1997), v. pags.     
Editorial. A: 8 Oct. (1872), 9.  
"Princess Theatre, The." ARG: 8 Oct. (1872), 6.                       [see also advert. - ARG: 7 Oct. 1872, 8] 
 
 
TRUE BLUE BEARD; OR HARLEQUIN HYMEN THE GREAT BASHAW OF 
MANY TALES  [aka TRUE BLUE BEARD; AN OLD FRIEND IN A NEW 
DRESS:   [pantomime]  Lib. Garnet Walch; Mus. [n/e]  
#  McCarron and Bird, 1872  (as True Blue Beard; An Old Friend in a New Dress) 
 Described as a "Christmas Grotesque" with songs to operatic and other music, the story begins in Shades Tavern 
and Unlicensed Spirit Vaults, where Larrikinos, the Demon of Discord, is attempting to brew a new batch of trouble in 
his cauldron. In order to make a proper broth some of the contents of the Melbourne gutters, the Times and Mines 
newspaper and mining prospectuses are thrown into the pot. A band of fairies enter disguised as witches. Their Queen, 
Alphabeta, changes the cauldron into a bowl of punch before driving the demons off. She then foretells that Larrikinos' 
schemes will be defeated.  In the following scene Bluebeard is about to have a bath in his dressing room but finds the 
bath too hot for his liking and boils a score of attendants for his own amusement. Scene Four, set in the abode of virtue, 
sees Bluebeard come to wed his twelfth wife, Fatima. She is in love, however, with Selim. After being forcing her into 
the marriage Bluebeard carries her off triumphantly to his castle. Not long afterwards, and while her husband is away, 
Fatima disobeys' his express command and opens the mysterious Blue Chamber. When Bluebeard returns and finds out 
he is furious and orders Fatima's execution. As Bluebeard sharpens his sword in preparation for his bride's beheading 
Selim and his two brothers enter and after a terrific combat defeat the tyrant and rescue Fatima. This leads to a grand 
transformation scene which changes from the placid lakes of pure delight, to the grotto of crystaline columns, followed 
by the boudoir of lace, the corridor of illuminated statues, pavilion of flora and Arcadian avenues (including feast of 
ferns, fruits and flowers) and finally the temple of jewels enshrining the rainbow cataract and cascade of liquid light. 
After the harlequinade was a scene titled Christmas in Old England, which was followed by the realms of darkness and 
the grand finale of the halls of dazzling delight and realms of bliss. 
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 The pantomime contained many topical and local references, including the Melbourne scene, personalities, and 
issues such as the Education Bill, water conservation, Victorian railways, and the corruption of liquor licensing.  The 
harlequinade was also played out in various local settings, notably the Prince of Wales Hotel and a well-known 
pawnbroker's.  
 The music incidental to the pantomime included selections from well known operas and popular airs. 
1872: Prince of Wales Theatre (Melb); 24 Dec. 1872 - 8 Feb. 1873      [38 pfms] 
 - Dir. Lachlan McGowan and Mary Gladstone; M Arr. B. Levy; Chor. Mons. Massartic; Cost. Mr Ford; S Art.  
    Alfred Clint, Alexander Habbe and Charles Fry; Mngr. L. M. Bayless. 
- Cast incl. Lachlan McGowan (Abomelique), Dolly Green (Fatima), Mrs Lachlan McGowan (Selim), Sam  
   Poole (Sister Anne), H. Daniels (Spratsadeen), G. Gladstone (The Cadi), Mrs G. Gladstone (The Lady  
   Mayoress), W. W. Allen (Larrikinos), Mr Wimbleton (Feebles), Mr Carey (L. L.), Signor Lebeau, Polly Leake  
   (Alphabetta), Charlotte Forde (Sadi) and Sarah Forde (Ali Ben); Harlequinade - Mons. Massartic (Harlequin),  
   Patty Holt (Columbine), Nelly Greenless (Harlequina), Edward Magilton (pantaloon), Tom Lewis (Clown).  
- The 24 December production was a public dress rehearsal. 
 
ACP2: (1997), v. pags.     
"Prince of Wales Theatre." A: 24 Dec. (1872), 3. 
"Prince of Wales Theatre: The Christmas Pantomime." ARG: 25 Dec. (1872), 7. 
 
 
HARLEQUIN BLUE BEARD, THE GREAT BASHAW; OR, THE GOOD 
FAIRY TRIUMPHANT OVER THE DEMON OF DISCORD:   [pantomime] Lib Adapt.  
Archibald Murray; Mus. [n/e] 
#  Lenthall Bros, 1872 
Adapted from John Madison Morton's original pantomime, the story begins in the Caverns of Gloom where the 
demon Rustifusti is brewing up a cauldron of trouble for Fatima and Selim. Fairies disguised as witches enter and get 
him drunk in order to foil his plans, but they are too late. With the demon on his side Blue Beard marries his twenty-
second wife, Fatima, but is nevertheless concerned that he might have something to fear as she is loved by, and in turn 
loves, the heroic Selim. After having been taken back to Blue Beard's castle Fatima opens up the mysterious Blue 
Chamber against the express command of her husband. Enraged by Fatima's defiance he orders her beheading. Selim 
meanwhile is despondent at being unable to stop Fatima from being married to Blue Beard. When told that his love is to 
be put to death he rushes, with the aid of the Fairy Queen, to the castle and arrives just in time to save Fatima 
from death. In the process he defeats the tyrant Blue Beard.    
Topical references and allusions include the Sydney scene, events, personalities (including Buchanan's 
impending Divorce Bill, Murray the Blackbirder and the "Carl" trial). There were also burlesques of Shakespearian 
tragedy, especially Othello. 
The musical aspects involved operatic airs and popular songs, in addition to ballets and other dance sequences. 
1872: Theatre Royal (Syd); 24 Dec. 1872 - 18 Jan. 1873              [19 pfms] 
 - S Art. Henry Wright, George Tennet (Tannett?) and Edward Fawcett; Cost. Mde and Miss Anderson;  
    Com Sc. Mr Murray. 
- Cast incl. Charles Young (Bluebeard), Richard Stewart, Mrs W. Ryan, Florence Hastings, Miss K. Collins,  
   Miss W. Carle, Miss H. Peele, Myra Lloyd, Eliza Stewart, W. Ryan, Master W. Ryan, Master F. Ryan, Harry  
   Downie, T. Lacy, H. Hoskins, Mat Riley; Double Harlequinade - Walter Carle (Clown), Harry Keiley  
   (Clown), Joe Chambers (Harlequin), Ned Fleetwood (Harlequin), Master Hasker (Pantaloon), Harry Peele  
   (Pantaloon), Sally Lloyd (Columbine), Mary Dunn (Columbine), Frank Tournear (Sprite), Fred Vokes  
   (Sprite). 
 
ACP2: (1997), v. pags.      
SMH: 26 Dec. (1872), 8.  Advert. 
 
 
THE BELLE OF WOOLLOOMOOLOO; OR, THE WOOER, THE WAITRESS 
AND THE WILLIAN: (sic)   [burlesque]  Txt Adapt. Grosvenor Bunster; Mus. G. B. Allen 
 A burlesque adaptation of H. T. Arnold's play Belle of the Barley Mow (1867) with operatic music arranged by 
G. B. Allen presented as part of a program of Miss Alice May's Gallery of Illusion.  
1872: Masonic Hall (Syd); 26 Dec. 1872 - 1 Jan. 1873 
 - M Arr. G. B. Allen. 
 - Cast incl. Howard Vernon (Old Tom Toddy), Florence Howe (Mary, Old Tom's daughter), Alice May  
    (Charlie, a young officer), Edward Farley (Sir Gaston Guardblack), B. Levinson (Ben), Mr Forrester (Harry). 
 
 ACP2: (1997), v. pags.      
 SMH: 26 Dec. (1872), 8.  Advert. 
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THE YELLOW DWARF AND THE KING OF HAWKINS' HILL GOLD 
MINES; OR, THE DESERT FAIRY OF DESPAIR, THE GIGANTIC BON-BON, 
AND THE PRINCESS OF PURE DELIGHTS:  [pantomime]  Lib Adapt. S. H. Banks and W. B.  
 Gill; Mus. [n/e] 
#  Beard and Holmes, 1872 
Adapted from J. R. Planché's extravaganza The Yellow Dwarf and the King of the Gold Mines (1854), with 
numerous topical references and local allusions (including unruly MLA's, John Long Innes' pending Sharebrokers' Bill, 
the Sydney scene, and personalities). There was also a burlesque of Shakespearian tragedy, especially Richard III. 
Set to operatic and other music, the pantomime begins in the Hawkins' Hill gold mine where the Yellow Dwarf 
Gambogie makes a pact with the mine manger to swindle the owner. Each resolves, however, to swindle the other. The 
Fairy Queen Indulgenta, en-route to the Desert of Lyons, crosses paths with the Dwarf who forces her to promise him 
Princess Allfair (who has refused all suitors). The princess decides upon meeting the Dwarf that she is now willing to 
marry Meliodorus, but the two young lovers are kidnapped. Meliodorus is given a magic sword by the Mermaid Syrena, 
but is nevertheless killed. Princess Allfair suicides, but Syrena is still able to procure a happy ending. 
1872: Royal Victoria Theatre (Syd); 26 Dec. 1872 - 26 Jan. 1873               [27 pfms] 
 - Dir. W. B. Gill; Mngr. John Bennett; S Art. W. J. Wilson; Chor. Minnie Stanley and E. McLean; M Arr.  
    Walter Rice; Cost. Mrs Stapleton. 
- Cast incl. Miss Benson, Mrs W. B. Gill, Maggie Oliver, Miss Lambert, Marion Saunders, Miss Winston,  
  Heloise Duvalli, Mrs E. McLean, Miss Bennison, Minnie Stanley (dancer), J. J. Welsh, Charles Lascelles, Mr  
  Melville, Mr Milner, Mr Sweeney, Mr Hourigan, Oliver "Olly" Deering, W. B. Gill, A. H. Bell, Mr  
  Darbyshire, W. P. Morrison. 
- The Royal Victoria Theatre Company presented the harlequinade from this production at the Sydney  
   Exhibition Building on 28 January. 
 
ACP2: (1997), v. pags.     
"Victoria Theatre." SMH: 27 Dec. (1872), 5. 
 
 
RIQUET WITH THE TUFT; OR, HARLEQUIN OLD MOTHER SHIPTON, THE 
SILVER CHAMPIONS AND DARWIN'S GENEALOGICAL TREE:   
[pantomime] Lib Adapt. Frank Edwards; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1872 
 Although advertising in the Argus indicates that the production was 'written especially for [the] management by 
E. L. Blanchard and Frank Edwards" (25 Dec. 1872, 8), it was most likely adapted and localised by Edwards from 
Blanchard's 1863 pantomime Riquet with the Tuft; Or, Harlequin and Mother Shipton. That pantomime was itself based 
on J. R. Planché and Charles Dance's "grand allegorical, magical, musical, fairy tale Riquet with the Tuft; Or, Mother 
Bunch and the King of the Green Islands.  
The story concerns the stupid but good-hearted princess Amouretta who prefers the deformed Riquet to the 
Swell Prince Paragon, and by choosing him gains increased intellectual capacities. The 1872 production included an 
historical parade of characters and political allusions. 
[NB: The first known production of the Planché/Dance version in Australia was at the Royal Victoria Theatre (Syd) on Boxing Night 1848, 
produced under the direction of Messrs. Wyatt and Knight. Frank Edwards' adaptation was billed as "an entirely novel, original, burlesque, grotesque, 
metrical, musical, magical, grand comic Christmas pantomime"] 
1872: Theatre Royal (Melb); 26 Dec. 1872 - 7 Feb. 1873        [38 pfms] 
 - Dir. J. R. Greville and Richard Stewart; Prod/Lse. Richard Stewart, John Hennings, Henry R. Harwood and  
    George Coppin; M Dir. Frederick Coppin; S Art. John Hennnings, Henry Holmes, H. Grist and Mr Pincott;  
    M Arr. Frederick Coppin; Cost. Mrs Jager; Chor. Henry Leopold; Com Sc. George Leopold and M. F.  
    Forde. 
- Cast incl. Anna Forde (Riquet with the Tuft), J. R. Greville (Mother Shipton), Jenny Bryce (Mother Bunch),  
   Alice Wooldridge (Queen Mab), Richard Stewart (Numbustical the Rampageous), Mrs Wooldridge  
   (Devilovatempa), Docy Stewart (Amourette); The Rival Princes - Maggie Stewart (Prince Paragon), Harry  
   Leston (Prince Gogmagog), John Dunn (Prince Mannikin), Charles H. Taylor (The Chamberlain), Master  
   Alfred Leopold (Chief Fungus); Silver Champions - Nellie Stewart, Miss Rollin, Miss Chalmer, Miss Watson,  
   Miss Maynard, Miss Holmes, Miss Ford, Miss Wallace, Miss O'Donnell, Miss Wilson, Miss Acheson, Miss  
   Patterson; Harlequinade - Henry Leopold (Harlequin), Frau. Fannie [Mrs Tom Leopold] (Columbine), K.  
   Douglas (Sprite), Harry Sefton (Pantaloon 1), J. Forde (Pantaloon 2), George Leopold (Clown 1), Martin  
   Forde (Clown 2). 
1873: Alfred Hall (Ballarat, Vic); 14 Apr. - 
 - Troupe: Melbourne Theatre Royal Company. 
 - Cast incl. Anna Forde, Mrs Collins [Docy Stewart], Miss Stewart, Alice Wooldridge, J. R. Greville, Richard  
    Stewart. 
 
ACP2: (1997), v. pags.  
"Theatre Royal, The."  A: 27 Dec. (1872), 3. 
"Theatre Royal: The Christmas Pantomime, The." ARG: 27 Dec. (1872), 6-7.   [see also advert. - ARG: 25 Dec. 1872, 8]  
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CROQUET:   [musical sketch]  Txt. Frank Edwards; Mus. Vincent Davis 
 Advertised as an 'Entertainment Comique" with music by Vincent Davis, and written expressly for Harry 
Rickards. 
1873: New Apollo Hall (Melb); 1, 8-ca. 14 Feb. 
- Prod/Lse. Harry Rickards. 
- Troupe:  Harry Rickards' London Star Comique Comination. 
 - Cast incl. Harry and Carrie Rickards. 
 
 ACP2:  (1997), v. pags.    
 
 
THE MAGIC CIRCLE:  [musical entertainment]  Txt. Frank Edwards; Mus. [n/e] 
 Advertised as an "entertainment comique" written for Harry Rickards (ARG: 25 Jan. 1873, n. pag.). The piece is 
described in the Australasian as a "new version of  'Charley Baker'" (1 Feb. 1873, n. pag.). 
1873: New Apollo Hall (Melb); 5 Mar. - 
 - Prod/Lse. Harry Rickards. 
 - Troupe: Rickards' London Star Combination. 
 - Cast incl. Harry Rickards, Carrie Rickards. 
1873: Theatre Royal (Melb); 25-29 Oct. 
 - Cast presumed to be as for previous Melbourne season. 
1874: St George's Hall (Melb); 30 May - 
- Cast presumed to be as for previous Melbourne season. 
 
 ACP2: (1997), v. pag. 
 ARG: 25 Jan. (1873), n. pag.      [rnib] 
 AUSN: 1 Feb. (1873), n. pag.      [rnib] 
 
 
PYGMALION AND HIS GAL (A DEAR); OR, THE CELEBRATED LIVING-
STONE OF ANCIENT ATHENS (NO RELATION TO THE DOCTOR):  [burlesque]   
 Txt Adapt. Garnet Walch; Mus. [n/e] 
 Written largely in rhymed verse, this adaptation of W. S. Gilbert's comic drama Pygmalion and Galatea (1871) 
was described in advertising as 'an original, mythological, operatic and extremely erratic burlesque'. The Age theatre 
critic writes of Walch's version: "The exigencies of [the] limited cast entail some deviation from the original plot... as in 
Gilbert's adaptation of the mythological tale. Otherwise the comedy, as recently played in the Theatre Royal 
[Melbourne], is pretty closely followed. The author has availed himself of the opportunity to hit off, more or less 
cleverly, the local celebrities and the leading follies of the day, and the dialogue bristles with puns whose chief merit 
lies in their pure audacity" (1 Apr. 1873, 2). One of the local personalities satirised was Marcus Clarke. 
The story concerns Pygmalion, a sculptor who is continually harassed by his wife, Cynisca. At the same time, 
however, she is flirting with a captain of the Royal Horse Hellenes. When the statue Pygmalion is sculpting comes to 
life and begins to flirt with him, all sorts of complications arise between the husband and wife. Eventually a voice from 
above deafens the pair and only releases them on the condition that they fix their marriage.  
 A revised version was produced in Melbourne in 1874 under the title of A Second Edition of Pygmalion and Gal 
(A Dear!); Or, An Old Friend with a New Face (see 1874 entry for details). 
1873: (Castlemaine, Vic); 27-28 Mar. 
- Prod. Harry Rickards. 
 - Troupe: Rickards' London Star Comique Combination. 
- Cast incl. Harry Rickards, Henry Hallam, Carrie Rickards, Mrs J. H. Fox. 
1873: New Apollo Hall (Melb); 31 Mar. - 19, 21 Apr.               
 - Cast presumed to be as for Castlemaine season. 
  
 ACP2:  (1997), v. pags.   
 Editorial. A: 1 Apr. (1873), 2. 
 
 
THE BELLE OF ST KILDA:  [burlesque]  Txt/Mus. [n/e] 
 Only one production of this musical burlesque has been located to date. The opening night of the July 1873 
season was presented as a benefit to Tom Lewis. The burlesque on that evening was supported by a first part staging of 
The Streets of New York, along with several recitations and dances. Lewis himself appeared in the pantomime portion of 
the production as Clown. 
1873: Royal Polytechnic Theatre (Melb); 3-5 July 
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 - Cast incl.  Florence Norman, Bella Sutherland, Downey Sisters, J. P. West, W. H. Metcalfe, G. R. Melville,  
    Tom Gall, Harry Sharpe, Master Lacy. 
 
 Editorial. ARG:  4 July (1873), 5.  
 
 
GENEVIEVE DE BRABANT:  [burlesque operetta]  Lib Adap. Garnet Walch ; Mus. Jacques  
 Offenbach 
# A. W. Beard, 1873 
Commissioned by W. S. Lyster, the operetta was translated and adapted by Walch from Offenbach's operetta of 
the same name (possibly the 1867 revised version). Based loosely on a legend dating back to the 13
th
 century, the story 
concerns Genevieve the wife of the Duke of Brabant who is accused of being unfaithful while her husband is absent. A 
further complication is that the Duke and Duchess are unable to have a child due to a curse having been placed on them. 
The false accusation has been levelled by the Prime Minister who wishes to take control of the country himself. His 
plan is defeated, however, by Genevieve (with the help of a loyal pastry-cook). The Age records, however, that Walch's 
treatment varied in many respects from that adopted in England. "By introducing a horde of small boys," writes the 
paper's theatre critic, he brings "the play into rather too strong assimilation to the opening of a Christmas pantomime. 
The general character of the whole is of the broadest burlesque stamp" (12 Sept. 1873, 3). An Age review of the 1875 
Opera House revival sees its theatre critic express a similar view that the work favoured spectacle over dramatic 
substance: "This opera is eminently a spectacular one and it is in this direction more especially that the deficiency is so 
marked" (14 June 1875, 3).  
 Walch's adaptation also involved numerous topical and local hits at persons, issues and events which were 
changed and/or updated for the revival seasons presented between 1874 and 1878. The Age reports in 1874 that "the 
new local allusions had been added to the dialogue, and these, for the most part, took well with the audience." The 
review suggests, however, that the libretto seem even then to be antiquated, "though only written some two years ago, 
so quickly do we travel in this age… to make it thoroughly smart would require entire revision" (14 June 1875, 3).  
In response to the 1878 revival the Age notes that Walch had again introduced "some effective hits." One 
particular reference (to the Chief Secretary) appears to have divided the audience drawing both applause and hisses 
following its delivery (23 Apr. 1878, 2). Walch also refashioned the lyrics of one song to take a good-humoured swipe 
at a well-known medical practitioner renowned for his love of diamonds.  
Walch's storyline begins the Duke, Cocorico being advised to taste a wonderful pie made by Drogan because 
political troubles are likely to arise in Brabant on account of disputed succession to the Ducal throne. The pie makes 
him feel poorly, and in the midst of his temporary disposition he is visited by Charles Martel, a Paladin, who convinces 
him to go to Palestine on a crusade. They subsequently depart France via the Great Northern Railroad. With the Duke 
now absent Golo, Prime Minister of Brabant, plots to overthrow the Duke by having his wife accused of adultery. He is 
aided in his scheme by the Burgomaster, but they are frustrated by the genial and kindly influences of Drogan. The 
Duke eventually returns and the conspirators are unmasked and pardoned, and the happiness of the entire population is 
expressed in an ecstatic fandango, as was customary in those days of Arcadian simplicity (ARG: 13 Sept. 1873, 5). 
The scenery and incidents advertised for the 1873 production were: Act 1. Grand Palace in the City of Curacos 
(The Idyll of the Pie); Act 2; Sc 1. Chamber in the Palace (The Nocturne Interrupted); Sc 2. Railway Station (Departure 
for Palestine and Grand March of the Duke's Army); Act 3.  The Hermit's Ravine (near Versailles), Working an Oracle, 
Inhuman Conduct of the Gendarmes, their Terrible Death and Resurrection; Act 4. Versailles en fete; Grand Ballet; 
Denouement. 
[NB 1: The original two act libretto by Louis-Adolphe Jamie and Etienne Trefeu (1859) was revised in 1867 as a three act opera bouffe by 
Hector-Jonathan Cremieux] 
[NB 2: See also Walch's pantomime adaptation at the Royal Victoria Theatre, Sydney in 1873] 
1873: Opera House (Melb); 11-27 Sept; 2 Oct.   [16 pfms] 
 - Dir. W. S. Lyster; S Art. Alexander Habbe; M Dir/Arr. Signor Giorza; Cond. G. B. Allen; Cost. Mr Ford. 
 - Troupe: Lyster's Royal English and Opera Bouffe Company. 
 - Cast incl. Carrie Emanuel (Genevieve de Brabant), Armes Beaumont (Corcorio, Duke of Brabant), Charles  
    Lascelles (Golo, Minister of Police), Edward Farley (Charles Martel), C. H. Templeton (Philibert, Martel's  
    page), J. E. Kitts (The Burgomaster of Curacoa), Alice May (Drogan, a young pastrycook), T. H. Rainford  
    (Sgt. Grab), Mr Vernon (Private Pitos), G. A. Johnson (Oswald, the Duke's page), Henry Leopold (the  
    Hermit), Miss Winston , Miss Morrison, Miss Douglas, Miss Lane, Mrs J. H. Fox ; Grand Ballet - Frau  
    Fannie, Blanche Leopold, Master Albert Leopold, Henry Leopold, Mr Bell, Mr Darbyshire, Mons Lebeau and  
    Corps de ballet. 
1875: Opera House (Melb); 12, 17 June; 15 July 
 - Mngr. Sig. Biscaccianti; Dir. G. B. Allen. 
 - Cast incl. Miss F. Howe (Genevieve De Brabant), Henry Hallam (Corcorio), C. Newton (Golo), C. Lester  
    (Charles Martel), Mr Wilkinson (Philibert), B. Levison (Burgomaster), Amy Johns (Oswald, Martel's  
    page), C. H. Templeton (Sgt Grub), H. Vernon (Private Pitou), Alice May (Dogan), Miss Fitzgerald  
    (Brigitte, Genevieve's confidant).  
1878: Opera House (Melb); 22-26 Apr. 
 - Dir. W. S. Lyster; M Dir. Thomas Zeplin and Mr Van Ghele; S Mngr. John Wallace. 
 - Troupe: Soldene's English Comic Opera Company. 
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 - Cast incl. Emily Soldene, Maggie Liddle, Minna Fischer, Clara Vesey, Miss Le Fevre, Miss St George, Ada  
    Morton, Julia Barber, Miss Ferrara, Miss F. Slater, Una Brooke, C. J. Campbell, Edward Farley, E. Marshall,  
    John Wallace, E. Alberton, H. Hodson, W. Quinton. 
1878: Theatre Royal (Melb); 25 May    [benefit] 
 - Prod. George Coppin, John Hennings and J. R. Greville; M Dir. Mr Van Ghele. 
 - Troupe: Soldene's English Comic Opera Company. 
 - Cast incl. Emily Soldene. 
 - The matinee benefit was given for the Dramatic and Musical Association. The other performance was The  
    School for Scandal (starring Fanny Simonsen, George Coppin and Armes Beaumont). 
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HARLEQUIN MAN IN THE MOON; OR, LUNA THE LOVELY, PHAETON 
THE FAIR, AND THE HARGRAVATING HAG HOF THE HUPPER 
HATMOSPHERE:  [pantomime] Lib. W. B. Gill; Mus. [n/e] 
#  Gorman and Riordan, 1873 
 "Written expressly for the occasion by the lessee of the theatre, Mr W. B. Gill" Harlequin Man in the Moon is a  
pantomime with songs set to operatic and other music which is said to have introduced "any amount of local jokes, 
squibs and pasquinades" (SMH: 27 Dec. 1878, 5). The storyline sees Queen Luna set to be ousted from her kingdom by 
Larrikinos, late of a Woolloomooloo push, unless she marries somebody more powerful than herself. He is controlled 
by Malignanta, a witch. Luna  rejects Larrikonos's crass advances and falls instead for Prince Phaeton. Malignanta 
conjures up the future in a prolonged burlesque of Macbeth with heads of contemporaries including Walter Cooper. The 
wedding is interrupted by Larrikinos and his troops but Fairy Glistena routs them. Luna later introduces Phaeton to her 
Parliament, but to much abuse. The Premier (Henry Parkes) gives a speech indicating that self-interest should be an 
MLA's first aim. Luna responds with a speech suggesting that "if manners such as these disgrace our seats, no wonder 
larrikins infest our streets." The MLA's meet their match when Larrikinos returns, and the sun king Splendacious 
oversees a happy ending. 
 Advertising in the Sydney Morning Herald records that the pantomime is "an entirely new and original 
burlesque stuffed full of local hits at existing shams - absurdities in low life and high." Topical references and local 
allusions known to have been incorporated focused on the Sydney scene, politics, personalities, and issues such as 
lawyers, Wentworth and Buchanan's Divorce Bill. 
1873: Queen's Theatre (Syd); 24 Dec. 1873 - 16 Jan. 1874   [revivals: 29 Jan. and 10 Feb. 1874; 24 pfms] 
 - Dir/Prod/Lse. W. B. Gill; S Art. W. J. Wilson; M Arr. W. Radcliffe; Chor. E. McLean; Cost. Mrs  
    Stapleton. 
- Cast incl. W. B. Gill, Mrs W. B. Gill (Prince Phaeton), Maggie Oliver, H. A. Douglass (Henry), Lizzie Dixon  
    (Glistena), W. H. Seagrave (Honest Jack), Oliver "Olly" Deering (Malgnants), James Hasker, Mr Martin, Miss  
   Chambers, Miss Horton; Harlequinade - E. McLean (Harlequin), Mrs E. McLean (Columbine 1), Amy  
   Chambers (Columbine 2), Oliver "Olly" Deering (Clown), Master Murphy (Mephistophelian Sprite), Master  
    Milano (Monkey Sprite), Joe Tolano (Policeman X1873). 
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AUSTRALIA FELIX; OR, HARLEQUIN LAUGHING JACKASS AND THE 
MAGIC BAT:   [pantomime]   Lib. Garnet Walch; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1873 
#  University of Qld, 1988 
  Described in advertising in 1873 as an 'Original Extravaganza' with ballet, spectacle and songs to operatic and 
other music, the story opens with the Centre of Gravity and Salamanders' Retreat where Kantankeros, the Demon of 
Dullness, holds court amidst rocks in a general state of confusion. Together with his ally, Boblo (a determined minister 
of the state), they plot to render Australians as dull and dispirited as their English brethren have become under the 
censorship of the Lord Chamberlain. In the second scene, set in 'the Willow Glen by Moonlight' amidst invisible fairies, 
elves and the Queen of Night, Mirth announces that he will sever his partnership with King Mischief. When the king 
arrives with his warriors he is unphased by the news, causing Mirth to vent his rage upon the midnight air. A telegram 
then arrives from Kantankeros and Boblo, and Mischief decides to emigrate to Australia so as to join his confederates in 
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Melbourne. Mirth overhears his plans, however, and puts into action a plan that he hopes will 'rescue that fair land from 
the clutches of three such arrant knaves'.  
 The story then moves to Bungaree Forest where Felix (Young Australia) lives with his parents, Old Australia 
and the Missus, and his sister, Victoria (with whom he is very close) in a settler's hut. When his parents reveal that 
Victoria was found under a gum tree and is not their child, Young Australia and Victoria realise that they can unite their 
love through marriage. Just as they begin to celebrate, Kantankeros, Boblo and Mischief arrive and weave a spell 
around him. Mirth, however, has conjured up a magic cricket bat to foil their schemes. She presents it to Felix and all 
adjoin to the MCC where he is to take part in the match between England and Australia. When King Mischief learns of 
Mirth's plan he responds by calling on Mosquito to plague and irritate his enemies. Felix also forgets Mirth's warning 
and allows the Demon trio to trick the bat from him (along with all his money) in an under and over game. Kantankeros 
tells Mosquito to fly off to the Isle of Monkeys with the bat and then taunts Mirth over his failure. He then dictates a 
challenge. If the bat is not returned within 36 hours Mirth must agree abandon Australia to its fate. However, Mirth has 
a staunch ally in Laughing Jackass, the pet of Felix (and 'a very useful bird'), who overhears where Mosquito has gone. 
Mirth gives Felix's parents seven league boots and together with Laughing Jackass they pursue Mosquito. Arriving on 
the island, the trio are captured by Simius the King of the Apes, but Mirth sends his own warriors after them, and using 
a magic mirror they manage subdue the monkeys, release the captives and regain the magic bat.  
 Next day finds Kantankeros, Boblo and Mischief at Breakneck Gully on the road to Hangman's Flat. With no 
news the demonic allies begin gloating over what they believe is their triumph. The following scene, set at the Post 
Office Tower, sees Felix's parents rush in with the bat with seconds to spare, however. Kantankeros in a desperate bid 
to escape turns himself into a snake, thinking no one will notice if he slides away. He has forgotten one thing, though, 
that Laughing Jackass is partial to reptiles, and he thus dispatches of his foe in double-quick time (ctd. in Age 25 Dec. 
1873, 3; Age 27 Dec. 1873, 6; and Argus 27 Dec. 1873, 6). 
 A good deal of local colour and topicalities were included in the pantomime (including references to Victorian 
politics, events and personalities such as anti-Chinese riots, the Tichbourne case and W.G. Grace).  
 The musical element included a song written to the tune of the 'Gendarmes' duet from Genevieve, which was 
introduced during the cricket match scene. The musicians comprised members of the Italian Opera band. 
1873: Opera House (Melb); 26 Dec. 1873 - 31 Jan. 1874            [30 pfms] 
 - Dir. Garnet Walch; S Art. Alexander C. Habbe; M Arr/Dir. Thomas Zeplin; Chor. Henry Leopold and Frau.  
    Fannie [Mrs Tom Leopold]; Cost. Mr Ford. 
- Cast incl. Lydia Howarde, Alice Wooldridge, Jeannie Winston, Jenny Wren, Frau. Fannie [Mrs Tom  
   Leopold], Blanche Leopold, Miss Colson, Miss Lynch, Miss Holmes, Miss Crawford, Miss E. Higgins, Miss  
   Leslie, Sarah Ford, Miss C. Ford, Miss H. Ford, Miss Parker, Miss Angus, Miss Ward, Miss Rollins, Miss N.  
   A. Higgins, Miss Collins, Miss Knight, Miss Douglas, Miss Royal, Miss Smith, Miss Johnson, Miss Kennedy,  
   Hettie Lee, Charles Lascelles, George Leopold, H. Daniels,  James Hogan, Mr Ford, Masters W. G. and G. F.  
   "Gracekin," Master A. J. "Bushkin," J. F. Kitts, A. H. Bell, G. Hodson, Mr Sullivan, Mr Fitzgerald, Mr  
   O'Toole, Master Albert Leopold, Henry Leopold, W. P. Morrison, Mr Rowley, Master Charles Rollins. 
- 13 year Sarah Ford (from the chorus) briefly replaced Lydia Howarde and Jeannie Winston during the season  
   when both women fell ill. 
 - An advertisement placed in the Age (24 Dec. 1873, 4) notes: "In the production of this great original idea, the  
   management have had the courage to try the experiment of introducing for the first time within the  
    recollection of the oldest inhabitant, a pantomime in which all allusion to either Mr L. L. Smith, or Mr John  
    Thomas Smith's donkey has been studiously avoided." 
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TWINKLE TWINKLE LITTLE STAR; OR, HARLEQUIN JACK FROST, 
LITTLE TOM TUCKER AND THE OLD WOMAN THAT LIVED IN A SHOE:    
 [pantomime]  Lib Adapt. Marcus Clarke; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1873 
 Adapted from John Strachan's pantomime Twinkle Twinkle Little Star, and described in advertising as a "Grand 
comic Christmas pantomime" with songs to operatic and other music. The pantomime begins in the icy home of King 
Winter where he and his paternal nephew Jack Frost attempt to outdo the other in a battle of wits, puns and jokes. In the 
following scene, set in the beautiful city of stars, Diana (Queen of the Night), Twinkle Twinkle Twinkle (Evening Star) 
and Little Radienta 'sing and look pretty, and display their competency to take a prominent part in a little piece of 
mundane flirtation id necessary' (A: 25 Dec. 1873, 3). As the narrative unfolds we find that Twinkle Twinkle and 
Tommy Tucker are in love, but that she is also desired by the Emperor of Bagatelle. With his ally King Winter, 
Bagatelle kidnaps Twinkle Twinkle, forcing Tommy to prove himself by rescuing her. She and Tom are eventually 
united through the aid of Diana and Jack Frost.  
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 The topical hits and local allusions satirised included Melbourne politics and public identities, well-known 
swindlers and wowsers, food prices, the reform of the Upper House, strikes, teetotalers and Casey's Permissive Bill 
limiting access to alcohol. Allusions to Garnet Walch's burlesque Pygmalion and his Gal(A Dear) and other 
contemporary theatrical matters were also referred to. 
 The transformation scene, titled "Nativity of Venus," was produced by John Hennings. It is described in 
advertising as a representation of 'the clouds and glowing disc of the setting sun in which is seen Apollo, the god of day 
and music, and whence he fills the air with the far resounding chords of his lyre. The inhabitants of Olympus take up 
the strain and their distant voices are heard chanting a melodious poem to mighty Jove, when he himself descends and 
rests mid-air on the pinions of his golden eagle. Jupiter admonishes Apollo to proceed on his accustomed course, and 
yield, in turn, his sway to Luna's gentle power. The god of light sinks beneath the horizon and the fiery radiance of the 
setting sun is succeeded by the softer light of the gentle moon. Jupiter now proclaims his purpose to create a being 
whose influence shall soften and elevate the rugged hearts of men. To carry out his will he descends in the ocean. The 
creative power of the Olympian King is at once manifested. The waves divide, revealing a charming embodiment of the 
beauties of nature beneath them. An anemone opens and Venus, Goddess of Love, is born. She wakes and ascends 
towards the surface of the waters amidst a halo of light and a shower of glistening sea-flowers' (ARG: 25 Dec. 1873, 8). 
1873: Theatre Royal (Melb); 26 Dec. 1873 - 21 Feb. 1874            [44 pfms] 
 - Dir. Henry R. Harwood; Prod/Lse. George Coppin, Richard Stewart, Henry R. Harwood, John Hennings; M  
    Arr. Frederick Coppin; S Art. John Hennings, Henry Holmes, Mr Grist, Mr Douglas; Cost. Mrs Hancock. 
- Cast incl. Richard Stewart (King Winter), Maggie Stewart (Twinkle Twinkle), Clara Thompson (Tom  
   Tucker), J. R. Greville (Dame Tucker), Jenny Bryce (Jack Frost), Nellie Stewart (Radianta), Docy Stewart  
   (Diana), J. Forde (Hurricane/Pantaloon 1), H. Warde (Snowfall), J. Dias (Autumnos), Harry Leston (Dick),  
   Henry R. Harwood (H.I.M. Kribby the First), W. M. Brown (The Baron of Tee-To-Tum), Charles. H. Taylor  
   (Lord Oolzack); Harlequinade - Mons. Massartic (harlequin), B. Brown (Pantaloon 2), Tom Lewis (Clown 1),  
   Mr Darbyshire (Clown 2). Rosalie Duvalli (Harlequina), Heloise Duvalli (Columbine), Deorwyn Sisters  
   (dancers).  
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GENEVIEVE DE BRABANT; OR, HARLEQUIN KING OF THE BAKERS; OR, 
FOUR AND TWENTY BAKERS BAKED IN A PIE, WHEN THE PIE WAS 
OPENED THE BAKERS ALL DID CHANT - WASN'T THAT A FUNNY DISH 
TO PLACE BEFORE BRABANT:   [pantomime]  Lib Adapt. Garnet Walch; Mus. Jacques Offenbach;  
 Add Mus. [n/e] 
 A pantomime version of Garnet Walch's own adaptation of the Offenbach operetta, this production included the 
traditional transformation scene and harlequinade. The Sydney Morning Herald's theatre critic viewed the seasonal 
treatment in a positive light, although noting that the music suffered somewhat. "Instead of hashing up an English 
burlesque and converting it into the opening of a pantomime," notes the review, "the lessee very sensibly adopted the 
plan of taking the latest and most eccentric of Offenbach's operas, Genevieve de Brabant, and making that the starting 
point for the Harlequinade… The opera of itself was a treat, although much of its music is lost in consequence of the 
cast being short of the necessary voices, and much of the libretto had to be converted into dialogue" (27 Dec. 1873, 5). 
The story is based loosely on a legend dating back to the 13th century, which concerns Genevieve the wife of 
the Duke of Brabant who is accused of being unfaithful while her husband is absent. A further complication is that the 
Duke and Duchess are unable to have a child due to a curse having been placed on them. The false accusation has been 
levelled by the Prime Minister who wishes to take control of the country himself. His plan is defeated, however, by 
Genevieve (with the help of a loyal pastry-cook).  
Walch's pantomime adaptation, as with the burlesque production, involved numerous topical and local hits at 
persons, issues and events. Walch's storyline for the burlesque, which is believed to have been similar to the 
pantomime, begins with the Duke, Cocorico, being advised to taste a wonderful pie made by Drogan because political 
troubles are likely to arise in Brabant on account of disputed succession to the Ducal throne. The pie makes him feel 
poorly, and in the midst of his temporary disposition he is visited by Charles Martel, a Paladin, who convinces him to 
go to Palestine on a crusade. They subsequently depart France via the Great Northern Railroad. With the Duke now 
absent Golo, Prime Minister of Brabant, plots to overthrow the Duke by having his wife accused of adultery. He is 
aided in his scheme by the Burgomaster, but they are frustrated by the genial and kindly influences of Drogan. The 
Duke eventually returns and the conspirators are unmasked and pardoned, and the happiness of the entire population is 
expressed in an ecstatic fandango, as was customary in those days of Arcadian simplicity (ARG: 13 Sept. 1873, 5).  
[NB: Walch's original burlesque production, commissioned by W. S. Lyster, was possibly translated and adapted from Offenbach's 1867 
revised version. The original two act libretto by Louis-Adolphe Jamie and Etienne Trefeu (1859) was revised in 1867 as a three act opera bouffe by 
Hector-Jonathan Cremieux] 
1873: Royal Victoria Theatre (Syd); 26 Dec. 1873 - 23 Jan. 1874 [return season: 12-13 Feb. 1874] 
 - Dir. B. N. Jones; M Dir. G. B. Allen; S Art. J. R. Setright, William Kinchella and Andrew Torning; Cost.  
    Miss Stapleton. 
 206 
 
- Troupe: Royal English Opera Company. 
- Cast incl. Miss Lambert (Genevieve de Brabant), Henry Hallum (Corcorio, Duke of Brabant), C. H.  
   Templeton (Charles Martel), Alice May (Drogan, a young pastry cook), Sam Poole (Golo, Prime Minister), J.  
   Welsh (Burgomaster), Patty Holt (Oswald, the Duke's page), Miss Howe (Brigitte, Genevieve's confidant),  
   Miss Rachel (Philibert, Martel's page), Thomas. H. Rainford (Sgt Grab), Mr Vernon (Private Pitou), Mr  
   Milner (Hermit), Miss Johns (Isoline, a maid), Miss Johnston (Gretchen, a maid), Miss Griffith (Gudule, a  
   maid); Harlequinade -  Rachel Duvalli (Harlequin), Heloise Duvalli (Columbine), Mr Leotard (Clown), Mr  
   Magilton (Pantaloon). 
-  Rachel and Heloise Duvalli were unable to perform in the harlequinade on opening night due to "a domestic  
   affliction." 
 
"Theatres, The." SMH: 27 Dec. (1873), 5. 
 
 
 
Harlequin Man in the Moon (advertisement) 
Sydney Morning Herald 24 Dec. 1873, 10. 
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1874 
 
 1874 saw the arrival in Australia of James Cassius Williamson for the first time, along with his Maggie Moore 
(Margaret Virginia Sullivan). Williamson, born in Pennsylvania, USA, in 1845, the son of a physician, was a leading 
comedian in both New York and California.  Sometime previous to his engagement in Australia for George Coppin, he 
had (so the story goes) acquired the rights to a play written by an old miner, S. Smith, titled The German Recruit.  
Initially re-written with the assistance of a friend C. Greene, and retitled Struck Oil, the work became the most 
successful enterprise of his career as an actor. It is said to have premiered to immediate success in Salt Lake City (Utah) 
on 23 February 1874 not long before Williamson set sail for Australia. The first production of the work in Australia was 
at the Theatre Royal (Melb) on 1 August 1874. There is, however, some conjecture as to whether the play should be 
included as an Australian-written music theatre work. What is unclear is how much of the work was undertaken by 
Williamson, and when this was done. In an interview with A. G. Stephens he records that the play was "in great 
measure written upon the stage. My part was not even committed to paper until we had taken it around Australia. We 
used what we called a skeleton manuscript, with only the cues given… we would invent a little bit of business and so 
on, until the whole things was different from the play as conceived by the original writer" (qtd in Harold Love, Towards 
an Australian Drama 56). Contrary to his claim, however, are the archival records in located in the Patents Office cache 
(discovered in 1986 by academic Richard Fotheringham) which reveal that Williamson arrived in Australia with an 
already-written version of the play. The extent to which this copyrighted version was changed during the initial and 
subsequent tours of this country is unknown. In this respect the various and numerous revivals of Struck Oil over the 
next three decades (both by Williamson and Moore together and in later years by Moore and H. R. Robert) did highlight 
a number of "original" dances which were incorporated in the narrative as vehicles for Moore in the character, Lizzie 
Stofel  (see for example the 1897 Moore/H. R. Roberts production at the Theatre Royal, Sydney, beginning 11 
September).  
 
__________ 
 
 
TO THE GREEN ISLES DIRECT: [LES CENT VIERGES (THE HUNDRED  
VIRGINS)] [extravaganza]  Lib Adapt. W. M. Akhurst; Orig Mus. Charles Lecoq; Add Mus.  John Hill 
#  Azzoppardi and Hildreth, 1875 
 This adaptation of Les Cent Vierges, staged under the title To the Green Isles Direct was advertised as having 
been arranged and re-worked from Charles Lecoq's Les Cent Veirges (libretto by H. C. Chivot, A. Duru and L. 
Clairville). Akhurst, who had returned to England in 1869, began working on the adaptation shortly after its debut in 
Paris at the Fantaisies-Parisiennes on 16 March 1872. His version, staged in London in May 1874, was seen by W.S. 
Lyster and Henry Bracy, who bought the rights and presented it in Australia the following year. How much the 
production was re-worked or re-written by Akhurst and Hill remains unclear to date.  
The story concerns two English ladies who mistakenly board a ship carrying wives to the womanless colony of 
the Green Isles. Their distraught husbands follow. The ladies are placed in the wedding lottery, having failed to 
convince the Governor and his Aide of their plight and the fact that they are already married. The two husbands dress as 
women and join the lottery, winning the Governor and the Aide. They then raise a mutiny among the bachelors. The 
ship with its lost consignment of women is eventually found and the two husbands are finally reunited with their wives. 
[NB: Several other adaptations of Les Cent Vierges are known to have been produced in England. The first of these is believed to have been 
staged at the Royal, Brighton on 17 October 1874 (with an English text by J. Grantham). Another English version, by R. Reece, is also known to have 
been staged under the less morally offensive title The Island of Bachelors]  
1874: (London, Eng); c 25 May  [as To the Green Isles Direct] 
1875: Opera House (Melb); 27 Feb. - 11 Mar.            [as Les Cents Vierges, 11 pfms] 
 - Dir. W. S. Lyster and Henry Bracy; S Art. Alexander Habbe; Cost. Mr Ford. 
 - Cast incl. Edward Farley (Count Cupidon Peutetre, Governor of the Green Isles), Harry Daniels (Bonasse, his  
    Private secretary), Henry Bracy (Christopher Petticate), George Leopold (Jehosaphat Greens), A. H. Bell  
    (Captain Gauffre), Jeannie Winston (Gabrielle Petticate), Clara Thompson (Boadicea Greens), John Forde  
    (Scorie, landlord of the Roi Yvetot Havre), George P. Carey (Runemin, a policeman), Mrs J. H. Fox (Poulette,  
    Scori's niece), Henry Leopold (Gretor), Mr Gordon (Chougre), Mr Johnson (Maigre), Arthur Farley  
    (Toutelle), Mr Leslie (Porquet), Mr Tomholt (Soupe), J. Carey (Colbach), J. Kelly (Froc), Miss Halfourd  
    (Couci-Couci), Miss Widgery (Fire Bolts), Miss Hogan (Grioy), Miss Darbyshire (Salicoque), Miss A.  
    Leopold (Fatras), Miss Richardson (Tic Doloureux), Miss Ward (Robert), Mabel Smith (Lysis), Miss  
    Morrison (Boscotte), Claudine Coenn (Jaqueline), Nellie Colson (Gertrude), Rosa Rollins (Lucille), Miss  
    Havilland (Eloise), Dolly Ford (Marie), Lavinia Wray (Jeanette), Miss Crawford (Madelon), Sara Ford  
    (Beuly), Bessie Royal (Dolores), Teresa Collins (Paola), Blanche Leopold (Paquerette), Miss Bateson (Olga),  
    Emily Angus (Nadege), Nellie Higgins (Gilda), Jane Brodie (Catherine), Ellen May (Lisabette), Miss Whitten  
    (Jacquot), Kate Forde (Moucher), Miss Parker (Pompes).  
 
 ACP2: (1997), v. pags.     
 "Les Cent Vierges." A: 1 Mar. (1875), 3. 
 "Opera House: Les Cent Vierges." ARG: 1 Mar. (1875), 5. 
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THE WHITE FAWN; OR, THE LOVES OF PRINCE BUTTERCUP AND 
PRINCESS DAISY:  [burlesque]  Txt Adapt. Garnet Walch; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1874 
 Adapted from F. C. Burnand's extravaganza of the same name (1868). The Age critic writes of Walch's 
adaptation: "The general dissatisfaction resulting from [the company's] efforts must be accounted for on the principle of 
ex nihlo nihil fit. Burlesque writing, in fact, seems a lost art, and must remain so til another Planche becomes famous… 
[but] the ladies of the company were well received as they appeared on the scene, and the approval of the audience was 
frequent during the evening as song after song was given, and tableau followed tableau" (8 June 1874, 3). 
The plot sees Princess Daisy is cursed by Furibund so that she will be turned into a white fawn if she sees 
daylight before her sixteenth birthday. The Prince unwittingly wounds her in that shape, and so she becomes a fawn at 
night. After many adventures the curse is lifted. The production contained references to Melbourne politics and 
personalities. 
1874: Theatre Royal (Melb); 6-20 June    [13 pfms] 
 - Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings, George Coppin; S Art. John Hennings and  
    Henry Holmes; M Arr. Frederick Coppin; Chor. Mons. Massartic and Duvalli Sisters; Cost. Mrs Hancock. 
- Cast incl. Clara Thompson (Prince Buttercup), Docy Stewart (Princess Daisy), Maggie Stewart, Blanche  
   Stammers, Jenny Bryce, Katherine Russell, Rosalie and Heloise Duvalli, J. R. Greville, Richard Stewart, John  
   Dunn, Harry Sefton, Charles H. Taylor (Mesrour), Harry Leston. 
 
 ACP2: (1997), v. pags.    
 Editorial. A: 8 June (1874), 3. 
 "Theatre Royal." ARG: 8 June (1874), 6. 
  
 
A SECOND EDITION OF PYGMALION AND HIS GAL; OR, AN OLD 
FRIEND WITH A NEW FACE:  [burlesque]  Txt Adapt. Garnet Walch; Mus. [n/e] 
 Adapted from Walch's earlier production of Pygmalion and his Gal-A-Dear (Melbourne, 1873), this second 
edition also contained parodies on a number of popular airs and "a vast number of local allusions about everybody and 
everything" (ARG: 8 June 1874, 8). The dramatis personae, as described in advertising are: "Pygmalion (a disciple of 
Phidias, but by no means of Hideous face or figure, who produces a speaking likeness of an Attic Nymph, and receives 
in return an emphatic declaration of love; his fate, however, is sad for, to quote an ancient goak, he 'Makes Faces and 
then Busts')… Cynisca (Pygmalion's superior moiety - a lady with a voice, a temper, a grievance, and - a lover! Who 
while Pygmalion is employed with his marbles carries on a little game of quite a different kind)… Myrine (the 
sculptor's little sister, a scrumptious maiden, but classically correct - one of those girls "we read about, but seldom 
see")… Leucippe (Colonel on the Onety Onth Royal Horse Hellenes - a soldier of fortune, who having traveled knows a 
thing or two, and looks upon Athens as merely a spot of Greece)… [and] The Statue, otherwise Galatea (a lady with no 
pedigree, but a first-rate pedestal - "Our own make, very choice" - a being of marble-ous beauty). 
The burlesque's season at the Opera House under Harry Rickards' direction did not fare as well as the earlier 
version. The Age records, for example: "Last evening the attendance was extremely thin, and the improved comic 
version of Pygmalion and his Gal-A-Dear was not up to the mark in the manner of its performance" (9 June 1874, 3).  
Similarly less than positive is the Argus review which notes that the production "appeared to give satisfaction to the 
audience" (9 June 1874, 5). 
1874: Opera House (Melb); 8-13 June 
 - Troupe: The Great Rickards' Company. 
 - Cast incl. Harry Rickards (The Statue), Carrie Rickards (Pygmalion), Lydia Howe (Cynisca), Alice  
    Wooldridge (Myrine), Arthur Romer (Leucippe). 
1874: St George's Hall (Melb); 15-19 June 
 - Troupe: Rickards' London Star Troupe. 
 - Cast incl. Harry Rickards (The Statue), Carrie Rickards (Pygmalion), Lydia Howe (Cynisca), Alice  
    Wooldridge (Myrine), Arthur Romer (Leucippe). 
 
 ACP2: (1997), v. pags.   
 ARG: 8 June (1874), 8.  Advert. 
 Editorial. ARG: 9 June (1874), 5.      [rnib] 
 Editorial. A: 9 June (1874), 3.      [rnib] 
 
 
THE GREAT HIBERNICON; OR, LIFE IN THE EMERALD ISLE:   [play with  
music] Txt. Garnet Walch; Mus incl. C. A. Boyd (Syd/Melb), Ainsley Scott (Melb) and Charles Thoms (Bris) 
Also known as Teuto-Hibernico; Or, The Great Hibernicon, the Mirror of Ireland, this comedy with music and 
dance was originally written to accompany a panorama by Harry Grist of a voyage from New York to Ireland. The 
Argus describes the work in its review of the 1874 Melbourne premiere as: "an entertainment of a rather unusual 
character… It consists principally of a panorama of scenes in Ireland, and a dramatic, vocal and terpsichorean 
performance, illustrative of the national peculiarities" (27 July 1874, 6). The chief comedy role was taken by blackface 
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minstrel, Johnny Cowan. Described by the same critic as "an old Melbourne favourite [who] makes one of the most 
comical of niggers," Cowan revived his role several times up until at least 1885.  
Set over 12 scenes, the story begins in a New York hotel where the protagonist, Charles Peabody Doolittle, an 
accredited agent of the Pennsylvania Society of Investigating Idiots, decides in the interests of humanity to discover the 
perfect potato. He engages the services of a servant, a "smart darkie" by the name of Julius Fluffendorf Cuffee to be his 
traveling companion through Ireland. They cross the Atlantic by steamer to Cork and employ an Irish guide, Barney 
O'Hooligan. His love affairs and differences with Cuffee constitute the fun of the affair. During their quest they also 
meet up with Mollie O'Connor (O'Hooligan's sweetheart).  
The original 1874 production included at least six songs (including the finale "Home Sweet Home"), two dances 
(a "Grand Barn door Jig" and "Grand Challenge dance") and an operatic scene titled "Barney's Courtship."  The various 
scenes included: the Lakes of Killarney, the town of Bray, Dublin Bay, Donnybrook Fair and Devil's Glenn.  
The 1883 production included the songs: "Crossing Over the Ferry," "What a Wicked Young Man You Was," 
"Darling Coal," "Skating Rink Song," "Dear Little Shamrock," "My Own Mary Jane," "Pretty Katrina" and "Kaiser, Do 
You Want to Buy a Dog." The production also included the "Dance of All Nations." 
Several changes appear to have made to the original plot by 1875, including the names of two characters - 
Charles Peabody becomes Charles Doolittle, and Barney O'Hooligan becomes Barney O'Neil.  Peabody/Doolittle's 
daughter (aka Charlotte Doolittle) also appears to have been introduced, or the part expanded, by then. The 1883 
production staged under the title Teuto Hibernico is also said to have contained "a few alterations" (SMH: 21 May 
1883, 8). 
1874: School of Arts (Syd); 16 June - 15 July               [29 pfms] 
 - Mngr/Dir. Ainsley Scott; M Dir. Professor C. A. Boyd; S Mngr. Barry O'Mara; S Art. Harry Grist; Cost.  
    Demarest and Co. 
 - Cast incl. Shaw Cross (Peabody), Johnny Cowan (Cuffee), Kate D'Lacey (Mollie O'Connor, belle of  
    Killarney), Helen Smart (Bridget O'Connor, Mollies maternal relation), John O'Neil (O'Riley, landlord of the  
    Pig and Whistle Hotel), William Johnston (Abe Lilleywhite, a waiter in the Fifth Avenue Hotel), Barry  
    O'Mara (Barney O'Hooligan (the Irish Guide). 
 - Musicians: G. Gagliardi, W. J. Chatley, T. Minton, A. G. Thomas, Owen Conduit. 
 - NB: The director, Ainsley Scott, was an ex-principle member of the Californian Minstrel Troupe. 
1874: St George's Hall (Melb); 25 July - 15, 18-22, 24-29 Aug.         [27 pfms] 
 - Mngr/Dir. Ainsley Scott; M Dir. Professor C. A. Boyd; S Mngr. Barry O'Mara, Johnny Cowan (24 Aug.  
    onwards); S Art. Harry Grist; Cost. Demarest and Co. 
- Cast incl. Shaw Cross (Peabody), Johnny Cowan (Cuffee), Kate D'Lacey (Mollie), Barry O'Mara  
   (O'Hooligan), Helen Smart (Bridgit), William Johnstone (Abe), Bessie Harrison, Essie Shankster, Lulu Smart,  
   Julia Moulton,   P. Gilhooley, H. Coal, W. Chotley, G. Thomas, Frank Richardson, John O'Neil, Mr Lacey, H.  
   Franklin, John Dunn, H. Gardner, J. Brown.  
- Musicians incl. G. Gagliardi, T. Minton, A. G. Thomas.  
1874: (Ballarat, Vic); 1 Sept. - 
1874: St James Hall (Sandhurst, Vic); ca. Nov. 
1875: School of Arts (Bris); 17-30 July                [13 pfms] 
 - Mngr. W. Francis Buecke; M Arr. Charles Reginald Thoms; S Mngr. John Patrick O'Neil. 
 - Cast incl. W. Francis Buecke (Charles Doolittle), John Patrick O'Neil (Barney O'Neil/Bridgit O'Connor),  
    Charles Vincent Wallace (Cuffee), Lizzie Dixon (Mollie), Jessie Dixon (Charlotte Doolittle), Little Wallie  
    (The Leprechaun). 
 - Musician: Isa Steele (piano). 
1878: Queensland Theatre (Bris); 2-10 Sept. 
 - Lse. James Thynne and Gerald Dillon; M Dir. Herman Fleurac (aka Florack); S Mngr. Gerald Dillon. 
 - Cast incl. Alick Andrews (Doolittle), Tom Buckley (Barney), James Thynne (Cuffee), Fanny Rogers (Miss  
    Doolittle), May Vivian (Molly), George R. Melville (Snow). 
1883: Academy of Music (Syd); 19 May - 10, 23 Aug.  [70 pfms, as Teuto Hibernico] 
 - Lse. M. Hegarty; S Mngr. Walter Carle. 
 - Troupe: Great Hibernicon Variety Company; Court Minstrels. 
 - Cast incl. Vesta Amor, May Vivian, Shaw Cross, Johnny Cowan (Cuffee), Tom Buckley. 
1885: Academy of Music (Bris); 16-30 May    [13 pfms] 
 - Lse. Tom Buckley. 
 - Troupe: Buckley's Great Hibernicon and Court Minstrels. 
 - Cast incl. May and Virginia Vivian, Tom Buckley, Johnny Cowan (Cuffee), Alexander Andrews. 
 
 ACP2: (1997), v. pags.   
 Editorial. A: 27 July (1874), 3. 
 Editorial. BC: 19 July (1875), 2. 
 Editorial. BC: 3 Sept. (1878), 2. 
Editorial. EMP: 17 June (1874), 3. 
"Entertainment: The Theatres Etc." AUSN: 1 Aug. (1874), 146-7. 
"Hibernicon, The."  ARG: 27 July (1874), 6. 
 "Hibernicon; Or, Life in Ireland, The." SMH: 18 June (1874), 5. 
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RAYMOND AND AGNES; OR, THE TRAVELLERS BENIGHTED: [opera]   
Lib/Mus. William Russell 
1874: Theatre Royal (Hobart); 10 Aug. 
 
 ACP2: (1997), v. pags.     [rnib] 
  
 
PRINCE ENTERPRISE; OR, HARLEQUIN OGRE AND THE KANGAROO, 
COCLATOO AND POSSUM-TOO:  [pantomime]  Lib. Samuel Lazar and Arthur Diamond; Mus. [n/e] 
#  Adelaide Advertiser and Chronicle, 1874 
 An original extravaganza and pantomime with songs to operatic and other music. The King of Arcadia falls out 
with his son, Prince Enterprise, who wants to introduce improvements such as roads, railways, schools etc, and of which 
the King disapproves. The Prince is sent to Farinacea, in Australia, and the Fairy Aurifera promises him aid to fight 
vested interests so that he might rule there. He must also battle against the Ogre Absentee, who has taken over the local 
kingdom after turning the King, his son and daughter into a kangaroo, cockatoo and possum respectively. 
 The production contained numerous satirical and topical references to Adelaide politics, parliamentary 
corruption and land sharks. 
1874: Theatre Royal (Adel); 17 Aug. 
 - Dir. Samuel Lazar. 
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LES FLEURS DE SAVOIE:   [operetta]   Lib/Mus. Henry Hughes 
 An operetta written by Hughes for his pupils, the story is set in the costume workroom at the Milan Opera 
House. Seamstress's are sewing the prima donna's costume for that evening's premiere. A flower girl tells them of her 
longing to return to Savoy and they take up a collection for her. She returns later, believing she has been given too 
much money, and meets the prima donna, only to find out that they are long-lost twins. 
 Hughes followed the 1874 premiere with at least two more productions, both in 1875. The first was again 
produced at the Athenaeum (12, 15 and 28 May), with his pupils including Miss Ikin and Miss Blackham. Another 
student production was staged at Hocking's Assembly Rooms (Melb) on 8 July. 
1874: Athenaeum Theatre (Melb); 3, 11 Dec.     [am]        
 - S Mngr. Robert Percy Whitworth; M Dir. Mr Hughes. 
 - Cast incl. Miss Hayward, Miss Blackham. 
 
 ACP2: (1997), v. pags.  
 Editorial. A: 4 Dec. (1874), 2. 
 
 
ADAMANTA THE PROUD PRINCESS OF PROFUSIA AND HER SIX 
UNLUCKY SUITORS; OR, HARLEQUIN RIDDLE-ME-REE AND THE 
TRANSIT OF VENUS FROM A NEW POINT OF OBSERVATION:  [pantomime]   
Lib. Garnet Walch; Orig Mus. John Hill; Add Mus. [n/e] 
#  Azzoppardi and Hildreth, 1874 
 Described as an "Original Extravaganza" on the Turandot theme, with songs, ballet, lavish spectacle, and 
Transformation and Harlequinade, the pantomime was written expressly for the Opera House.  
The story begins in the Royal Observatory near the city of Romanta where Phokuss, the Royal Astronomer, has 
been commanded by the King to forecast the wedding day of his daughter Princess Adamanta. An upholder of women's 
rights the young woman does not believe in marriage, much to the consternation of her parents and the court. 
Complications arise when a declaration of war is made between Venus (Goddess of love and beauty) and 
Argentiextenibronides (the Spirit of Evil). Venus believes that all the Princess needs is to find love, and decides that a 
hungry traveller, the Pilgrim of Love, will be her champion. Knowing that he will be in danger she gives the Pilgrim 
magic tokens which help protect him on his quest. Argentiextenibronides in the meantime orchestrates a plan which 
sees the Court Riddler put forward a challenge - the winner to have the hand of the Princess. Six suitors "bearing 
extraordinary resemblance to well-known Melbourne celebrities" are beheaded for failing to guess the answers to 
riddles.  According to the Age these personalities included Mr Butters, the ex-king of Fiji, a well-known bookmaker, 
the Commissioner of Customs, a popular Collins-street doctor, and the importer of the first donkey. Not surprisingly the 
Pilgrim succeeds in answering the riddle. Intrigued the Princess attempts to find out his identity, but she is not the only 
one interested. Argentiextenibronides is also angered by the Pilgrim's victory and he has his demons torture Phlunki so 
that they can find out who he is. When Phlunki accidentally reveals the Pilgrim's name both he and the Pilgrim are 
imprisoned along with Phokuss. All ends happily, however, when the Princess realises she loves the mysterious stranger 
and announces that she will marry him. This leads to the Transit of Venus and the Transformation Scene, titled "Vision 
of Ecstatic Bliss." 
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The production contained numerous references to the current Melbourne scene, personalities, and issues 
(including Free Trade and Protection, strikes and railways). The Age theatre critic records that while many of the  
topical hits furnished a good deal of fun for the audience, "the impression left by the first performance [was] that the 
majority of the puns [were] far fetched and the brilliancy of [Walch's] wit obscured.  
The musical aspects of the production saw numerous popular songs introduced, along with incidental 
compositions from John Hill and a number of operatic airs. Advertising for the pantomime claimed, too, that "for the 
first time in the annals of Australian Theatricals a full operatic orchestra and chorus [would be used] thus rendering the 
work as complete from a musical point of view" (A: 24 Dec. 1874, 4). 
The harlequinade was played out in three scenes: Sc 1. Stafford's Sewing Machine Warehouse; Sc 2. The 
Interior of a Lodging House; and Sc 3. The Grotto of Despair. 
1874: Opera House (Melb); 24 Dec. 1874 - 13 Feb. 1875                     [46 pfms] 
 - Dir. Henry Bracy and W. S. Lyster; M Dir. Thomas Zeplin (orchestra) and M. Pietro Canna (trumpeters and  
    drummers of the guard); M Arr. John Hill; S Art. Alexander C. Habbe; Chor. Henry Leopold and Frau.  
    Fannie [Mrs Tom Leopold]; Cost. Mr Ford; Com Sc. Mr Darbyshire. 
- Troupe: Corps de Ballet; Italian Opera Band; Corps de Tambour. 
- Cast incl. Edward Farley (The Great Al, King of Profusia), Mrs J. H. Fox (Queen Robusta), Miss E. Carey  
   (Princess Adamanta), Jeannie Winston (The Pilgrim of Love), George Leopold (Phlunki, his faithful  
   follower), Henry Bracey (Prince Humbug), Alice Wooldridge (Flirtina, maid of all work and a good deal of  
   play), Mary Crawford (Kissi-Kissi), James Hogan (The Lady Bridget), Harry Daniels (Count Joseph Van  
   Miller, court riddler), John Ford (Phokus), George P. Carey (Parallax), Arthur Farley (Aphelia/Phitz, Town  
   Clerk), Mr Kelly (Perihelion), Mr Leslie (Nodus), Mr  Smith (Solstice), Mr Johnson (Orbit/Officer of the  
   Guard), Mr Richardson (Zodiac), Mr Darbyshire (Axis), W. Gordon (Greytous the Grand, Mayor of the City  
   of Romanta), James Carey (Runemin, Inspector of Police), Hetty Clark (Duplex, a telegraph messenger), Mr  
   Martin (Kalrosa); A Good Set - Sarah Ford (Venus), Bessie Royal (Cupid), Blanche Leopold (Floretta, Queen  
   of the Fairies), Dolly Ford (Spirit of the Red Rose), Nellie Colson (Spirit of the White Rose), Frau. Fannie  
   [Mrs Tom Leopold] (Volta, Queen of the Revels); A Bad Lot - A. H. Bell (Argentiextenibronides, Spirit of  
   Evil), Henry Leopold (Rappitap, the Fakir of the Spider), Master Alfred Evans (Chief of the Imps), Emily  
   Angus, Teresa Collins, Bessie Warren, Lavinia Wray, Kate Forde, Claudine Coenn, Adelina May, Nellie  
   Higgins, Lizzie Ward, Rosa Rollins, Nellie Parker, Jane Brodie, Mabel Smith, Myra Angus, Mary Crawford,  
   Emma Bateson, Kate Douglas, Mary Ann Woods, Mary Widgery, Nellie Witten, Mary Ann Barry, Mary  
   Bloomfield, Jane Greenham, Nellie Haviland, Emma Whitworth, Kate Whaley, Annie Halford, Master Alfred 
   Leopold (Drum Major); Corps of Miniature Drummers and Trumpeters - Masters Barnwell, Copeland, Gilder,  
   Solomon, George, Brown, King, Seabridge, Carson, Palmer, Beddison, Pearson and Leonard; The Six  
   Unlucky Suitors - Mr Leveret, Mr Smith, Mr Chris, Mr Jones, Mr Elliot, Mr Rivers; and Harlequinade - Henry  
   Leopold (Harlequin), Frau Fannie [aka Mrs Tom Leopold] (Columbine), W. P. Morrison (Pantaloon), F.  
   Darbyshire (Clown), Alfred Evans (Sprite), G. P. Carey (Policeman). 
 
 ACP2: (1997), v. pags.     
 "Opera House Pantomime."  A: 26 Dec. (1874), 5.              [see advert. - A: 24 Dec. 1874, 4, for detailed synopsis] 
 
 
ROBINSON CRUSOE; OR, MAN FRIDAY, KING OF BRIBIE ISLAND:    
[pantomime]  Lib Adapt/Mus. [n/e] 
A localised version of an unknown Robinson Crusoe pantomime, and re-written "expressly for this [Brisbane] 
theatre. 
1874: Queensland Theatre (Bris); 26 Dec. 1874 - 1 Jan. 1875 
 - Mngr. Morton Travers; S Mngr. William Kinchela; M Dir. Signor Benvenuti. 
 - Cast incl. Miss Montague (Robinson Crusoe), W. Andrews (King Jebung, the oldest inhabitant of the island),  
    Mr Coleman. 
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 BC: 26 Dec. (1874), 1.   Advert. 
 Editorial. BC: 28 Dec. (1874), 3. 
 
 
ROBINSON CRUSOE; OR, HARLEQUIN FRIDAY AND THE KING OF THE 
SUGEE:   [pantomime]  Lib. E. Lewis Scott; Mus. [n/e] 
 Edwin Lewis Scott, who the Empire describes as "a local song-writer" is said to have "tried his virgin hand at 
travesty" with this production" (26 Dec. 1874, 3). In reviewing the premiere the same paper's theatre critic accorded the 
overall production much praise, noting in particular Scott's intelligible plot, parodies, puns and local hits, and the 
exceptionally-good scenery produced by W. J. Wilson, "a gentleman well-known to the Sydney public as a first-class 
scenic artist" (EMP: 28 Dec. 1874, 3).   
The story begins with Robinson Crusoe being torn from the arms of his betrothed, Polly, and press-ganged on 
the orders of Captain Will Atkins (who is also in love with Polly). With Crusoe having been taken aboard Atkin's ship, 
The Tyrant and Oppression, surrounded by their demonical slaves, hatch a plan to persecute Crusoe. Fortunately for 
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Crusoe The Fairy Liberty manages to overhear the conspirators and "in a pretty panorama shows how she will protect 
Crusoe and bring him safely through his troubles and dangers" (EMP: 28 Dec. 1874, 3). When Crusoe is shipwrecked 
he begins to lament his fate but then meets up with four animals who not only keep him company but also help him 
survive. He later discovers footprints on the sand, but at the almost the same time is discovered by a party of the "war-
whooping" Sugeeans. His meeting with their king, Thackem-Whackem-boo and his sons, Ratty Tim and Lanky Joe, 
does not go well, and it is only through the intervention of Friday that Crusoe is saved from the Sugeeans' knives. 
Friday subsequently becomes Crusoe's head cook and handy man. Sometime later Crusoe comes across Captain Atkins, 
who has also been wrecked upon the island and is in dispute with the islanders over his beautiful captive, Polly. Crusoe 
manages to defeat his foe in a terrific fight and rescues Polly from both Atkins and the Sugeeans. The Fairy Liberty then 
manages to foil the evil plans of the demons Tyrant and Oppression by removing  all the good people from danger and 
taking them to her own island home.  
The scenes were played out as: Sc 1. The Old Jetty at Hull; Sc 2. The Tyrant's Home (and Grand Panorama); Sc  
3.  Bowers of Brilliant Beauty (and Grand Ballet); Sc 4. The Island; Sc 5. Crusoe's Hut; Sc 6. The Lee Shore, Atkins' 
Wreck (and Grand Coconut Ballet); Sc 7. The Island Home; and Grand Transformation Scene. The  Harlequinade was 
set in three scenes: Sc 1. A Well-known Street in the City; Sc 2.Somewhere in George Street; and Sc 3. The Grotto of 
Gloom. 
1874: Queen's Theatre (Syd); 26 Dec. 1874 - 25 Jan. 1875                   [23 pfms] 
 - Lse/Mngr. Edmund Holloway; Ast Mngr. Lachlan McGowan; M Dir/Arr. W. H. Spiller; S Art. W.  J.  
    Wilson; Cost. Miss Stapleton; Com Sc. J. H. Flexmore and Joe Tolano. 
 - Cast incl. Mrs Lachlan McGowan (Robinson Crusoe), Lachlan McGowan (Will Atkins), Joe Tolano (Friday),  
    Julia Merton (Pretty Polly Shortcut, the belle of the ball and the pride of Sugee), Amy Chambers, Dan Briggs  
    (Thackem-Whackem-boo, King of Sugee), James Hasker (The Tyrant/Ratty Tim), J. H. Martin (Oppression/  
    Lanky Joe), H. Jerdon (Old Daddy Shortcut, the author of Polly) C. Brown (Sgt Listrom), J. H. Flexmore, Mr  
    Burbank, Jenny Sharpe (Liberty), J. Merton; Harlequinade - Amy Chambers (Columbine), Mr Coulson  
    (Harlequin), Joe Tolano (Pantaloon), J. H. Flexmore (Clown), C. Brown (Policeman). 
    - NB: The roles of The Dog, The Cat, The Goat and The Parrot were billed as being played by Mr Barker, Miss  
    Mouser, Mr Horne and Mr Scratchpole, respectively. Similarly, the characters Darlinghurst and Cockatoo  
    were billed as being played by Messrs Burglar and Garrotter.  
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EMP: 26 Dec. 1874, 3.    [rnib] 
"The Queen's Theatre." EMP: 28 Dec. 1874, 3. 
 
 
HUMPTY-DUMPTY (WHO SAT ON A WALL); OR, HARLEQUIN KING 
ARTHUT, HIS THREE SONS, THE PRINCESS ROSELEAF, THE KNIGHTS OF 
THE ROUND TABLE AND THE FAIRY OF FERN TREE GULLY:   [pantomime]  
Lib Adapt. Thomas Carrington and James Eville; Mus. incl. Frederick Coppin     
#  Azzoppardi and Hildreth, 1874 
 A pantomime adapted from John Strachan's Humpty Dumpty with songs to operatic and other music, the Age 
proposed that this localised version by Messrs Carrington and J. Eville "received an Australian complexion that adds to 
its native cleverness. Thanks to the labours of these gentlemen," wrote the paper's theatre critic, "several leading 
incidents of the past year have been turned to merry account, and folly and fraud are held up to ridicule and contempt" 
(28 Dec. 1874, 3). 
The story concerns Flameau the Fire King and his ally Humpty Dumpty who attempt to increase their power by 
forcing  Princess Roseleaf to marry the evil and ugly Humpty Dumpty. With the aid of fairies, led by Fairy Fern, Prince 
Prettyboy overcomes their evil intentions, however, and wins the hand of the princess. A review of the premiere 
production notes that as the pantomime progressed the growth of Humpty Dumpty's head was "cultivated at the expense 
of the other portions of his body, and he [came] on stage looking like a goblin that [had] just stepped out of an 
illustrated children's fairy book" (ibid 3). 
Numerous references to the Melbourne scene, politics, theatre (including J. C. Williamson's Struck Oil and 
Trollope's Bogus Clarke  productions. One of the topical hits saw J. R. Greville dressed as an overgrown boy dressed in 
knickerbockers and socks singing "the song of the lively larrikin, in which an altogether groundless aspersion [was] cast 
upon a recent decision given in the Melbourne General Sessions" (ibid, 3).  
1874: Theatre Royal (Melb); 26 Dec. 1874 - 6 Feb. 1875            [37 pfms] 
 - Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings, George Coppin; Dir. Henry R. Harwood; M  
    Arr. Mr Hore (vocal music) and Frederick Coppin (incidental music and overture); S Art. Charles Brew, K.  
    Douglass, John Hennings, Henry Holmes, Harry Grist; Chor. Mons. Massartic; Cost. Mde Jager; S Mngr. Mr  
    Dampier. 
- Cast incl. Richard Stewart (Flambeau the Fire King), Jenny Bryce (Will O' the Wisp), Docy Stewart (The Fern  
   Fairy), Nellie Stewart (Maidenhair), Tom Lewis (Humpty Dumpty), Tilly Earle [Mrs John Eduoin] (Princess  
   Roseleaf), Maggie Oliver (Prince Prettyboy), Maggie Stewart (Prince Tol de Rol), G. R. Greville (Prince  
   Boubee), Harry Leston (Chancellor), Charles H. Taylor (Queen Gracemair), John Dunn (King Arthur), Miss  
   Wallace, Julia Milne, Tom Wieland, Mr Gladstone, Boleno Brown, Mons. Massartic (dancer), Rosalie and  
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   Heloise Duvalli (dancers), Master Hernandez, Master Delavanti, Les Petites Coryphees; Harlequinade - Mons.  
   Massartic (Harlequin), Heloise Duvalli (Columbine), Rosalie Duvalli (Harlequin a la Watteau), Boleno Brown  
   (Pantaloon 1), Charles H. Taylor (Pantaloon 2), Master Hernandez (Sprite 1), Master Delavanti (Sprite 2),  
   Tom Wieland (Clown 1), Tom Lewis (Clown 2).  
- Musicians: B. Levy, Mr Wilson. 
 
 ACP2: (1997), v. pags.        
 "Theatre Royal."  A: 28 Dec. (1874), 3. 
 
 
THE WHITE CAT, OR PRINCE LARDI DARDI AND THE RADIANT 
ROSETTA; OR, HARLEQUIN QUEEN OF THE DRAGONFLIES:   [pantomime]    
Lib Adapt/Mus. [n/e] 
Adapted from J. R. Planché's extravaganza The White Cat (1842), by a "gentleman famous for his sarcastic 
severity" (EMP: 26 Dec. 1874, 3), the pantomime included both a juvenile and adult harlequinade, along with the 
traditional transformation scene. The Empire's theatre critic reports that while the plot is somewhat obscure "there is 
enough in the piece to introduce any amount of taking songs, pretty women and dresses, good music and gorgeous 
scenery" (EMP: 28 Dec. 1874, 3). 
The story begins in Dragonfly gardens where the impetuous Prince Lardi Dardi battles the Black Dwarf in an 
attempt to save Princess Rosetta but is defeated. Fairy Dragonetta saves the lovers from death by getting the dwarf to 
commute their death sentences to a curse. The prince is subsequently cast into 100 years of sleep in the Dreamy Dell 
while the princess is changed into a White Cat. Her spell also means that she cannot resume her earlier form until her 
head and tail have been cut off by the Prince. The following scene is set a century later in the palace of King Dawdle, a 
monarch very much afraid of losing his crown to one of his two ambitious and conniving sons. Their plotting is put on 
hold, however, when Prince Lardi Dardi appears at the court, having just woken up, and claims the monarchy. King 
Dawdle consents to give up his crown but only to the prince who first manages to produce in court a dog small enough 
to use a nut kernel as a kennel. The three princes then depart on their quest. Prince Lardi Dardi's travels see him 
captured by a party of hunting cats. He is taken to Katz Kradle Kastle where he meets and falls in love with the White 
Cat. She and her feline friends help him solve the problem and he eventually returns to King Dawdle's palace to claim 
victory over his rivals (he wins having procured a dog small enough to sit inside a large coconut shell). Dawdle agrees 
to hand over his crown, but Prince Lardi Dardi decrees that he will wait until the King abdicates of his own accord as he 
must first undertake his search for Princess Rosetta. The Black Dwarf re-appears, but by now he has changed his evil 
ways and befriends his former adversary. He tells the prince where he can find Princess Rosetta and Lardi Dardi makes 
his way back to Katz Kradle Kastle where he breaks the spell and restores her to the "loveliest princess ever seen."  
Much of the music was taken from Lecocq's new opera La Fille de Madame Angot (1873) which the Empire 
reports had yet to be staged in Australia. Two songs also known to have been incorporated into the production were: 
"It's Far Too Early Yet to Rise" (sung by H. Florence) and "Nicodemus" (Lydia Howarde). 
The grand transformation scene, "The Happy Land of Waking Dreams," comprised eight scenic changes: 1. 
Gloomy Cave; 2. The Home of the Dragon Fly; 3. The Dragon Fly's Retreat; 4. The Sivalvian Home of Fairies; 5. The 
Silver Conservatory; 6. Fairy Delights; 7. The Dreamy Dell; 8. Temple of Venus and Revolving Columns.  
1874: Royal Victoria Theatre (Syd); 26 Dec. 1874 - 5 Feb. 1875            [39 pfms] 
 - Dir/S Mngr. B. N. Jones; M Arr. W. Rice; S Art. J. R. Setright and W. Burbury; Cost. Mrs Stapleton. 
 - Cast incl. Andree Navaro (Fairy Dragonetta), Lydia Howarde (Prince Lardi Dardi), J. J. Welsh (King Dawdle  
    the Doddler), Jessie Dixon (Queen of Dreamy Dell), Solange Navaro (Prince Sprightly), Miss Melville  
    (Queen Severs), Tilly Andrews (Princess Rosetta, the White Cat) Lizzie Dixon, (Prince Dapper), Miss Raynor  
    (Prince Pirouetta), H. Florence (Lord Chamberlain), Harry Simmons (Bobbini), James A. South (Miss Tabby),  
    Miss Murray (Princess Papillonetta), Lizzie Arnold, Lucy Osborne, Miss T. Perman, Miss R. Watson, Master  
    Watson (Grumpi), E. Ryan (Humpy Dumpy), Master Tommy Perman (Polly), Master Tommy Milner  
    (Noodle), E. Alexander, Mr Hourigan; Juvenile Harlequinade - La Petite Lucy Osbourne (Harlequin), La  
    Petite Lizzie Arnold (Columbine), La Petite Tommy Perman (Pantaloon), La Petite R. Watson (Clown); Adult  
   Harlequinade - E. Alexander Harlequin (1), Mr Hourigan (Harlequin 2), Lizzie Dixon (Columbine), Harry  
   Simmons (Pantaloon), James A. South (Clown).  
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LA FETE DU VILLAGE:   [chamber opera]  Lib. Mrs Henry Hughes; Mus. Henry Hughes and R. Down 
 Referred to as an opera de camera in the Australasian (27 Nov. 1875, 691) and a chamber opera by the Age 
theatre critic (30 Nov. 1875, 3), La Fete du Village was presented by the students of Mr Henry Hughes, a Melbourne-
based teacher of music and singing. The work comprised a musical programme of 26 or more solos and duets, choruses 
and other concerted numbers. The Age records that the libretto is of "a simple character" and "quite in consonance with 
the music." The critic goes on to note, however: "The latter, though never rising above pleasing mediocrity, is of 
sufficient attraction to engage the attention of both singers and public, and in some cases is very capably rendered, 
notably in this case of one young lady who was successful last season in a former work of this composer. One very 
noticeable fault in this production was the fact that scarcely a work of the dialogue could be heard at a short distance 
from the platform, and this made the intervals between the songs very tedious" (30 Nov. 1875, 3). The Argus critic 
appears to have either been more forgiving, or was seated closer to the stage, as he or she makes note of the problems 
that beset the original cast for the premiere and their replacements (see note below): "We can give praise for the manner 
in which at so short notice [La Fete du Village and Look to the End], which occupy a couple of hours in representation, 
were rendered… Mr Hughes has displayed a great deal of ingenuity in varying the numerous tunes contained in these 
two pieces, so as to avoid the effect of monotony" (30 Nov. 1875, 5). 
 The story is set during the annual fete instituted in honour of the finding of the lord of the manor's lost child. 
The village is visited by two ladies from the chateau, one of whom loses a ring, having accidentally taken it off with her 
glove when baring her hand to have her fortune told by the gipsy Cora. The belle of the village, Anna, having hastily 
concealed a token given to her by her lover, Bertrand, is suspected of having stolen the ring and is accused of the theft 
by her rival for Bertrand, Nina. The ring is eventually found, however, and all ends happily. 
1875: Athenaeum Theatre (Melb); 29 Nov. 
 - S Mngr. Robert Percy Whitworth; M Dir. Henry Hughes 
 - Cast incl. Henry Hughes' pupils. 
 - Presented as part of a double bill with Hughes’ operetta Look to the End. 
 - The Argus records that Hughes was forced to "recast the whole affair" at short notice due to an epidemic  
    having interfered with the regular attendance at school by his pupils (30 Nov. 1875, 5).  
 
 ACP2: (1997), v. pags.      
 Editorial. A: 27 Nov. (1875), 5. 
 Editorial. A: 30 Nov. (1875), 3. 
 Editorial. ARG: 30 Nov. (1875), 5.                                [see also prev. - ARG: 27 Nov. 1875, 7] 
"Theatres Etc, The." AST: 27 Nov. (1875), 691.   Prev.     
"Theatres Etc, The." AST: 4 Dec. (1875), 723.      
 
 
LOOK TO THE END:  [chamber operetta]  Lib. Henry Hughes; Mus. Henry Hughes 
 An operetta with music and libretto by Hughes, the story concerns a lady, her maid, and their lovers. The Age 
critic was similarly unimpressed with Look to the End, writing that "the usual complications… were worked out in a 
decidedly tedious manner. The ladies who supported this portion of the entertainment were fairly successful, but the 
gentlemen were scarcely so fortunate. However, the audience, which was numerous and good-tempered, applauded 
without stint, and seemed to thoroughly enjoy everything" (30 Nov. 1875, 3).  The Argus critic was somewhat more 
positive, making note of the problems that beset the original cast for the premiere and their replacements (see note 
below). He or she writes: "We can give praise for the manner in which at so short notice [La Fete du Village and Look 
to the End], which occupy a couple of hours in representation, were rendered… Mr Hughes has displayed a great deal 
of ingenuity in varying the numerous tunes contained in these two pieces, so as to avoid the effect of monotony" (30 
Nov. 1875, 5). 
1875: Athenaeum Theatre (Melb); 29 Nov. 
 - S Mngr. Robert Percy Whitworth; M Dir. Henry Hughes. 
 - Cast incl. Henry Hughes' pupils. 
 - Presented as part of a double bill with Hughes' opera La Fete Du Village. 
 - The Argus records that Hughes was forced to "recast the whole affair" at short notice due to an epidemic  
    having interfered with the regular attendance at school by his pupils (30 Nov. 1875, 5).  
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PRINCE DARLING; OR, THE FAIRY SNOWDROP AND THE PAGE WHO 
TURNED OVER A NEW LEAF:   [pantomime]  Lib. Frank Towers; Mus. [n/e] 
 Opening with a representation of the Hall of Commerce, complete with a large emu and kangaroo, "which 
moved about in a natural yet grotesque manner, to the delight of the juveniles," the story concerns Prince Darling (a 
"Queensland boy") and the adventures in that state of Newchumsee, a new arrival in the colonies who expresses his 
surprise at everything he sees in the most natural manner and gains his colonial experience with plenty of ups and 
downs. The libretto is aid to have been given "a strong Queensland aspect," while the dialogue, "which was full of good 
jokes and puns, had reference to chiefly to local celebrities, incidents in Chinese digger life amongst the northern 
aboriginals, and affairs municipal and parliamentary. The evening concluded with a series of views with moving 
objects, notable amongst which was HMS Serapis on her voyage to India, accompanied by ironclads" (BC: 28 Dec. 
1875, 5).  Other features included the transformation scene (moving from a dismal cave to a pretty fairy scene); the 
harlequinade (which introduced numerous mechanical deceptions); and the concluding tableau representing Britannia 
triumphant.   
 Although the musical highlights included "I'm a Little Queensland Boy" (sung by Rosa Towers) and a doggerel 
song with lyrics set to music from Madame Angot (Frank and Rosa Towers), the Brisbane Courier review was not 
overly impressed with the music programme. "In some instances," writes the paper's theatre critic "they were too 
lengthy and the impatience displayed by the audience to see the new scenery proved them not acceptable" (ibid, 5). 
 1875: Queensland Theatre (Bris); 27 Dec. 1875 - 10 Jan. 1876          [11 pfms] 
 - Lse. William T. Bennett and Frank Towers; Mngr. Walter Buckingham; S Art. Ralph Burton. 
 - Cast incl. Rosa Towers (Prince Darling), Maud Danvers (Snowdrop), Blanche Grey (Maraschino), Frank  
    Towers (Newchumsee), Mrs Towers (Feminina), Katie Towers (Flytittie), Hans Phillips, H. Martin;  
    Harlequinade - Hans Phillips (Harlequin), H. Martin (Pantaloon), Maud Danvers (Columbine), Frank Towers  
    (Clown). 
 - Musicians: Antonio Benvenuti (violin), Mr Weiss (piano), William Seal (cornet). 
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 Editorial. BC: 28 Dec. (1875), 5. 
 
 
SNOW WHITE; OR HARLEQUIN KING KOK-A-HOOP AND THE DAMSEL 
WHO NEVER SAW A GLASS:  [pantomime] Lib Adapt. E. Lewis Scott;  
Mus. [n/e] 
Adapted and localised by " a gentleman [Scott] whose name does not appear in the bills," (SMH: 28 Dec. 1875, 
5) and comprising music from a variety of sources - from operas and opera-bouffes to popular ballads, the pantomime 
was possibly reworked from F.C. Burnand's burlesque Snowdrop; Or, the Seven Mannikins and the Magic Mirror 
(1864). The Sydney Morning Herald theatre critic records that the libretto had been studded with puns and jokes from 
"one end to the other" and that its plot s of the "mysterious indefinite nature peculiar to burlesque and extravaganza." 
The critic goes on the note: There [is] of course a king and a queen. Equally of course the king is a tyrant abroad and 
henpecked at home, and the queen is a vixen of the first water. Kings and Queens are always thus in extravaganza. Then 
there are two princes - one is good and the other is not. This is equally a matter of course. Then there is a damsel, who 
having been brought up by wood nymphs grows up to the age of twenty without ever having been aware of the 
existence of the sterner sex, and so ignorant of her charms that she has never beheld her 'counterfeit presentment' in a 
mirror. There are also the usual courtiers, conspirators, and a 'man of mystery,' Ozoherit - a scandalous fellow - and 
fairies in abundance. The good prince falls in love with the simple maiden and their trials and difficulties form the 
burden of the piece. At length the usual transformation takes place, and the old friends of our boyhood - Harlequin, 
Columbine, Clown and Pantaloon appear and make our sides ache with laughter with the comic business that always 
will excite laughter as long as the sense of the ludicrous is alive in the human breast" (ibid, 5). 
The Synopsis of Scenery as published in the Sydney Morning Herald is: Sc 1. The Illuminated Gardens of King 
Kok-a-Hoop's Palace; Sc 2. The Fairy Glen; Sc 3. The Floral Retreat of the Woodnymphs and Home of Snow White; Sc 
4. Exterior of King Kok-a-Hoop's castle; Sc 5. The Hall of Mirrors; Sc 6. Interior of King Kok-a-Hoop's Castle. The 
Transformation Scene comprised: Tableau 1. Ugolino's Cavern; Tableau 2. Galatea's Abode; Tableau 3. Australian 
Flora; Tableau 4. Fairy Pagoda; Tableau 5. Silver Conservatory; Tableau 6. Glittering Gorgeous Galaxy of oriental 
Splendor. 
 The musical programme included the song "The Skidmore Guards" with "local words" (sung by J. A. South and 
J. P. Hydes). Other musical numbers were arranged from such operas as: The Brigands, Chilperic, Princess of 
Trebizonde, Girofle Girofla, The Grand Duchess, Les  Pres St Gervais, Satanella, Maritana, and La Perichole, along 
with "the newest and sweetest ballads" (SMH: 27 Dec. 1875, 8). 
1875: Royal Victoria Theatre (Syd); 27 Dec. 1875 - 15 Jan. 1876           [18 pfms] 
 - Dir. B. N. Jones; Mngr. John Bennett; S Art. J. R. Setright and W. Burbury; M Arr. Walter Rice; Cost. Mde.  
    Varcoes. 
 - Cast incl. Emma Wangenheim (Snow White), Annie Lyons (Prince Goldenheart), J. J. Welsh (King Kok-a- 
    Hoop), J. P. Hydes (Ozokerit), Flora Anstead (Prince Sapling), Miss Courtenay (Lollabout), Mr Dean  
    (Banco), Mr Addison (Vocalino), Miss L. Cassidy (Portemonnaie), Lizzie Dixon (Renmellino), Mr Maguire  
    (Chopitoff), Masters Perman (The Four Colonels), James A. South (Queen Vandakita), Clara Wilson  
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    (Extravaganza), Cissy Lloyd (Floralina), Lilla Holmes (Zephyrina), Miss Marsh (Heatherbelle), Mr Albert,  
    Joe Tolano (Idlefoot), Jessie Dixon (Waratah), Miss A. Marsh (Native Rose), Miss Murray (Trumpet Flower),  
    Miss Cooper (Cornstalk), Miss Brunsham (Geebung), Miss Knox (Fivecorner), Miss Harris (Lily), Miss  
    Buckland (Violet), Mr Moss, Edward Farley, Arthur Farley; Harlequinade - J. H. Flexmore (Harlequin),  
    Joe Tolano (Pantaloon), James A. South (Clown), Lizzie Dixon (Columbine).  
 
 ACP2: (1997), v. pags.   
 "Victoria Theatre." SMH: 28 Dec. (1875), 5. 
 
 
BEAUTY AND THE BEAST; OR, HARLEQUIN KING GLORIO THE 
MILLIONTH, THE ISLAND OF APES AND THE FAIRIES OF THE MAGIC 
ROSES:   [pantomime]  Lib. Garnet Walch; Mus. [n/e] 
#  George England Hooke, 1875 
 Described as an original and musical extravaganza with songs to operatic and other music, the storyline is said 
to displayed "no affinity to the great original in any respect and furnishes a totally dissimilar narrative." The Sydney 
Morning Herald theatre critic writes further: "The plot is indeed entirely the author's composition, or adaptation" (28 
Dec. 1975, 15). Walch included numerous references to the Sydney scene, personalities and politics within the libretto 
and burlesqued a number of Shakespearian tragedies and performers. Some scenes also bear similarity to his previous 
productions Australia Felix (1873) and Adamanta (1874).  
 The prologue introduces New Year (as Old Year disappears) who allocates tasks to the Signs of the Zodiac. 
Venus and the Demon meanwhile declare their rivalry and the latter strikes the first blow y arranging for King Glorio's 
daughter, Beauty, to be kidnapped by the Beast, "a sort of ourang-outang monarch with an apish army" who has long 
sough the hand of the young princess. In this plot he is aided by the Rose Queen's foe, Nightshade, and King Glorio's 
conniving Prime minister, Advelorem. Beauty is subsequently taken to the Isle of Monkeys and given a day to marry 
the Beast. The Rose Queen calls on the Pilgrim of Love, who has already wooed and won the heart of Beauty, to save 
Beauty and gives him two magic roses to help his quest. Complications arise, however, not the least being the theft of 
one of the magic roses by Beauty's older sister, Aquilina. This forces the Pilgrim to temporarily abandon his pursuit of 
Beauty until he recovers the rose. He eventually makes his way by ship to the Isle of the Monkeys, escorted by King 
Glorio and other members of the court, and with the aid of the Rose Queen and her fairies saves Beauty from her awful 
fate.  
 The synopsis of scenery and incidents as published in the Sydney Morning Herald are: Prologue - Roofs of 
Houses near the General Post Office, and the Twelve Signs of the Zodiac; Act 1 Sc 1. The Graden of Roses (incl. The 
Fairy Flower Statues, The Spelling Bee and The Talisman); Grand Ballet and Minuet; Sc 2. Ante-Chamber in King 
Glorio's Palace; Sc 3. Grand Square near the City Gates (incl. The King's Procession, and The March of the Amazons); 
Act 2 Sc 1. Grand Salon on Board the King's Ship (incl The Magic Bird); Sc 2. Grotesque Chamber in the Beast's 
Palace; Sc 3. Monkey Land; Sc 4. The Beast's Palace; Sc 5. Cave Dungeon beneath the Beast's Palace (incl. The Lover's 
United). The Grand Transformation Scene comprised: 1. The Silver Lakes in the Cave of Content; 2. The Floral 
Conservatory on the Boarders of Fairy Land; 3. The Temple of Apollo in the Vestibule of Coins and Jewels; 4. On the 
Boarders of Dreamland; 5. The Home of the Peri in the Pellucid Waters of the Crystal Lake; 6. The Rainbow of Ferns. 
1875: Theatre Royal (Syd); 27 Dec. 1875 - 22 Jan. 1876            [26 pfms] 
- Dir/Prod/Lse. Samuel Lazar; M Arr. B. Levy; S Art. William Kinchela, Alfred Clint and W. J. Wilson;  
   Chor. E. McLean; Cost. Sig. Bartolemeotti and Mde Croucher; Com Sc. E. B. Russell. 
- Cast incl. Immortals - H. A. Douglass (Old Year - last appearance), Kate Douglass (New Year - first  
   appearance), Myra Kemble (Rose Queen - in the pink of perfection), Julia Milne (Queen Bee - no smoker but  
   liking her honey due), Dolly Forde (Venus - Goddess of Love and a Little Duck), Rose Marsh (Spirit of White  
   Rose), Hetty Lee (Spirit of Red Rose), Alice Hughes (Lilybud - Lilley but good), Miss Melville (Deadly  
   Nightshade - a Bella Donna), James Hasker (The Demon - a ragged, rampant, rancid 'retch); Mortals - W.  
   Andrews (King Glorio- the Millionth), Mrs Wooldridg (Queen Robusta - his wife and better half), Maggie  
   Oliver (The Pilgrim of Love), J. P. West (Count Advalorem - who sticks to his duties), John Dunn (The Court  
   Messenger - without a head), Tilly Andrews (Beauty - the great original), H. Simmonds (The Beast - a brute  
   who wants to seize her), Harry Daniels (Aquilina - not a beauty, though Beauty's eldest sister), Harry Leston  
   (Runamin - Court Peeler and Tipstaff), Gerald Dillon (The Captain - who keeps no Clarke, Paddles his own  
   canoe, a good Walker, does it Brown, and takes Payne to please his passengers), A. Andrews (Phlunki - very  
   funkey), George P. Carey (Lord Mayor), Alice Spencer (Amazonian Chief - who would amaze anyone);  
   Harlequinade - E. McLean (Harlequin), Nelly Russell (Columbine), E. B. Russell (Clown), G. P. Carey  
   (Pantaloon), Harry Leston (Policeman). 
- The Signs of the Zodiac were billed as being played by: Master Ewes (Aries the Ram), Masters Eng and  
  Chang (Gemini the Twins), Master A. Roarer (Leo the Lion), Master Shortweight (Libra the Scales), Master  
   Young Beau (Sagittarius the Archer), Master Rivers (Aquarius the Waterman), Master Metcalf (Taurus the  
   Bull), Master Crawler (Cancer the Crab), Miss Sydney (Virgo the Virgin), Master Stinger (Scorpio the  
   Scorpion), Master Billy (Capricorn the Goat), Master Schnapper (Pisces the Fishes).  
- Minor characters incl. Heralds, Suitors, Aldermen, Soldiers, beasts, Guards, Big Heads, Thick Heads, Black  
   Pages, White Pages, Statues, Monkeys etc. 
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A FROGGEE WOULD A WOOING GO; OR, HARLEQUIN AL KOHOL, THE 
BAD DJINN, THE PRETTY PRINCESS AND THE FAIRY OF THE DANCING 
WATER:   [pantomime]   Lib Adapt. Garnet Walch; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1875 
 Although most likely adapted from William Brough's Frog He Would a Wooing Go, it is also possible that the 
original source may have been an anonymous pantomime which premiered in Brighton (UK) in 1874 under the title 
Froggy Would a Wooing Go; Or, Harlequin Lily White Duck, the Pretty Princess, and the Fairies of the Dancing 
Water. The story begins with a prologue, set on a beach at Sorrento, where the Stewart sisters and H. R. Harwood 
discuss the subject of the next pantomime. The demon Djin Al Kohol then enters and promises to aid the Frog King in 
his attempt to win the hand of Princess Zu Zu.  In this scene "plentifully interlarded with local allusions" they contrive 
to carry off Princess Zu Zu if all else fails. The pantomime then moves to the palace of King Djol Sopht and Queen 
Schezatarta (the real power of the realm), Froggee arrives at the court and presses his suit for the hand of the princess, 
but his intentions are put on hold when the royal parents decree that the successful suitor must first procure a bottle of 
water from the fountain of dancing water, which is believed to exist somewhere but no one has yet found it. Froggee 
soon learns that his most ardent rival is, Prince Agib, who is being assisted by the good fairy Namoune. After 
adventures in various locales, including the palace of King Loll-I-Pops, the Peri Lake, the cave of Al-Kohol (which sees 
him present a peep show panorama of the Prince of Wales' route to the East), and Banyon Groves. Eventually, with the 
help of the good fairy Prince Agib wins his quest and is granted the hand of Princess Zu Zu, who naturally has been in 
love with him all the time (ARG: 28 Dec. 1875, 6). The panorama consisted of 12 views beginning with Windsor Castle 
and moving though Venice, the Red Sea, Madras, Calcutta and other localities.  
Writing of this production the Age theatre critic records: "The perplexities that beset a theatrical management 
[which] has to provide entertainment for a fastidious public are brought prominently forward in the opening scene, and 
Mr Harwood is represented as endeavouring to draw some inspiration from the sea on the sands at Sorrento. The brain-
cudgelling is overcome by a frog, which obligingly appears on the scene, and suggests the idea that frog known to fame 
who would a wooing go. The notion is handed over to Mr Walch whose fertile imagination concocts a perfect story of a 
frog in love, assisted in his love by a demon named Al-Kohol. The machinations of the froggie end in his taking to his 
native waters and being swallowed up by an enormous white duck, the mechanism and portraiture of which are not 
faultlessly true to natural history. The duck appears in fact to be as tardy in swallowing Froggie as the audience 
sometimes were in taking the puns and jokes interspersed throughout the piece. However, the earnest love of Prince 
Agib… after innumerable crosses is rewarded by his securing the hand of Zu Zu, a fair princess, and they are eventually 
raised to the seventh heaven of the transformation scene by the good Peri Namoune… who watches over Zu Zu and her 
lover, and finally secures them the enjoyment of a happy wedlock in spite of covetous rivals, in spite of Al-Kohol, [and] 
in spite of Froggee and all his amphibious troop. Mr Walch has attempted to acclimatise the pantomime as far as 
possible, but the effort to transplant such a species of entertainment has proved in his hands, and will probably remain, 
an unaccomplished task. An author might as well attempt to make ghost stories and haunted houses racy of the soil, as 
to attempt to produce a really Australian pantomime. Excepting the mention of some native places and the introduction 
of some local hits, the production is purely exotic, oriental, and foreign as a piece could well be" (28 Dec. 1875, 3). 
 Two songs known to have been performed in the pantomime were: "The Magic of Music" (sung by Docy 
Stewart) and "Cosmopolitan Tom" (sung by Tom Wieland in the harlequinade). The Harlequinade itself was staged in 
three scenes: Sc 1. Petty's Butcher's Shop and Hutchen's Bakery; Sc 2. Duncan's Royal Arcade Kitchen; and Sc 3. 
Webster Watchmaker and Advertising Station.  
1875: Theatre Royal (Melb); 27 Dec. 1875 - 29 Jan., 2-4 Feb 1876              [34 pfms] 
 - Dir. Henry R. Harwood; Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings and George Coppin; 
  M Arr. Mr Hore (vocal music) and Frederick Coppin (incidental music and overture); S Art. Charles Brew,  
   John Hennings, Harry Grist and John Little; Chor. Mons. Massartic; Cost. Mde Jager; S Mngr. Mr Dampier. 
 - Troupe: Royal Burlesque Company. 
- Cast incl. H. Deorwyn (Djol-I-Sopht, a King of the Period), Docy Stewart (Prince Agib), Nellie Stewart  
   (Prince Selim), Constance Deorwyn (Prince Hassan), Richard Stewart (Roley the First, King of Frogland),  
   Florence Norman (Loll-I-Pops, King of the Land of Sweets and Comfits), Miss Maynard (Lord Al Ber Trock),  
   Jenny Watt (Lord Schoo Gar Kandi), J. Dias (Djellee (an attendant to King Loll-I-Pops), Henry R. Harwood  
   (Al-Kohol (a very bad spirit called in the Eastern language Djinn), J. R. Greville (Queen Schezatarta - the  
   considerably better half of King Djol-I-Sopht), Jenny Bryce (Zu Zu - her one fair daughter, with a weakness  
   for Agib), Maggie Stewart (Namouna - a Peri watching over Zu Zu), Miss Millman (Zelma - another Peri  
   doing very much the same), A. Nobler (Old Tommie - a good strong tumbler), Colonial Pinto (Shandiegaff), J.  
   Caesar (Sir Officer), Mr Tippler (Raw Whiskie - a dangerous spirit), Boleno Brown (Allale), Joey Brooks, Mr  
   Maynard, Rosalie and Heloise Duvalli (dancers), Baby Osborne (dancer); Harlequinade - Mons. Massartic  
   (Harlequin), Constance Deorwyn (Harlequina), Rosalie Duvalli (Harlequin - a la Watteau), Heloise Duvalli  
   (Columbine 1), Alice Deorwyn (Columbine 2), Tom Wieland (Clown), Boleno Brown (Pantaloon).  
- Minor characters incl. Zaidee, Coralie, Silvermist, Sparklingdew, Nymphs, Rosey Lips, Golden Hair,  
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   Lilybell, Snowdrop, Forget-me-Not, Twinklingeye, Prettifeet - ("by a number of ladies too beautiful to be  
   named"); Nubians, Fairy Dancers, Barley-Sugar Courtiers, Royal Grooms, Corps de Ballet etc. 
 
 ACP2: (1997), v. pags.   
 "Theatre Royal." A: 28 Dec. (1875), 3. 
 "Theatre Royal." ARG: 28 Dec. (1875), 6. 
 
 
FORTUNATAS, AND THE MAGIC PURSE AND THE WISHING CAP; OR, 
HARLEQUIN LITTLE KING PIPPIN: [pantomime]  Txt. Mus incl. Alberto Zelman 
 Adapted from E. L. Blanchard's original pantomime, Little King Pippin; Or, Harlequin Fortunatus and the 
Magic Purse and Wishing Cap (1865), this W. S. Lyster-produced production is said to have been contained 
"localisations [that had] been neatly engrafted on to the original words" (A: 28 Dec. 1875, 3). The identity of the 
adapter is unknown.  
The story begins in the Temple of King Mammon where his worshipers prostrate themselves before him and 
attendant elves (coins of the realm) bow before his mightiness. Fortune then enters and chides the king for causing the 
grinding down of wages, the sanding of sugar, the rigging of the stock exchange and other greeds. After reminding 
Fortune that public charities are often built from well-filled pockets, and demonstrates his largesse by offering her an 
inexhaustible purse, to be given to whomever the goddess chooses but on the condition that good use is made of it. The 
scene then changes to the Haunt of Fancy (a sea-shell grotto) where the audience is introduced to Outatelbow, a ruined 
merchant who although in the process of having all his goods seized by creditors is nevertheless happy because his son, 
Fortunatus, is coming home from school that same day. After arriving home and greeting his father and mother 
(Gratiana), Fortunatus heads off into the port where he first meets the earl of Flanders, and is given a position as the 
Earl's page, and then King Pippin, who mysteriously appears and offers to sell Fortunatus his wishing cap. Out of 
money the young and in the midst of sadness, the lad's opportunity for a good life is about to disappear when Fortune 
intervenes and offers him one out of six wishes. He naturally asks for money and is given the inexhaustible purse. The 
purse is fist used to buy off some pirates who are about to kidnap him for his wealth. In Act 2, the scene changes to the 
court of King Pippin. The King is being told by his Chancellor that the kingdom's immediate financial woes won't be 
solved by increasing taxes or applying new duties. When Fortunatus arrives at the court, however, he offers to buy the 
king's wishing cap with more money than the treasury will hold. The king agrees but greed temporarily overwhelms 
him and he attempts to stab the lad in order to steal the purse. The attempt fails, however, when the king is distracted by 
the tumultuous commotion of people outside the palace demanding the king's abdication for not paying the country's 
bills. As Fortunatus is about to use the distraction to wish himself a thousand miles away, the king grabs hold of the hat 
and the pair are whisked away together. Arriving in the realm of Flanders where they partake of adventures together, 
one of which sees Fortunatus win the hand of Agrippa, the Earl of Flanders' daughter after a tournament. When the earl 
finds out that his future son-in-law is none other than the son of Outatelbow and Gratiana he forbids the marriage. 
Fortunatus then uses the cap to wish himself, Pippin and Agrippa into rarefied regions five miles above earth. Fortune 
then presents herself and points to the moral that prudence should govern generosity. The pantomime then undergoes to 
the traditional transformation scene, underscored by music from the Mermaid's Song in Oberon (A: 24 Dec. 1875, 3). 
 Songs known to have been incorporated into the production were: "Tommy Make Room for your Uncle" and 
"Mynheer Van Dunck" (sung by Henry Bracy), and "Some Lovers are so bashful" (Alice Wooldridge). Advertising 
published in the Argus indicates that Alberto Zelman "selected, arranged and partly composed" the musical programme 
(27 Dec. 1875, 8). 
1875: Opera House (Melb); 27 Dec. 1875 - 15 Feb. 1876 
 - Prod. W. Saurin Lyster; M Dir/Arr. Alberto Zelman; Orch Ldr. Thomas Zeplin; S Art. Alexander Habbe. 
 - Cast incl. Emile Melville (Fortunatas - a charming young fellow), Clara Thompson (Little King Pippin - Aye!  
    every inch a king), Alice Wooldridge (Agrippa, daughter of the Earl of Flanders), George Leopold  
    (Theodorous Outatelbow - a Greek merchant and levanter), Mde Arthur Bell (Gratiano, mother of Fortunatus),  
    Henry Bracy (Bras-de-Fer - Earl of Flanders), G. A. Johnson (Hyke ten Snyderlyk - his Lieutenant), John  
    Forde (Rumbustico - an Algerian Pirate), Edward Farley (Chancellor of the Exchequer), Mr Hogan (Greek  
    Commissioner of Bankruptcy), Jeannie Winston (Fortune - what we all desire), Mrs J. H. Fox (Fancy - an  
    agreeable one), Bessie Royal (Another Agreeable Fancy), C. H. Templeton (Mammon - Monarch of Money);  
    Harlequinade -  Henry Leopold (Harlequin), W. P. Morrison (Pantaloon), Frau. Fannie [aka Mrs Tom  
    Leopold] (Columbine), F. Darbyshire (Clown), Blanche Leopold (Harlequina), W. Johnson (Policeman),  
    Mater Albert Leopold (Sprite). 
 
 "Opera House, The."  A: 24 Dec. (1875), 3. Prev.  Incl. detailed synopsis of plots and incidents. 
"Opera House, The."  A: 28 Dec. (1875), 3. 
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1876 
 
 
THE KING OF UTOPIA:   [burlesque]  Txt Adapt. Perry Leach; Mus. Mr Jeffray 
 Localised by Leach from an unknown burlesque. 
1876: Apollo Hall/Bijou Theatre (Melb); 26 Feb. - 1 Mar.          
 - Lse. Charles O'Brien; Mngr. George Beaver and Charles O'Brien. 
 
 ACP2: (1997), v. pags.     
 Editorial. ARG: 29 Feb. (1876), 5.    [rnib] 
 
 
FATIMA THE FAIR; OR, THE BEAUTY, THE BELLE AND THE BEARDED 
BASHAW:   [burlesque]  Txt. Charles A. Sherard; Mus. [n/e] 
#  Charles A. Sherard, 1876 
 A burlesque utilsing opera-bouffe and other music. The story is based on the original plot in which Bluebeard 
desires Fatima as his wife. Hymen is able to thwart the influence of Mormonetta and thus helps Fatima marry Selim. 
1876: Academy of Music (Ballarat, Vic); 21 Apr.      [benefit] 
- Troupe: Ballarat Comus Club. 
1876: Mechanic's Institute (Geelong, Vic); 24 Aug. 
 - Dir. R. M. Lewis. 
 - Troupe: Ballarat Comus Club. 
 
 ACP2: (1997), v. pags.    
 GA: 25 Aug. (1876), n. pag. 
 
 
PLUTO; OR, THE MAGIC LYRE:   [burlesque]   Txt Adapt. Garnet Walch; Mus. [n/e] 
 An extravaganza adapted from H. J. Byron's Orpheus and Eurydice; Or, The Young Gentleman Who Charmed 
the Rocks (1863), Garnet Walch's treatment is said to have altered the original "almost out of recognition." It its review 
of the Theatre Royal premiere, the Argus records: "It has been very greatly curtailed, and some of the characters are cur 
down to mere indications. There is some pretty music, however, introduced, the scenery is to match, and some of the 
local puns and allusions contributed by Mr Garnet Walch told extremely well" (22 May 1876, 6). 
1876: Theatre Royal (Melb); 20-26 May                
 - Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings and George Coppin; M Dir. Harcourt Lee; S  
    Art. John Hennings, Harry Grist and John Little. 
- Troupe: Royal Burlesque Company. 
- Cast incl. W. H. Lingard (Pluto), Alice Dunning [Mrs Lingard] (Orpheus), Marion Leslie (Aristaeus), Alice  
   Deorwyn (Apollo), Jenny Bryce (Eurydice), Mrs E. Bryer (Queen Prosperpine), Mr Bolton (Clothilda), J.  
   Caesar (Charon). 
-  NB: Marion Leslie made her debut stage appearance in the colony with this production. Pluto was presented  
   as a double bill with the comedy Our Boys. 
 
 ACP2: (1997), v. pags.   
 "Theatre Royal."  ARG: 22 May (1876), 6. 
 
 
ALPINE APPLES; OR, HARLEQUIN INTELLIGENCE AND SWISS ABC:    
[pantomime]  Lib Adapt. E. Lewis Scott; Add Mat. Bland Holt; Mus. [n/e] 
#  S. Glassop, 1876 
 A localised pantomime possibly adapted from H. J. Byron's burlesque William Tell with a Vengeance; Or, The 
Pet, the Patriot and the Pippin (1867). In this adaptation of the famous William Tell story, the hero battles against the 
tyrant Gessler. It also contained allegories concerned with the displacement of Ignorance, Prejudice and Superstition by 
Education, the Press, Intelligence and Discovery. Other principal characters include: Sarnem (a bilious gaoler with a 
secret), Emma (an elderly lady with a slight encumbrance), Albert (the slight encumbrance), Rosetta (daughter of 
Sarnem who thinks a good deal of herself but more of Albert), and Furst, Melchthal and Verner (patriots pure and more 
than usually simple). 
The pantomime scenes were played out in: Act 1, Sc 1. Caverns of Ignorance; Sc 2. Fairy Castles in the Air; Sc 
3. In the Clouds; Sc 4. Alpine Glen; Sc 5. Sarnem's Hut; Sc 6. On the Road; Sc 7. Forest Glen and Cascade; Act 2, Sc 1. 
Alphabet Castle; Sc 2. Sarnem's House; Sc 3. Market Place; and Sc 4. On the Road and Father Christmas Tableau. The 
Grand Transformation Scene comprised: 1. An English Homestead in Winter (dissolving scene), 2. Palace of 
Enchantment in the Regions of Fairyland; 3. Submarine Grotto; 4. The Golden Gate of the Nymph's Bower; 5. The 
Valley of Golden Ferns; 6. The Abode of Aurora. The Harlequinade was played out in three scenes: 1. Up and Down 
Street; 2. A Rural House near Pleasantville; and 3. The Village and Post Office. 
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The musical score, arranged by Walter Rice, was made up of popular songs of the time and airs from a variety 
of operas, notably: Le Voyage la Luna, Madame L'Archiduc, La Jolie Parfumeuse, Maritana and William Tell. 
 The comic scenes and harlequinade were written and directed by Bland Holt. 
1876: Royal Victoria Theatre (Syd); 23, 26 Dec. 1876 - 26 Jan. 1877               [27 pfms] 
 - Dir. B. N. Jones; M Arr. Walter Rice; S Art. Alfred Clint and Andrew Torning; Chor. M. Zavistowski; Cost.  
    P. Belfield and Mrs Franks; Com Sc. Bland Holt. 
 - Cast incl. Annie Pixley (William Tell), W. H. Seagrave (Gessler), Shaw Cross (Sarnem), Bland Holt (Emma),  
    Tilly Earl [Mrs John Edouin], (Albert), Jennie Grey (Erni, the patriot), Myra Kemble (1
st
 Intelligence/Furst),  
    Emma Rogers (2
nd
 Intelligence), Mr Booth (Ignorance), Laura Cassidy (Imagination), Mr Ryan (Syntax), Mr  
    Mowry (Cocker), Mr Milner (Lindley Murray), Miss Wilson, Miss Sutherland (Mechthal), Miss Lloyd  
    (Verner), Jenny Sharp (Rosetta), Mde. Christine (dancer), Mde. Ritta (dancer); Harlequinade - M. Zavistowski  
    (Harlequin), Bland Holt (Clown), Joe Tolano (Pantaloon), Mde Christine (Columbine), Mr Whelan (Sprite),  
    Mr Ryan (Policeman), and the Corps de Ballet. 
 - The 23 December performance was a dress rehearsal open to the public. 
 
 ACP2: (1997), v. pags.    
 SMH: 26 Dec. (1976), 8.  Advert.   Incl. extensive synopsis of scenes and characters. 
"Victoria Pantomime."  SMH: 27 Dec. (1876), 5.      [rnib] 
 
 
THE GAY MASQUERADE:    [musical sketch]   Txt. E. Lewis Scott; Mus. [n/e] 
 A musical sketch written by Scott for the Spencer family, requiring the actors to take on multiple roles. A 
Sydney Morning Herald advertisement indicates the story involved a sailor and servant characters (26 Dec. 1876, 8). 
1876: Spencer's Royal Philharmonic Theatre (Syd); 26 - 28 Dec.  
 - Cast incl. Clara Spencer (Annie, a servant maid/Hon. Carlton Fitzdandy/Katrina Klatterkrant), Alice Spencer  
    (Miss Walsingham) and Master Arthur Spencer (Dick, a lively servant/Ben Bunt, a sailor). 
 
 ACP2: (1997), v. pags.     
 SMH: 26 Dec. (1876), 8.     Advert.   
 
 
OFF TO THE WAR:   [musical sketch]   Txt. E. Lewis Scott; Mus. [n/e] 
 A musical sketch written by Scott  for the Spencer family, requiring the actors to take on multiple roles. The 
advertised cast list records such characters as: Eva Summerville (a lady of property), Selina Footlights (a stage-struck 
maiden), Caroline Sauerkraut (a German beauty), Ephraim Slick (a Yankee boy from Troy), Charles Slightly (a swell of 
the first water) and Mary Frost (an orphan girl).  
1876: Spencer's Philharmonic Theatre (Syd); 26 - 28 Dec.  
 - Cast incl. Clara, Alice and Master Arthur Spencer. 
1877: Spencer's Polytechnic (Syd); c Mar.  
 - Cast: Clara Spencer (Mary Frost/Caroline Sauerkraut/Selina Footlights/Kitty Flaherty), Alice Spencer (Eva  
    Summerville/Vivandiere) and Master Arthur Spence (Ephraim Slick/Charles Slightly/Tim Flaherty). 
 
 ACP2: (1997), v. pags.     
 SMH: 26 Dec. (1876), 8.  Advert. 
 
 
TWINKLE TWINKLE LITTLE STAR; OR HARLEQUIN JACK FROST, 
LITTLE TOM TUCKER AND THE OLD WOMAN THAT LIVED IN A SHOE:   
[pantomime]   Lib Adapt. E. Lewis Scott; Mus. [n/e] 
#  Charles Solomon, 1876 
Although the published version of this pantomime claims that the introductory story was written by Englishman 
John Strachan, the Sydney Morning Herald theatre critic argues that it has "been so completely localised by Mr E. 
Lewis Scott that the whole dialogue must be regarded as purely colonial."  The libretto is said to have included 
numerous satirical and topical references to the Sydney scene, politics, personalities, and issues such as wowsers, 
swindlers, food prices, Parliamentary behaviour, the reform of the Upper House, strikes, teetotallers and anti-alcohol 
legislation. The music and songs were adapted from both operatic arias and popular songs of the day. The Herald's 
critic describes the production  as "a farrago of old fables [consisting] of a happy mixture of the story of Tom Tucker 
and the old woman who lived in a shoe together with Twinkle Twinkle Little Star and some mythological business" (27 
Dec. 1876, 5). The storyline sees Twinkle Twinkle, the beloved of Tommy but also the object of the Emperor of 
Bagatelle's affection, being kidnapped by the latter with the aid of King Winter. Tommy and Twinkle are reunited, 
however, through the aid of the Stars and Icicles led by Diana, Queen of the Night and Jack Frost.  
 The "Sights and Doings," as advertised in the Sydney Morning Herald are: Sight 1. The Ice-bound Home of 
King Winter (incl. a scene of Australian Christmas); Sight 2. The Beautiful City of Stars; Sight 3. Cloudland; Sight 4. 
Interior of Dame Tucker's Cottage; Sight 5. A Forest Glade in Bagatelle Empire; Sight 6. Throne Room in the Palace of 
King Winter and Grand Panorama; Sight 7. A Tangled Wood; Sight 8. Diana's Sylvian Retreat and Grand Ballet of 
Stars; Sight 9. Exterior of Dame Tucker's Cottage; Sight 10.Bagatelle Castle (incl. The Emperor's Silver Guards, Dian's 
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Gold Guards, King Winter's Crystal Guards and Grand Amazonian March); Sight 11. Debatable Ground; Sight 12. A 
Gloomy Pass; Grand Transformation Scene (by W. J. Wilson) - 1. Spring; 2. Summer; 3. Autumn; 4. Winter; 5. Golden 
Corridor and Caves of Dazzling Splendour; and Harlequinade - 1. Two well-known Sydney shops, 2. Interior of a local 
Boarding House; and 3. Oloothter's Shop. 
[NB: It is unclear if there is also any relationship this adaptation and Marcus Clarke's version, produced under the same title in 1873] 
1876: Theatre Royal (Syd); 26 Dec. 1876 - 19 Jan. 1877  [24 pfms] 
-  Prod/Lse. Samuel Lazar; S Art. W. J. Wilson and W. Kinchella; M Arr/Dir. B. Levy; Chor. Alfredo  
   Borzoni and E. Mclean; Cost. Madame Croucher; Com Sc J. A. South. 
 - Cast incl. J. J. Welsh (King Winter), Annie Lyons (Jack Frost), Nellie Daisy (Diana, Queen of Night), Marion  
    Leslie (Twinkle Twinkle, the Evening Star), Emma Rogers (Radienta, a sister star), J. P. West (Emperor of  
    Bagatelle), C. Brown (Baron Tee-to-Tum), Harry Leston (Lord Humming-ton), J. A. South (Dame Tucker),  
    Maggie Oliver (Tommy Tucker, her son), George P. Carey (Dickey, his younger brother); Harlequinade - E.  
    McLean (Harlequin), Mrs E. McLean (Columbine), J. A. South (Clown), George P. Carey (Pantaloon). 
 - King Winter's court, comprising the characters Hurricane, Autumn, Snowfall and Coldblow, were listed  
    as being played (respectively) by Mr Blowhard, Mr Shady, Mr Flacky, Mr Chilly. 
 - Other characters incl. Georgy, Bill, Jim, Johnny, Sam, Charley, Fred, Gus, Harry, Mike, Patsy, Tim, Barney. 
 
 ACP2: (1997), v. pags.    
 "Theatre Royal Pantomime."  SMH: 27 Dec. (1876), 5. 
 
 
HEY DIDDLE DIDDLE THE CAT AND THE FIDDLE, THE COW JUMPED 
OVER THE MOON; OR, HARLEQUIN SING A SONG OF SIXPENCE, A 
POCKET FULL OF RYE, AND THE FOUR AND TWENTY BLACKBIRDS 
BAKED IN A PIE:  [pantomime]  Lib. Garnet Walch; Mus. [n/e] 
#  Azzoppardi and Hildreth, 1876 
#  H. Solomon, 1878 
 A pantomime with operatic airs and popular songs of the day, the production, the 1878 publication declares the 
work as having been "localised, plagiarized, treatised, temporized, satirized, not warrantised but advertised" (1). The 
Argus theatre critic, in reviewing the 1876 production, writes of the author's efforts: "Mr Walch exhibits his wonted 
faculty for word twisting, which is indeed carried to an excess and also his ingenuity in local allusions" (27 Dec. 1876, 
6). These topical hits included numerous topical and satirical references to the Melbourne scene, personalities and 
issues (the Melbourne Cup, free trade, protection and the denouncing of blackbirding). 
The prologue staged over two scenes, begins in the home of Giacis the Ice King. While the king's subjects busy 
themselves making ice, Old Year hopes that his failing health may benefit from the bracing atmosphere of the North 
pole, but instead finds himself removed forever from the public gaze by Father Time "in true Mephistophelian fashion." 
Other characters present include: Boreas, Longest Night, Shortest Day, Northern Lights, Christmas Candles and the 
Signs of the Zodiac. The second scene is set in Victoria on New Year's Morning. New Year and her attendants the Four 
Seasons are visited by Christmas, Boreas and others, all of whom are on a little tour of the antipodes. Young Australia, 
a most precocious youth, enters and claims his annual pantomime, which is immediately conceded to him. It is 
subsequently decided that all present shall take part in the piece and as well as all mortals passing at the time. The 
arrival of Ye Wicked Squatter, Fair Victoria and Ye Loafer forces Father Christmas to commence the pantomime 
immediately and the prologue segues into the first act of the pantomime proper.  
The story begins in a fishing village on the coast of Nowhere. Here Bruno ('a fast youth, who cuts his eye teeth 
and his family at an early age') and Blondo ('his brother, a much better boy') live with their parents Gaffer and Gammo. 
When Mary the Maid of the Inn gives Blondo a lucky sixpence and Bruno a bag of rye, the latter brother is not happy 
and endeavours to sell the rye. He manages to get the sixpence later, however, when Blondo exchanges it for Bruno's 
blackbird (which is about to be tortured because it won't sing) and the rye. The bird is subsequently released but finds 
itself pursued by an eagle. After managing to escape the bird is transformed into the beautiful geni (and Blondo's 
protector), Pluma. The eagle in turn becomes Aura, the sinister geni attached to Bruno. Pluma tells Blondo that with her 
help he will achieve fame and fortune and win the hand of the beautiful Princess Caressa, who she shows him in a 
vision. Before Blondo sets off on his quest Pluma turns his bag of rye into travelling companions - a cat that plays a 
fiddle, a cow that can jump over the moon, a little dog that laughs to see such sport and a dish and a spoon. Meanwhile 
Aura has managed to show Bruno the same vision and subsequently urges him to stall his brother and win the princess 
himself. In a scene titled "Around the World in Three-and-a-half Minutes" (see note below) Blondo, Bruno, their 
parents and Mary set out by train to the palace, meeting on the way a mysterious (and often disguised reporter) named 
Vagabond. After being charmed by Blondo's appreciation of certain clever newspaper articles, the stranger declares 
himself to be on the lad's side.  
At the court of King Hey Diddle Diddle, which is in preparation for a royal fete, the audience learns that King 
Hey Diddle Diddle has been deprived of his melodious voice following a dreadful accident in which he swallowed his 
penny whistle. Shortly afterwards Bruno, now an immensely rich prince courtesy of Aura, is presented to the king and 
Queen, who are so impressed by his wealth that they accept him as a suitor for the hand of their daughter. Unbeknownst 
to the king Count Opodeldoc (the king's physician) is conspiring with the court pastry cook (Von Krisiman) to serve 
poison lollies to the court during the fete. Their diabolical scheme is overheard by the disguised Vagabond, however, 
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and he declares that he will find a way to stop them. In the scene that follows Blondo manages to usurp his brother by 
dazzling the princess with his clever traveling companions. The king is also impressed by the young man's display and 
tells him that can choose a wife from the court should his cow manage to the magical feat claimed for it. Unfortunately 
just as the cow is about to make its leap (and so provide Blondo with his chance to claim Princess Caressa as his bride) 
Bruno rubs his magic sixpence and the cow fails to jump. Although greatly humiliated Blondo regains his composure 
upon the arrival of a giant blackbird pie. Reminding himself that as Pluma's protégé he is the champion of those birds, 
he denounces the crime of black birding and cuts open the pie. When he restores the birds to life and releases them, they 
turn immediately on the pie's maker and devour him, thereby taking away Count Opodeldoc's only ally. Forced to act 
quickly the count passes out the lollies and within seconds the court is in a state of horror and confusion as people fall to 
the ground stricken by the poison. When the Count informs everyone that they have less than five minutes to live, 
Vagabond (now disguised as an old astrologer) emerges with an antidote and distributes it to all. The Count manages to 
escape but not before hearing the astrologer's prophecy that all will be well in the kingdom when a cow jumps over the 
moon. He sets forth to knobble Daisy but is again foiled by Vagabond. At the same time Blondo manages to get back 
his lucky talisman when Bruno (who has suffered an unmerciful snubbing by the princess) loses it in an unguarded 
moment. Seeing his opportunity Blondo seizes the moment to take his beloved to a moonlight rendezvous in the 
Haunted Glenn, and it is here (with the aid of the sixpence) that Daisy jumps over the moon, and so brings about much 
happiness, reconciliations and of course the marriage between Blondo and Princess Caressa (A: 25 Dec. 1876, 3). 
The Argus indicates that the pantomime's principal character, "if not the hero" was Vagabond. The critic says of 
the role: "He becomes the watchful guardian of the youthful and virtuous hero [Blondo], frustrates the knavish tricks of 
his adversary [Bruno] and at length enables his protégé to induce the cow, familiar to us in infantile lore, to accomplish 
the wonderful leap which secures for the owner the wife of his choice. Mr Harwood gave a very humorous 
representation of this mysterious individual and appeared in the most wonderful disguises at the most opportune 
moments. At one time he habitated [sic] as a vagrant on the wallaby track, at another as a stocker ready and willing to 
drive an express train; next as the servant of the court physician and conspirator in chief, he was prepared notebook in 
hand, to jot down the unguarded utterances of the machinators [sic] and contrive means to defeat their schemes. [His] 
topical song, with its telling local allusions was well received, and is likely to become popular" (27 Dec. 1876, 6). 
The scene "Round the World in Three and-a-half Minutes" is described in the Age as "a most elaborate piece of 
mechanism representing as it does a railway train in full motion and passing a panorama of various views specially 
painted by Mr Hennings" (ibid, 3). The transformation scene, also by John Hennings, was titled "The Dream of 
Endymion." In an interview with the scenic artist, Hennings' explains that the scenes were created using models 
supplied from Mr Charles Brew of London.   
[NB: see also 1878 adaptation by Samuel Lazar] 
1876: Theatre Royal (Melb); 26 Dec. 1876 - 9 Feb. 1877             [40 pfms] 
 - Dir. Henry R Harwood; Prod/Lse. H. R. Harwood, Richard Stewart, John Hennings and George Coppin; M  
    Arr. S. Hore (vocal music) and Frederick Coppin (incidental music); S Art. John Hennings, John Little, Mr 
    Pincott, Charles Brew; Chor. Mons. Massartic and Mlle Rosini; Cost. Mde Jager; S Mngr. Stuart O'Brien. 
- Troupe: Royal Burlesque Company. 
- Cast incl. Henry R. Harwood (Vagabond/Ye Loafer), J. R. Greville (Count Opodeldoc/J. R. Greville), Mr  
   Taylor (Mary the Maid of the Inn), Richard Stewart (King Hey Diddle Diddle/Father Christmas), Nellie  
   Stewart (Princess Caressa, King Hey Diddle Diddle's only daughter/New Year), Docy Stewart (Pluma, a good  
   natured geni), Maggie Stewart (Aura, another geni, of a different genus), Lillie Alliston (Bruno), Ellen Travers  
   (Blondo), Alice Deorwyn (Giacis), Constance Deorwyn (Fair Victoira), Mrs E. Bryer (Queen Gertrude), Mlle  
   Rosine (dancer), Mons. Masssartic (dancer), Tom Wieland, Masters Tom and Sydney Wieland, Harry Sefton  
   (Old Year), Mr Deorwyn (Father Time), J. Caesar (Boreas), Master Cottier, Mr Levy.  
 
 ACP2: (1997), v. pags.    
"Theatre Royal."  ARG: 23 Dec. (1876), 9.  Incl. extensive synopsis of story and description of the transformation scene. 
 "Theatre Royal."  A: 25 Dec. (1876), 3. 
"Theatre Royal."  ARG: 27 Dec. (1876), 6. 
 
 
BLUE BEARD:  [pantomime]  Lib/Mus. [n/e] 
 Described in the Argus as the best pantomime seen at the Academy of Music in years, the production is said to 
have abounded in "lively dialogue, taking airs and amusing situations… One of the most pleasing incidents in the piece 
[being] a ballet by a dozen children dressed charmingly a la Watteau" (27 Dec. 1876, 6). 
 The scenic settings included: "The Dazzling Hall of Many Nuptials" (involved marble and malachite arches, an 
illuminated lake and distant garden), a Moorish chamber and Bluebeard's castle. The transformation scene was also 
praised by the Herald's critic, who reports that it first displayed a castle situated on heights above a picturesque lake 
with views of the sea, complete with rocks and caves obscured by golden haze. "When this disappears," writes the 
critic, "a gorgeous combination of fountains and gigantic baskets of fruit and flowers framed in feathers is revealed, and 
lastly the background is filled up by a sparkling waterfall, to which from every available point flock fairies, in cars 
drawn by birds of paradise, the whole forming a brilliant and beautiful picture" (ibid, 6). 
1876: Academy of Music (Melb); 26 Dec. 1876 – ca. Jan. 1877 
 - Cast incl. Mr Wallace (Blue Beard), Mrs Lewis (Selim), Mr Thorne (Corporal Zong Zong). 
 
 "Academy of Music."  ARG: 27 Dec. (1876), 6. 
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1877 
 
 
THE STREETS OF MELBOURNE:  [burlesque]  Txt/Mus. [n/e] 
 Reviewed in the Argus (14 Mar. 1877, n. pag.) as a burlesque containing a view of Burke Street by gaslight, and 
a narrative concerning a rustic's adventures in Melbourne. The story also contained a "great fire scene." 
1877: Apollo Hall (Melb); 10-23 Mar.    [12 pfms] 
 - S Art. Mr Kenny. 
- Troupe: US Minstrels. 
 - Cast incl. Lou Braham, Holly and Buckley, E. Amery, Mr Rockefeller, Mr Campbell. 
 
 ACP2: (1997), v. pags. 
 Editorial. ARG: 14 Mar. (1877), 5.                                [see also advert. -  ARG: 10 Mar. 1877, n. pag.] 
 
 
HELEN'S BABIES; OR, THE BEST CHILDREN IN THE WORLD: [play with music] 
 Txt Adapt. Garnett Walch; Mus. [n/e] 
Adapted by Walch from J. Habberton's best-selling novellette, this one act play with music tells the story of the 
famous babies Budge and Toddie.  Helen and her husband leave her babies in the care of their uncle (Harry Burton), a 
literary man, after promising that they are the "best children in the world." After one day Uncle Harry is driven to 
distraction. According to the Age, "the best and most racy portions of the book were given verbatim" while the work as 
a whole had to be boiled down in order to "bring the work within the compass of an hour’s performance" (20 July 1877, 
4).  
 Eric Irvin has noted in relation to the performances of Alfred, Lily and Rose that they "acted, sang, danced and 
recited" their way through the production (TA: Dec. 1977, 8-9). A review of the 1877 Sydney season also notes in this 
regard: "Mr Walch's dramatization… retains the chief features of the tale so far as they concern the children themselves, 
without touching the older persons more than is necessary to display the characteristics of the young ones. In short it is 
intended purely for Mr Dampier's children and for him, so far as he acts as a foil to them. The two little girls… are 
extraordinarily good as those terrible youngsters… Little Lily sings sweetly and both of them dance prettily (SMH: 14 
Sept. 1877, 5). 
1877: Theatre Royal (Melb); 20-27 July                  
 - Dir. Garnet Walch; Prod/Lse. Henry R. Harwood, Richard Stewart and John Hennings; B Mngr. John Bryan  
 - Troupe:  Alfred Dampier Company. 
 - Cast: Lily and Rose Dampier (Budge and Toddie), Alfred Dampier (Harry Burton), Charles H. Taylor (Col.  
    Lawrence), Stuart O'Brian (General Mayton), Maggie Stewart (Helen Lawrence), Nellie Stewart (Alice  
    Mayton), Constance Deorwyn (Susan). 
1877:  Queen's Theatre (Syd); 13-19 Sept.               
 - Lse/Mngr. L. M. Bayless; M Arr. Charles Austin; S Art. William Kinchela; S Mngr. Lachlan McGowan. 
 - Troupe:  Alfred Dampier Company. 
 - Cast incl. Lily and Rose Dampier, Alfred Dampier, Lizzie Bushe (Alice), Rose Willis (Helen), Maggie Knight  
    (Susan), Lancelot Booth (Colonel Lawrence), Lachlan McGowan (General Mayton), W. Andrews (Mike). 
1877: California Theatre (San Francisco); ca. Nov. 
 - Troupe:  Alfred Dampier Dramatic Company. 
1878: Broadway Theatre (New York); 14 Feb. - 
 - Troupe:  Alfred Dampier Company. 
1878: Gaiety Theatre (London); ca. Sept. 
 - Troupe:  Alfred Dampier Company. 
1878: (Birmingham, Eng); ca. Aug. 
 - Troupe:  Alfred Dampier Dramatic Company. 
1879: Theatre Royal (Melb); 18 Apr.         [benefit] 
 - Lse. George Coppin, John Hennings and J. R. Greville. 
 - Troupe:  Alfred Dampier Company. 
 - Cast incl. Lily, Rose and Alfred Dampier. 
1879:  Queen's Theatre (Syd); 30 May         [benefit] 
 - Lse. M. Hegarty; S Art. William Kinchela. 
 - Troupe:  Alfred Dampier Company. 
 - Cast incl. Lily, Rose and Alfred Dampier, Beatrice Lister, Marian Willis, Kate Douglas, Mr Inglis, Lachlan  
    McGowan, Harry Leston. 
1880: Queensland Theatre (Bris); 28-30 July 
 - Lse. Mr Shepperson and Mr Howard. 
 - Troupe:  Alfred Dampier Company. 
 - Cast incl. Lily, Rose and Alfred Dampier. 
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 ACP1: (1997), v. pags.    
"Helen’s Babies."  A: 20 July (1877), 4. 
"Queen's Theatre."  SMH: 14 Sept. (1877), 5. 
 
 
LOW-END GRIN:   [burlesque]   Txt Adapt/Mus. [n/e] 
 A musical burlesque based on Wagner's opera Lohengrin.  It uncertain as to whether or not this production was 
the Australian premiere. 
1877: St George's Hall (Melb); 10-15 Sept. 
 - Lse. R. J. de Lias; Mngr. Thomas Kennedy. 
 - Troupe: Original Georgia Minstrels. 
 - Cast incl. Billy Sanders, Charles B. Hicks, Billy Wilson, Charles A. Crusoe, Taylor Brown, Jimmy Mills, Sam  
    Keenan, W. J. Morton, Mr Brown, Mr Mills, David A. Bowman, Walter Mills, Johnny Matlock, Joseph  
    Thomas, Andrew Jackson, H. Ellis, Joseph Anderson, Thomas Easton, Kaston Hoskea [aka Hosea Easton]. 
 
 ACP1: (1997), v. pags.   
 
 
HUMPTY-DUMPTY (WHO SAT ON A WALL); OR HARLEQUIN KING 
ARTHUR, HIS THREE SONS, THE PRINCESS ROSELEAF, THE KNIGHTS OF 
THE ROUND TABLE AND THE FAIRIES OF THE FERNY FERNS:   [pantomime]   
 Lib Adapt/Mus. [n/e] 
#  Henry Solomon, 1877 
 Adapted either from John Strachan's Humpty Dumpty pantomime, or from the Carrington and Eville adaptation 
of the same work (1874). The Fern Fairy foils the plans of Flambeau the Fire King and his ally Humpty Dumpty who 
wished to wed Princess Roseleaf. Prince Prettyboy overcomes obstacles to win her. The Sydney Morning Herald critic, 
although suggesting that the production was too long, nevertheless wrote: "No one can complain of the want of fun and 
amusement in it… Of course there is a mere thread of a story to hold the introductory part together, but there is an 
abundance of local allusions and the usual supply of excruciating puns to keep the amusement alive (27 Dec. 1877, 5). 
In addition to the traditional transformation scene the production also included as double harlequinade, comprising both 
adult and juvenile performers.  
 The production contained songs adapted from operatic and other music, and made numerous references to the 
Sydney scene, politics, theatre, and J. C. Williamson's production of Struck Oil.  
1877: Theatre Royal (Syd); 26 Dec. 1877 - 25 Jan. 1878              [30 pfms] 
- Dir/Prod/Lse. Samuel Lazar; M Arr/Cond. W. J. Rice; S Art. W. J. Wilson. 
 - Cast incl. George P. Carey (Humpty Dumpty), J. J. Welsh (Flambeau the Fire King), Charles Brown (King  
    Arthur), Rose Stella (Princess Roseleaf), Emma Rogers (Will o' the Wisp), Marion Leslie (the Fern Fairy),  
    Dolly Carey (Maidenhair, attendant to the Fern Fairy), Lilly Holmes (Larkspur, attendant to the Fern Fairy),  
    Maggie Oliver (Prince Pretty Boy), May Vivian (Prince Toi De Roi), James A. South (Prince Borbee), H.  
    Florence (Minister for Mines), James Hasker (Physician), A. Elliott (Twelfth Knight), Harry Leston (Queen  
    Graimair), Mary Melville (Lady of the Chamber), Fanny McLean, Sammy McLean, Master Perman, Mr  
    Levey, Frank Wilson, Nelly Lake, Lilly Compton, Kitty Crucher, Kitty Clay, Fanny Lane (domestics).   
 
 ACP1: (1997), v. pags.   
 "Theatre Royal." SMH: 27 Dec. (1877), 5.       
 
 
HARLEQUIN AND THE FORTY THIEVES:   [pantomime]  Lib. Frank Edwards; Mus. [n/e] 
 Described in advertising as having been "faithfully translated from the original Arabic manuscript by E. L. 
Blanchard, Esq., with annotations local, vocal and jokal and Moke-al by Mr Frank Edwards, author of "Der Schwartz 
Eggsbexperiences" (ARG: 24 Dec. 1877, n. pag.), the original pantomime (simply titled The Forty Thieves) had been 
staged in London the previous year. The Argus theatre critic was largely unimpressed by the Melbourne production 
overall, writing that there was not much to say about the acting and that the transformation scene had "only a qualified 
claim to approval.  "The panorama of the Russo Turkish War [included in the first act], however, is in Mr Hennings' 
best manner, and is quite worthy of his reputation. It consists of 11 views… [which] are illustrative of the present war, 
and although they are apparently all taken from engravings with which we have been made familiar, they fully merit the 
distinction of originality on the score of colour effect. They are all excellent, but that which will probably impress itself 
most strongly upon the attention is "The Mouth of the Blue Danube at Sunrise. It is full of poetry." With regard to the 
storyline, the same critic suggests that although "dramatically represented in every conceivable fashion… it serves little 
else than to furnish an excuse for scenery and groupings. In respect of the dialogue it has not much to boast of, even in 
its original form, and the local matter which has been interpolated has but a small claim to be considered wit. It consists 
chiefly of allusions to the majority in the Legislative Assembly and the Berry Government, both of which people are by 
this time tolerably well tired of" (25 Dec. 1877, 7).  
 The synopsis of scenery, as published in the Argus is: Act 1. Market Place in Bagdad; The Date Grove; 
Enchanted Cavern in the Depths of the Forrest; The Divan of the Genii; Act 2. Ali Baba's House in the City of Bagdad; 
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The Courtyard, by Moonlight with distant view of the City, on the banks of the Tigris; Grand Reception-room in Ali 
Baba's house; Grand Transformation Scene "The Four Seasons;" Harlequinade and "Gorgeous Last Scene." 
The first act also included "Henning's Royal Map of the Turco-Russian WAR" [sic], comprising: First View - 
The Black Sea, Dirty Weather; Turkish Fleet on the Alert. Second View - Mouth of the Blue Danube (Sunrise). Third 
View - First Turkish Disaster, Total Destruction of the Lufti D'Jill, Turkish Monitor. Fourth View - Famous Passage of 
the Danube by the Russians, 27
th
 June 1877. Fifth View - A Russian Boat Struck by a Turkish Shell. Sixth View - Left 
on the Road, Food for the Vulture's Maw. Seventh View - Night Camp in the Balkans. Eight View - The Schipka Pass. 
Ninth View - Battle of Pievna. Tenth View - After the Battle. Last View - Bombardment of Nicopolis.  
1877: Theatre Royal (Melb); 24 Dec. 1877 - 1 Feb. 1878              [31 pfms] 
 - Dir. J. R. Greville; Prod/Lse. Henry R. Harwood, Richard Stewart, John Hennings and George Coppin;  
   M Arr. Frederick Coppin; S Art. John Hennings and John Little; Chor. Mons. Massartic; Cost. Mrs Jager;  
   Com Sc. Bland Holt. 
 - Troupe: Royal Burlesque Company. 
- Cast incl. J. R. Greville (Ali Baba), Elsa Carrington (Ganem), Lottie Graham (Morgiana), Florence Neville  
   (Abdallah), Sterling Whyte (Cassim), Jenny Bryce (Eureka), Jenny Watt, John Owens (Hassarac), Charles H.  
   Taylor (Cogia), Bland Holt; Harlequinade - Mons. Massartic (Harlequin), Joe Tolano (Pantaloon), Mdlle  
   Rosina (Columbine), J. Caesar (The Bobby). 
 
 ACP1: (1997), v. pags.   
 "Theatre Royal." ARG: 25 Dec. (1877), 7. 
 
 
JACK THE GIANT SLAYER:  [burlesque]  Txt/Mus. [n/e] 
1877: Colosseum Hall (Melb); 24 Dec. - 
 - Cast incl. Johnny Cowan, G. Conlan, Duvalli Bros. 
 
 
THE SLEEPING BEAUTY; OR, THE CHARMING  PRINCE WHO RESCUED 
THE PRINCESS:  [pantomime]  Lib Adapt. [n/e]; Mus incl. Frank Maeder and Thomas Zeplin 
 A burlesque pantomime which retains the outline of the classic fairytale with the addition of local allusions and 
hits at topical issues, along with "songs, dances, fun and frolic." In the Argus theatre critic's opinion the localisms could 
have been improved upon. "Instead of the light wit which shoots folly as it flies," he or she writes, "we are given direct 
blows, which in some cases might cause offence" (25 Dec. 1877, 7). The principle roles for the 1877 Melbourne Opera 
production were taken by N. Salsbury's Troubadour troupe, and under producer W. S. Lyster's management the 
pantomime was lavishly staged - "an outlay which will no doubt be amply recouped before the end of the season" 
proposed the Argus critic (ibid, 7). 
 The story concerns Princess Rosabel, daughter of the King of Ultimathule (a monarch given to invidious 
distinctions) is cast into a sleep of a hundred years by Hagrimosa, a wicked old witch. The princess is loved by both her 
loyal (but saucy) page, Florimond, and his rival (and "superior in appetite") Lackadaisy. Florimond eventually proves 
himself a prince, however, by awakening her with the help of seven fairy godmothers and the magic of love.  
 The synopsis of scenery and incidents as published in the Argus indicates the following: Act 1. Sc 1. The Haunt 
of the Ugly Hag; Sc 2. Corridor of the Royal Palace; Sc 3. The Royal Nursery; Sc 4. Haunt of the Hag; Sc 6. The Royal 
Nursery Gardens (incl. Royal Asiatic Cavalcade); Sc 6. A Bulbush Brake; Sc 7. The Royal School; Sc 8. Turrents of the 
Castle; Act 2. Sc 1. Tangled Glade in the Phantom Wood; Sc 2. Great Hall of the Palace; (incl. Grand Oriental Ballet); 
Sc 3. Gardens of the Palace; Grand Transformation Scene - "Love's Haven of Rest"; Harlequinade -[for a detailed 
synopsis of incidents see ARG: 24 Dec. 1877, 7]. 
 The songs presented in the pantomime were: "Grand Demon Chorus" (Hagrimosa and Imps), "Chorus of 
Cooks" (Chief cook and bottle washers), "Hungry Song" (Lackadasiy), Mrs McSorley's Twins (Mrs O'Gamp), Chorus 
of Courtiers" (Royal Glee Club), "Don't Make a Noise" (Lackadaisy and Courtiers), "Dolls" (Florimond), "Christening 
Chorus" (Sponsors and Attendants), "My Hand Upon It" (Hagrimosa and Imps), "Sing the Merry Song" (Courtiers and 
Attendants), ""Drink, Drink" (everyone), "Chorus of Consternation (everyone), "Driving Through the Park" 
(Hagrimosa), "Fairy Chorus (Amanda and Attendants), "With the Book and Slate" (Inspectors), " "Where Art Thou 
Now, My Beloved" (Rosabel), "My Simple Heart" (Rosabel and Florimond), "Lullaby" (original adaptation - Rosabel 
and chorus), ""Oh Fair Rosabel" (Florimond and chorus), "Promissory Notes" (Florimond), Original Medley (composed 
of Italisn, Scotch, Spanish, Irish, German, American, Neapolitan, French and English airs - Rosabel), "Love, Love" 
(Lackadaisy), "Topical Song" (Rosabel, Florimond, King, Lackadaisy and Mrs O'Gamp). "At Least I Shall Marry" 
(Rosabel, Florimond and chorus).  
1877: Opera House (Melb); 24 Dec. 1877 - 2 Feb. 1878 
 - Dir. N. Salsbury; Prod. W. S. Lyster; M Arr. Frank Maeder (songs and dances) and Thomas Zeplin (overture,  
    transformation scene and ballets); S Art. Alex Habbe; Cost. Mr Ford; Chor. Henry Leopold; Dir of  
    Harlequinade Tom Wieland. 
 - Troupe: Salsbury's Troubadours. 
 - Cast incl. The Royal Household - John Webster (King of Ultimathule), Blanche Corelli (Rosabel, his  
    daughter), Nellie McHenry (Florimiond), John Gourlay (Lackadaisy), N. Salsbury (Mrs Sairey O'Gamp, head  
    nurse to the royal baby), George Johnson (Lord Fussifumble, controller of everyone and everything but  
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    himself), James Hogan (Dr Birchbroom, tutor to the royal family), J. H. Fox (the Queen of Ultimathule, the  
    rather more than better half of the king), Kate Ramsden (Lady Salprunella, a lady-in-waiting for a husband),  
    Blanche Leopold (Amaryllis, favourite playmate of the princess), Sara Ford (Jesmond, a page); Assistant  
Nurses - Miss Kingston (Mrs Harris), Miss Fricotin (Mrs Grundy), Miss Wilton (Mrs Podgers), Miss Langden     
(Mrs Snodgrass); School Inspectors - Arthur Farley (Mr Reading), Mr Hutchens (Mr Riding), W. Johnson (Mr  
Rithmetic), H. Trevorah (Mr Jography); John Dunn (Ben, a woodcutter), A. Gordon (Wully, a woodcutter);  
The Disloyal Household - John Ford (Hagrimosa (an old hag who proves to be a revengeful spinster); Her  
Imps: R. Heartwell (Uglimugli), J. Gray (Hankipanki), Mr Risley (Winkiwuski), Mr Pedo (Hokipoki), Master  
Albert Leopold (The Green Dragon); The Seven Good Fairy Godmothers - Gertrude Graham (Amanda the  
Sweet Fairy of Love), Mabel Smith (Bellisima, the Sweet Fairy of Beauty), Blanche Leopold (Elegantia, the  
Sweet Fairy of Grace), Violet Childs (Specioca, the Sweet Fairy of Virtue), Carry King (Jecunda, the Sweet  
Fairy of Wit), Nellie Colson (Chrysola, the Sweet Fairy of Wisdom), Polly Angus (Sapientia, the Sweet Fairy  
of Wisdom); Harlequinade - Henry Leopold (Harlequin), Boleno Brown (Pantaloon), Tom Wieland (Clown),  
Kate Ramsden (Columbine), Thomas Zeplin (Conductor). 
 - Other characters include: Attendants, Royal Guards, Fairy Snowflakes, Courtiers, Pages, Royal Revellers. 
 - The cast was also supported by a chorus of one hundred singers. 
 
 "The Opera House."  ARG: 25 Dec. (1877), 7.                    [see also advert. - ARG: 24 Dec. 1877, 8] 
 
 
ROBINSON CRUSOE; OR, HARLEQUIN MAN FRIDAY: [pantomime]  Lib Adapt/Mus.  
 [n/e] 
 Possibly adapted by Mr and Mrs G. B. W. Lewis from the London production that starred Lydia Thompson and 
which played for over 200 nights, "and is now a tremendous success in America" (ARG: 24 Dec. 1877, 8), this version 
is said to have borne but a remote and grotesque resemblance to the tale of De Foe. The Argus critic notes, too, that it  
abounded in local allusions ("some of them well told") and contained an "Australian Harlequinade" (25 Dec. 1877, 7).   
 Concerning the adaptation the Argus critic writes: "The story, as developed in the introduction. Of course bears 
but a remote and grotesque resemblance to the tale of De Foe. The scene opens with a view of the jetty at Hull, where 
Crusoe and his friend Jem Cocks, a tragedian out of luck, are about entering upon a voyage to recruit [sic] their 
shattered fortunes, and are taking a tearful farewell of their lovers, Polly Hopkins and Angelica, who bear the separation 
with becoming calmness. The next scene is the sacred grove of the Indians on the island on which Crusoe and Cocks 
have been wrecked. The sisters Grey, as a couple of picturesque savages, introduced a double song and dance very 
effectively; and Miss Minnie Fischer and Miss Maud Walton as Angelica and Polly Hopkins, who have mysteriously 
reached the same island, sang a pretty duet which elicited a hearty encore. On the discovery of Cocks by the Indians he 
is at once made their king, with some remarkable ceremonies. A ballet by the imps of the desert, represented by children 
from four to seven years of age, is then introduced…. Cocks for a long time supposes that his companion Crusoe is 
drowned, but eventually the two have a joyful meeting and Crusoe presents to his friend his man Friday, a coloured 
person who knows much of the Magna Charta and the rights of British subjects. Meanwhile Polly and Angelica are 
abducted by a band of pirates, and the second act shows their lair in the Bay of Palms. Crusoe and his party have 
tracked the pirates, and they are tried for abduction, Cocks being the judge, Friday the Jury, and Crusoe advocate for the 
prosecution. The trial is made an amusing travesty, and in the end of it all it is that Crusoe and Cocks are united to their 
several lovers." The transformation scene represented a forest of fairy ferns, which the same describes as being "like a 
dream of tropical scenery" (ibid, 7).  
Songs known to have been incorporated into the production (2
nd
 edition) were: "I Haven't the Slightest Idea" 
(sung by Fred Thorne), "I Heard a Voice in the Tranquil Night" (Minna Fischer and Maud Walton), "Silvery Stars" 
(Ruth and Jessie Gray), "Recollections of the Past," "The Pigs Begin to Fly," "Correspondents of the Papers" and 
"Comme from Hong Kongee." 
1977: Academy of Music (Melb); 24 Dec. 1877 - 8 Feb. 1878 [return season: 24 May 1878 - one night only] 
 - Dir. Mr G. B. W. Lewis; Prod/Lse. Mr and Mrs G. B. W. Lewis; M Dir/Arr. Mr Wright; Com Sc. Walter  
    Carle; Chor. Mrs G. B. W. Lewis; Cost. Mrs Stafford. 
 - Cast incl. Mrs G. B. W. Lewis (Robinson Crusoe), Fred Thorne (Man Friday), Harry Daniels (Jem Cocks), H.  
    Douglas (Will Atkins), Maud Walton (Polly Hopkins), Hans Phillips (Wai-ho), Minna Fischer (Angelica),  
    Jessie Grey (Yiang Yiang), Mr Forbes (Sheriff), Mr Inglis (Citizen), Mr Marshall (1
st
 Pirate), Lizzie Dixon  
    (Gig), Ruth Grey (Oppoponax); Australian Harlequinade - J. H. Flexmore (The Australian Harlequin), Lizzie  
    Dixon (The Australian Columbine), Jessie Grey (The Australian Harlequina), Dave Gardner (The Australian  
    Pantaloon), Walter Carle (The Australian Clown).  
 - The second edition was staged from12 January 1878. 
 - The 1 February show was staged as part of a benefit night for Fred Thorne. 
 
 "Academy of Music."  ARG: 25 Dec. (1877), 7.                   [see also advert. - ARG: 24 Dec. 1877, 8] 
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RAINBOW REVELS; OR, A MEDLEY OF MIRTH, MUSIC, MISCHIEF AND 
MIMICRY:  [musical entertainment]  Txt. Garnet Walch; Mus. [n/e] 
Written for the Stewart family this potpourri musical entertainment contained a plot that enabled the cast to take 
on multiple characters.  The story essentially concerns a retired actor who amuses his three nieces by appearing before 
them in numerous costumes and impersonations. The girls decide to do the same. Advertising in the Brisbane Courier 
records that the production involved: 'Elegant dresses, English and Irish medleys, operatic scenas and quartettes [sic], 
German songs and duets, guitar solos, imitations of actors, terpsichorean duets etc" (30 July 1878, 1). 
Nellie Stewart recalls, in her autobiography My Life's Story, that "in 1877 Mr Garnet suggested that he should 
write an entertainment for us on lines broadly similar to that in which the Vokes Family in England had won such 
success, and that we should tour Australia with it. My father liked the idea, and Mr Walch wrote Rainbow Revels. From 
its inception [the work] was so successful that [he] wrote another medley called If. Father, Docie, Maggie and I were the 
entertainment, with brother Dick in front of house… I was enabled for once to sing and dance my fill, playing seven 
parts - school girl, Dutch girl, Irish girl, pantomime boy and so forth" (39-40). Indeed, the success of Rainbow Revels 
alone enabled the Stewarts to finance a tour of India and, after that, of America. 
1877: Mechanic's Institute (Launceston, Tas); 26 Dec. - 
 - B Mngr. Richard Stewart. 
- Cast incl. Richard Stewart (Actors - including Kean and Brooke/Deaf Gardener/ Frenchman/German/ 
   Irishman), Docy Stewart (Opera Singer/Irish Girl/Yorkshire Girl), Maggie Stewart (Scotch and Dutch girls),  
   Nellie Stewart ("Australian belle," Tasma Darlington, Irish girl, Dutch girl, Pantomime Boy, School Girl etc). 
1878: Prahan Town Hall (Melb); 22 - 23 Mar. 
- Cast as for previous Launceston season. 
1878: School of Arts (Syd); 1-19 July 
 - Cast as for previous Launceston season. 
1878: Queensland Theatre (Bris); 30 July - 29 Aug.             [10 pfms] 
 - Lse. James Thynne and Gerald Dillon. 
 - Cast as for previous Launceston season. 
 - Musician: Lee Harcourt (piano). 
1878: School of Arts (Syd); 2-7 Sept. 
- Cast as for previous Launceston season. 
1879: St George's Hall (Melb); 17-30 Mar.                  [12 pfms] 
 - Lse. Richard Stewart; M Dir. Harcourt Lee. 
 - Cast as for previous Launceston season. 
 - Musician: Lee Harcourt (piano). 
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LOHENGRIN IN A NUTSHELL:  [burlesque]  Txt Adapt. Garnet Walch; Mus. [n/e] 
 A burlesque of Wagner's opera Lohengrin. Elsa is accused by Count Frederick of having murdered her brother. 
Her champion, Lohengrin, arrives in a magic boat and defeats Frederick in a boxing match, thus winning Elsa. They are 
separated, however,  and Frederick conspires with the sorceress Ortrud to assassinate Lohengrin using the magic of the 
future. Frederick is killed (a burlesque of the "Keeping Scene" in The Shaughraun) but revived. Lohengrin's magic 
goose turns into Redmond Barry and he departs for Paris with Elsa. 
1879: Academy of Music Melb); 9-20 Mar.            
 - Dir/Lse. G. B. W. Lewis; S Art. Charles Massey. 
 - Cast incl. Mrs G. B. W. Lewis, Jessie Grey, Miss Brunton, Miss Dixon, Ruth Gray, Fred Thorne, Harry  
    Daniels, Mr Joyce, Mr Douglas. 
 
ACP1: (1997), v. pags.     
 ARG: 9 Mar. (1878), n. pag.    [rnib] 
 
 
ZULEIKA THE PIRATE QUEEN; OR, THE LOVER, THE LADY AND THE 
LONG-LOST CHILD:   [burlesque]   Txt. Charles A. Sherard; Mus. P. Needham 
 Billed as a "new and original extravaganza" and a "melo-dramatic extravaganza" containing love intrigues and a 
lost child plot set on an island ruled by the Queen of Pirates.  Local and topical allusions to Ballarat and the Melbourne 
newspapers were included. 
 While Needham is known to have composed the music for 1888 Melbourne production, it is not yet known 
whether he or someone else was responsible for composing the music for the 1878 version.  
1878: Academy of Music (Ballarat, Vic); 24 May 
 - Dir. R. M. Lewis. 
 - Troupe: Ballarat Comus Club. 
1888: Alexandra Theatre (Melb); 7-27 July    [18pfms] 
 - Lse/Mngr. B. Crofton; S Mngr. M. Lewis. 
 - Cast incl. Georgie Leighford, Miss Bufton, Arthur Lissant. 
 
 ACP1: (1997), v. pags.    
 AST: 14 July (1878), n. pag.    [rnib] 
 BS: 25 May (1878), n. pag.    [rnib] 
 
 
IF; OR, AN OLD GEM REST:    [musical entertainment]   Txt. Garnet Walch; Mus. [n/e] 
 The second musical entertainment written for the Stewart family by Garnet Walch. Nellie Stewart recalls, in her 
autobiography My Life's Story, that "in 1877 Mr Garnet suggested that he should write an entertainment for us on lines 
broadly similar to that in which the Vokes Family in England had won such success, and that we should tour Australia 
with it. My father liked the idea, and Mr Walch wrote Rainbow Revels (1877). From its inception [the work] was so 
successful that [he] wrote another medley called If. 
The story is set in a London boarding house run by Mrs Ferrett, whose lodgers decide to enact the Cinderella 
story in order to bring to her notice the plight of one of them. The first part is an operatic burlesque containing a medley 
of characteristic songs and dances. In the second part "the old gem" is a Cinderella burlesque. The date of an Australian 
premiere prior to the Sydney season is uncertain. 
1878: School of Arts (Syd); 20-26 July 
- Troupe: Stewart Family. 
- Cast incl. Nellie, Docy, Maggie and Richard Stewart. 
1878: Queensland Theatre (Bris); 10-17 Aug. 
 - Lse. James Thynne and Gerald Dillon. 
- Cast as for previous Sydney season. 
- Musician: Harcourt Lee. 
1878: School of Arts (Syd); 9-13 Sept. 
- Cast as for previous Sydney season. 
1879: Theatre Royal (Melb); 6 June       [benefit] 
 - Lse. George Coppin, John Hennings and J. R. Greville. 
- Cast as for previous Sydney season. 
 
ACP1: (1997), v. pags.   
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BLUE BEARD:    [burlesque]   Txt. Montague Grover; Mus. [n/e] 
 Referred to as an operetta ("written by a local author") in an Argus news item (2 Aug. 1878, 5), Blue Beard was 
later described by Grover as a burlesque (ARG: 28 Oct. 1878, 5). The Argus also indicates that the November revival 
included a prologue specially written by Grover (ibid, 5). 
1878: St Kilda Assembly Hall (Melb); 9 Aug.     [am] 
 - M Dir. Signor Zelman. 
- Cast incl. Mrs Bladen Neill. 
- Musician: Leon Caron (violin). 
- Staged as a drawing room entertainment in aid of the funds of the Victorian Humane Society. 
1878: Academy of Music (Melb); 12 Nov. [benefit]        
 - Dir. Mrs Grover and Miss Barber; M Dir. Signor Zelman. 
 - Staged as a joint benefit for the Children's Hospital and the Shipwreck Relief Society. 
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ALFRED THE GREAT:   [burlesque]   Txt. Marcus Clarke; Mus. Alfred Plumpton and Thomas Zeplin,  
 with Henry Keiley 
#  Charles Troedel, 1878 
 Billed as "a dramatic and musical fantasy" it contained songs to operatic and other music by Henry Keiley. The 
story concerns Merlin and Oberon who oversee the efforts of the Saxons to repel the Danish invaders - the Hamlet-
quoting King Guthrum and his formidable queen, Hecla. However, their daughter, Hildegarde, loves Egbert, who is a 
Saxon. Alfred loves Bertha, daughter of Dunulf the swineherd and burns cakes while they romance.  Dunulf is captured 
by the Danes, but is saved by the Saxons, leading to a happy ending with weddings and reconciliation blessed by the 
fairies. 
 The libretto contained rhyming couplets and blank verse, as well as some topical and satiric references, 
including patent medicine, advertising and the press. 
1878: Academy of  Music (Melb); 24 Dec. 1878 - 1 Feb. 1879 
 - Dir. Joseph Aarons; M Dir. Alfred Plumpton; S Art. Charles Massey; Cost. S. Calvert, Mrs Stafford and W.  
    Higinbotham, S Mngr. W. H. Wallace. 
- Cast incl. Annetta Scasi, Florence Slater, Emilia Pasta, Blanche Leopold, Ella Moxham, Una Brooks, Clara  
   Thompson, J. H. Fox, Miss Russell, Miss Clifton, Maggie Knight, Miss F. A. Lambert, C. H. Templeton,  
   Henry Bracy, George Leopold, Harry Leston, G. A. Johnson, J. F. Forde. 
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HARLEQUIN ROBINSON CRUSOE; OR, THE PIRATES OF PALM BAY AND 
THE INDIANS OF JUAN FERNANDEZ:  [pantomime]  Lib/Mus. [n/e] 
 The Sydney Morning Herald critic writes: "As may be imagined the old story of Robinson Crusoe is 
considerably altered to bring it into pantomimic form. Heroines are of course introduced to make up the love part of the 
affair, without which the whole thing would be incomplete… Several songs introduced into the pantomime caricaturing 
local events, and hitting off some of our colonial celebrities were among the most telling parts of the entertainment, and 
evoked warm applause, especially the popular allusions to the Chinese question. 
After Robinson Crusoe, his friend Gem Cocks and their beloveds, Polly and Angelica are shipwrecked on an 
island the girls are kidnapped by Will Atkins and his band of cut-throat pirates. Their rescue is complicated by the 
arrival of Indians, led by their young chief Oppoponax. Eventually, however, Crusoe and Cocks triumph over the 
pirates with the help of Friday. After a mock trial is held the pantomime winds up with a grand tableau and 
harlequinade.  
The transformation scene comprised: 1. The Fairy Hall of Delight; 2. Fairy Lakes of Water Lillies; 3. Point Lace 
Chamber (Cupid's Abode); 4. Grand Emblematic Christmas Card; 5. Resplendent abode of Aurora; and 6. The Grand 
Magic Change to the Abode of Morpheus.  
1878: Victoria Theatre (Syd); 24 Dec. 1878 – ca. Jan. 1879 
 - Scenic Art Alfred Clint. 
- Cast incl. Lydia Howarde (Robinson Crusoe), Bland Holt (Jem Cocks, a reduced actor, his friend and fellow  
   traveller), Edmund Holloway (Will Atkins, a pirate of the reddest dye), Mattie Daniel (Gig, his confederate),  
   Sam Poole (Friday), Lillie Marsh (Polly, Crusoe's beloved), Maud Walton (Angelica, Jem Cock's beloved),  
   W. Cargo (Sherriff), Joe Tolano (Abraham Isaacs), May Vivian (Oppoponax, a young chief), Anne Marsh  
   (Heliotype), Maud Douglas (Hyacinthe), Lena Edwin (Ylang Ylang, the Indian Queen); Harlequinade incl.  
   Bland Holt (Clown) 
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THE HOUSE THAT JACK BUILT; OR, HARLEQUIN JACK BRISBANE AND 
PRETTY LITTLE QUEENSLAND:   [pantomime]  Lib Adapt/Mus. [n/e] 
 Possibly adapted from W. M. Akhurst's pantomime The House that Jack Built; Or, Harlequin Progress and the 
Loves, Laughs, Laments and Labours of Jack Melbourne and Little Victoria (Melb, 1869), itself later adapted as The 
House that Jack Built; Or, Harlequin Jack Sydney (1871). Containing songs to operatic and other music, it was 
localised and arranged expressly for the Queensland theatre.  
 The settings, as advertised in the Brisbane Courier were: Act 1 Sc 1. Post Office Clock and the Signs of the 
Zodiac;  Sc 2. Fairy Land, the Changeling Jack; Sc 3. The Bowels of the Earth, the Fossils; Sc 4. The Demon Gold 
Mine, Underground Railway; Sc 5. Eastern and "the Kickers"; Sc 6. The Mine and the Demon's Term; Act 2 Sc 1. The 
Brisbane Houses of Parliament; Sc 2. The House that Jack Built; Sc 3. The Brewery; Sc 4. Shops in Town; Sc 5. More 
Shops; Sc 6. He Who Runs May Read. The transformation scene comprised 1. The Wonderful Perspective of the 
Jewelled Caves of the Arabian Nights; 2. The Eden of Flora; and  3. The Etherial Fountain of the Paradise of Changing 
Flowers. 
1878: Queensland Theatre (Bris); 26 Dec. 1878 - 22 Jan. 1879        [23 pfms] 
  - Lse. James Thynne; S Art. R. Burton and Messrs Metcalfe and Bennett; Chor. E. McLean; S Mngr. Alex  
     Thomson. 
  - Troupe: Queensland Dramatic Company and McLean's Juvenile Troubadours. 
  - Cast incl. Nina Tulloch. 
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HEY DIDDLE DIDDLE THE CAT AND THE FIDDLE, THE COW JUMPED 
OVER THE MOON; OR, HARLEQUIN SING A SONG OF SIXPENCE, 
APOCKET FULL OF RYE, AND FOUR AND TWENTY BLACKBIRDS BAKED 
IN A PIE:   [pantomime]  Lib Adapt. Samuel Lazar; Mus. [n/e] 
#  H. Solomon, 1878 
 A pantomime with operatic airs and popular songs of the day, the 1878 published version of this pantomime 
declares the work as having been 'localised, plagiarized, treatised, temporized, satirized, not warrantised but advertised' 
(p1). A review of the production in the Sydney Morning Herald further notes: 'It is very happily constructed, and has 
been localised to an agreeable extent by Mr Samuel Lazar from the original by Mr Garnet Walch [1876]. It possesses 
the rather unusual feature in pantomime of being coherent; and the plotting and counterplotting, although attended 
with... fun, make it as interesting as many dramas produced here lately. The references to the Sydney scene include 
issues such as black-birding, the anti-Russian sentiment relating to the "Eastern Crisis." The production also included a 
genealogical pageant of all history with reference to Darwin, burlesques of Shakespeare and recent tragic performances. 
 For a synopsis of Garnet Walch's original storyline see the 1876 entry. A more detailed synopsis is published in 
the 25 December issue of the Age (3). Although it is unclear how much of the 1876 plot remained in Samuel Lazar's 
adaptation, it is possible that the two are largely similar. One known difference, for example, is the setting of Gaffa and 
Gamma's home - in this version being on the beach at Manly.  
1878: Theatre Royal (Syd); 26 Dec. 1878 - 1 Feb. 1879  [return season: 25-27 Feb. 1879; 41 pfms] 
 - Dir/S Mngr. B. N. Jones; Prod/Lse. Samuel Lazar; M Dir/Arr. Walter Rice; S Art. W. J. Wilson; Chor.  
    Boleno Coleman; Cost. Madame Croucher; Com Sc. James A. South. 
 - Cast incl. King Hey Diddle Diddle (C. Brown), Lachlan McGowan (Count Opodeldoc), Maggie Oliver  
    (Bruno), Alice Deorwyn (Blondo), J. H. Deorwyn (Gaffer), H. Vincent (Gammer), Miss H. Melville (Queen  
    Gertrude), Mdlle. De Glorian (Princess Caressa), W. H. Seagrave (Mary), R. Searle (Duke Advalorem, Prime  
    Minister), J. H. Hasker (Von Cripsman, the Court Pastrycook), Miss B. Leslie (Countess Grammaris,  
    Governess to the Princess), J. H. Hasker (King Christmas), Laura Cassidy (Pluma), Constance Deorwyn  
    (Aura), A. Sefton (Boreas, the North Wind), Blanch Leslie (The New Year), Maggie Innes (Young Australia,  
    a smart youth), Miss E. Tullock (Spring), Vivian Howe (Summer), Ada Howe (Autumn), Hettie Croucher  
    (Winter), L. McEwen (The Longest day), Master A. Croucher (The Shortest Night), J. A. South (Pagasus (a  
    gentleman of varied experience and imperturbable sangfroid), Maggie Innes (Girl of the Period). 
 -  The animal characters are billed as being played by: Miss Ker Hauser (The Cat that plays the Fiddle), Mr  
     Bovine and Anne Udder (The Cow that jumps the Moon), Master K. Nine (The Little Dog that laughs to see  
     the sport), Mr Delph (The Dish that runs off with the spoon) and Mr Pewters (The Spoon); Harlequinade -  
     Mdlle. Lake (Columbine), Boleno Coleman (Harlequin), J. H. Hasker (Pantaloon), James South (Clown). 
 -  A second edition was staged from 18 January 1879. 
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JACK THE GIANT KILLER AND HIS DOUGHY DEEDS; OR, HARLEQUIN 
HOP O' MY THUMB AND THE TRUE VERSION OF WHO KILLED COCK 
ROBIN:   [pantomime]   Lib. Garnet Walch; Orig Mus. Frederick Coppin; Add Mus. [n/e] 
#  Azzoppardi and Hildreth, 1878 
 A pantomime with songs to operatic and other music, and containing topical and satirical references to the 
Melbourne scene, politics, personalities, issues (including the Kelly Gang, the financial crisis, packed juries, the Berry 
ministry, the state education system) and burlesques on some recent theatrical productions (ie; George Rignold's Henry 
V). A review of the premiere, published in the Argus the following day, proposed, however, that although "there is a 
great deal of what is unusual" the production presented nothing new. The reviewer also complained that once again a 
pantomime was brought before the public in a state of unreadiness, and suggested that  "no management has a right to 
make a public performance only a dress rehearsal" (27 Dec. 1878, n. pag.). 
 The incidents of the story include the forces of the evil Demon Fact, who oppose Fairy Fancy and Fair Play (of 
British parentage), themselves on the side of Jack and Hop O' My Thumb, a keen cricketer. Jack is given the charge of 
ridding King Arthur's kingdom of Giants who have caused panic on the money market (and who also eat children). Jack 
defeats Ogre and saves Hop and his brothers. Dame is loved by State School Teacher, Trouncelot. Frederick Coppin 
composed the incidental music and overture for the pantomime. 
 An up-dated and revised version of this pantomime was produced in 1891 at the Alexandra Theatre (Melb). [see 
1891 entry for details] 
1878: Theatre Royal  (Melb); 26 Dec. 1878 - 14 Feb. 1879                   [42 pfms] 
- Dir. J. R. Greville; Prod/Lse. George Coppin, John Hennings and J. R. Greville; M Dir. Frederick Coppin;  
   S Art. John Hennings and John Little; Chor. Mons. Massartic and Mde Rosine; Cost. Annie Wright and M.  
   Marks; Com Sc. Mr Brown and Mr Newland. 
- Cast incl. Maggie Liddle, Ada Stanley, Lily Bryer, Mde. Rosine, Ella Carrington, Jenny Bryce, Miss Melrose,  
   Mr Brown, Mr Newland, Frank Harcourt, Mons. Massartic, Harry Sefton. 
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Honest Hearts (advertisement) 
Sydney Morning Herald 22 Nov. 1879, 2. 
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I LADRONI (THE ROBBERS):  [operetta)  Lib. W. Horace Lingard; Mus. G. Operti 
1879: Theatre Royal (Melb); 16-22 May                       
 - Prod/Lse. George Coppin, John Hennings and J. R. Greville. 
 - Cast incl. W. Horace Lingard (Triptolonius Figg). 
 - Staged on 16 May as part of a benefit to Alice Lingard. 
1880: Kelly and Leon's Opera House (Syd); 13-16 Mar. 
 - Lse. Kelly and Leon. 
 - Troupe: Lingard Comedy Opera Company. 
 - Cast incl. Emma Wangenheim, Marion Melrose, W. Horace Lingard, Charles Overton, Owen Westford,  
    Alfred Burton, E. Spencer. 
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UNCLE TOM'S CABIN:  [play with music]  Txt Adapt. Alfred Dampier; Mus. [n/e] 
"Specially written and adapted by Mr Dampier for his daughters Rose and Lily" (A: 4 Aug. 1879, 3) from 
Harriet Beecher Stowe's novel and advertised as a drama. Dampier's adaptation saw prominence given to the character 
of Topsy (played by Lily Dampier), who amongst other deeds shoots dead a slaver. Eva is saved from death amidst 
general rejoicing. It is believed that the production may have premiered in the USA or Canada. The Age notes, too, that 
the chief departure from Stowe's novel occurred in the parts of Eva and Topsy. "Little Eva is not represented as having 
died," writes the paper's critic, while the wickedness of Topsy is greatly increased, and she is made to shoot a slave 
trader assisting in the hunting down of George Harris and his wife, and afterwards performs a description of fiend's 
dance over the body." The critic goes on to suggest that dramatization was not a successful one: "This new turn in the 
story is certainly not an agreeable alteration. The play also loses one of its most effective and pathetic scenes by not 
having the death of Eva introduced into it. The story appears to be treated mainly with the view of bringing some of the 
incidents in the flight and pursuit of George Harris and his wife into prominence. The slave question is [also] not taken 
up in that serious and earnest spirit in which Mrs Stowe wrote her book" (A: 4 Aug. (1879), 3. While the Argus critic's 
opinion was that the production was not unacceptable, and reminded him or her of Helen's Babies in some places 
(particularly through the performance Lily Dampier), the review agrees with the Age that the adaptation was not without 
its problems (4 Aug. 1879, 6).  
The musical aspects of the drama included "some negro business (songs, dances and comedy), descriptive of a 
plantation festival" most of which was performed by the Virginia Minstrels (A: 4 Aug. 1879, 3).  
1879: Victoria Theatre (Newcastle, NSW); 3 July 
1879: Theatre Royal (Melb); 2-7 Aug. 
 - Prod/Lse. George Coppin, John Hennings and J. R. Greville. 
 - Troupe: Gardner Brothers / Virginia Minstrels. 
 - Cast incl.  Lily Dampier (Topsy), Rose Dampier (Eva), Alfred Dampier (George Harris), W. G. Carey (Simon  
    Legree), Mrs Edouin Bryer, Flora Anstead (Eliza Harris), J. R. Greville (Phineas Fletcher), Frank Harcourt,  
    Mr Appleton (Mr St Clare, a southern gentleman), Stuart O'Brien (Uncle Tom), Mr Taylor. 
1880: Queen's Theatre (Syd); 12, 14-16 June                             
 - Lse. M. Hegarty; S Art. William Kinchela. 
 - Troupe: Virginia Jubilee Singers. 
 - Cast incl. Lily Dampier, Rose Dampier, Alfred Dampier, Miss Begly, Kate Douglass, Alice Deorwyn, Mrs  
    Lachlan McGowan, Constance McGowan, Mrs Thomas, Charles Brown, Mr Deorwyn, Mr Sweeney, Harry  
    Sefton, Mr West, Mr Welch, E. Holloway, Lachlan McGowan, E. Ryan, Harry Leston, Mr Bennett, Mr Levy,   
    Mr Seville, Mr Gardner, J. Lee, Mr Boyle. 
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JULIUS THE SNOOZER; OR, THE CONSPIRATORS OF SPRING STREET:   
[burlesque]  Txt Adapt/Mus. [n/e] 
 Possibly adapted by W. Horace Bent, this production is also believed to have been both a burlesque on 
Shakespeare's Julius Caesar and a localised version of an American Minstrel play. Characters, a number of whom 
parodied the Berry Liberal government, included Pearson, O'Loghlen, Patterson, Zox, Lalor, Collard Smith, Service, 
Woods and Gaunson. The action is set over three scenes: Sc 1. Bourke Street at Night; Sc 2. Interior of the legislative 
Assembly; and Sc 3. The Home of the Lost Sixpence. 
1879: St George's Hall (Melb); 27 Sept. - 3 Oct. 
 - Prod/Lse. F. E. Hiscocks and Dave Hayman. 
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 - Troupe: Hiscocks and Hayman's Mammoth Minstrels. 
  - Cast incl. W. Horace Bent (Julius Berry, the Snoozer - an ambitious politician), B. Brown (Lodius Pearson  
    Brutus - the workingman's friend and British loan agent), J. Newland (Mark O'Loghlen Antony - a judge of  
    perfection and a good judge too), T. Campbell (Shamus Cassius Gaunson - the skeleton lobbyist), Frank  
    Weston (Henderson Pinchback Africanus - an outsider, imported expressly for this piece), E. J. Kennedy  
    (Maceanus Patterson Decius), J. E. Cheevers (Camphorino - the Snoozer's wife and afterwards the goddess of  
    liberty), J. Drayton (Vox Populi Zox), Lou Braham (Suadias Lalor - with a distaste for Exhibitions, except the  
    International one), C. S. Fredericks (Collard Mark Smith - one who spends the major part of his time with  
    minor matters), W. Hawkins (Septuaguinie Service - with one eye on the budget and another on that  
    sixpence), W. Burgia (Johnibus Badrailabus Woodibus - one who knows how to draw the line). 
-  Other characters incl. roaming senators, chicken thieves, Carlton larrikins, Bourke Street policemen,  
    Richmond tramps and Sandridge loafers. 
 
ACP1: (1997), v. pags.   
Editorial. A: 29 Sept. (1879), 2. 
"St George's Hall."  ARG: 29 Sept. (1879), 7. 
 
 
HONEST HEARTS:   [play with music]  Txt. Harry W. Emmet; Mus. [n/e] 
 Written for Baker and Farron this comic drama, described by the Sydney Morning Herald theatre critic as 
having a melodramatic plot, "turns upon the action of a man of gentlemanly appearance who, it seems, however,, is a 
kind of Captain Moonlight, ready to perpetrate any atrocity to gain his ends. He commits murder and robbery as if to the 
manor born, but his crimeful career is [eventually] terminated by the honest hearts of Jeremiah Jumble… and Terence 
Treacle" (24 Nov. 1879, 5). Disinherited heirs and estranged lovers are also restored to their rightful places by the play's 
end. The critic also indicates that some of the other characters were "evidently borrowed" from Dundreary, the 
Aminadab Sleek and Deacon Skinner types (ibid, 5). 
 Played out over three acts, the scenic settings are: Act 1. Gaffer Gawk's Roadside Inn; Act 2. A Garden on the 
Rivers' Estate; Act 3 Sc 1. A Room in Reginald's House; Sc 2. The Coach Road; Sc 3. Jumble's House. 
 The musical aspects of the production comprised Anglo-Germanic songs - these being: "The Wonderful 
Musician" and "The Dutch Policeman" (sung by P. F. Baker), "Terence O'Treacle" and "Would If I Could" (T. J. 
Farron) and "Little Flirt," "Little Katherina"(a double song and dance) and Jumble's Courtship" by Baker and Farron.  
1879: Queen's Theatre (Syd); 22-28 Nov. 
 - Mngr. Mr Liddy (business); Lse. P. F. Baker and T. J. Farron; M Arr. P. F. Baker; M Dir. Herr Kopff; S Art.  
    W. Kinchela; S Mngr. J. N. Thorpe. 
- Cast incl. P. F. Baker (Jeremiah Jumble), T. J. Farron (Terence O'Treacle/Hilda Lonesome), Lachlan  
   McGowan (William Rivers), J. Thorpe (Reginald Rivers), L. Booth (Arthur Rivers), Mr Mowry  
   (Montmorency Brown), H. Flynn (Captain Growler), Harry Leston (Titus Tupper), H. Haines (Gaffer Gawk),  
   Harry Bennett (Sam), Marion Willis (Fanny Fisher), Julia Featherstone (Lizzie), Mrs Radcliffe (Mary-Ann  
   Gawk), Mrs Thorpe (Mrs Wilson).  
-  NB: Harry Bennett may be Harry Emmet (with the name mis-spelt). 
1880: Queen's Theatre (Syd); 5 Jan. 
 - Mngr. Mr Liddy; Lse. P. F. Baker and T. J. Farron. 
 - Cast incl. P. F. Baker and T. J. Farron. 
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CINDERELLA; OR HARLEQUIN PRINCE BEAUTEOUS, BUTTERFLY 
FAIRY, THE GOBLIN SPIDER, AND THE LITTLE GLASS SLIPPER:  [pantomime]    
 Lib. Wybert Reeve; Mus. [n/e] 
#  William Marshall, 1879 
 A pantomime on the Cinderella theme containing topical references to Melbourne scenes and events, and 
Victorian politics prior to the 1880 Reform Bill election. The Age theatre critic's report of the production indicates that 
although going smoothly on its opening night the many localisms and hints at current political issues did not elicit much 
applause. The musical programme is also said to have been less than striking, with the songs being "indifferently 
received by the audience" - with the exception of a topical songs by Cinderella, which was encored (25 Dec. 1879, 6). 
In this version Cinderella, the stepdaughter to a squatter baron, was played by a male actor. The story begins in 
the home of the fairy queen, where the queen and her sister fairies confer over the fate of Prince Beauteous who was 
cursed at birth by a demon to die if not married by the coming of his age. The goblin spider enters and threatens to 
prevent the marriage being planned by the fairies. The story then proceeds with the prince and Cinderella meeting on a 
farm during a strike for higher wages. The prince falls in love with the young girl despite her ragged clothes but is not at 
this stage interested in marriage and after some trouble she manages to escape him. Meanwhile her step-father, baron 
Blunderbubble is arranging with the goblin spider the marriage of his two daughters. A deal is struck but only on the 
proviso that Cinderella remains unmarried. From here the narrative more or less follows the traditional tale, with 
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Cinderella attending the prince's ball courtesy of the fairy queen, and leaving minus one of her glass slippers. Despite 
the attempts of her step-family and the goblin spider Cinderella eventually wins the Prince's hand. 
 The narrative is set over 10 scenes comprising: Sc 1. Golden Home of the Fairy Queen; Sc 2. Fields of Golden 
Corn (incl. Old English Morris dance); Sc 3. Haunt of the Goblin Spider; Sc 4. Kitchen in Baron Blunderbubble's 
Home; Sc 5. Dressing Room of the Misses Blunderbubbles; Sc 6. Fairy Glade of Gold and Silver Ferns; Sc 7. Grand 
Lace Banqueting Hall and Assembly of All Nations; Sc 8. Home of Queen Bee; Sc 9. A Room in the Baron's House; Sc 
10. The Spider's Haunt. The Transformation Scene comprised - 1. The Fern Valley; 2. Golden Bee and Butterfly's 
Home; 3. Realms of Honeysuckle and Forget-Me-Nots. Following the harlequinade a view was given of the Melbourne 
Exhibition and grounds both by sunlight and moonlight. 
1879: Academy of Music (Melb); 24 Dec. 1879 - 16 Jan. 1880    [20 pfms] 
- M Arr. Mr Wright; S Art. Charles Massey; Chor. Mde. Rosine; Cost. Mrs Stafford and J. C. Brown. 
 - Cast incl. Jenny Bryce (Prince Beauteous - a bachelor prince, handsome and young and on the look-out),  
    Oliver "Olly" Deering (Baron Blunderbubble), Fred Thorne (Cinderella), Miss Morrell (Flunkiana), Miss  
    Forrester (Gorgeousness), Miss Egerton (St George), Hans Phillips (Spider), C. Newton (Sambo), Harry  
    Sefton (Farmer Goldstraw), John Dunn (Salprunella Blunderbubble), Mrs Ryan (Blousabella Blunderbubble),  
    Tilly Earl [aka Mrs John Edouin] (Queen Butterfly), Miss E. Vernon (Queen Bee), Miss Fisher (Forget-Me- 
    Not); Harlequinade - Boleno Brown (Clown), Henry Leopold (Harlequin), John Dunn (Pantaloon), Mde.  
    Rosine Columbine), Miss Arrowsmith (skipping rope dancer). 
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ROBINSON CRUSOE; OR, FRIDAY AND HIS FUNNY FAMILY:   [pantomime]   
Lib Adapt. Arthur Patchett Martin; Mus. [n/e] 
 Although described as being a "new and original comic pantomime… altered for this production by Mr A. P. 
Martin" (ARG: 23 Dec. 1879, n. pag.) it is possible that it was either adapted from the J. F. McArdle and Frank W. 
Green pantomime Robinson Crusoe produced at Covent Garden in Dec. 1876, or a similarly titled pantomime by an 
unknown author at the Royal Alexandra Theatre in Liverpool (Dec. 1878).. The story begins in Hull, and then proceeds 
through the shipwreck, a raft scene, tropical and snow scenes, Mrs Crusoe's wedding to the Cannibal King, and the 
island's annexation to Britain "like Fiji and Cyprus." The production included Greek characters, satiric references to the 
Berry government, and final scenes of Nelson's Trafalgar victory (incl. The Deck of the Victory, A Grand panorama of 
the battle, The Sailors' Hornpipe, The Drill, Preparing for Battle, The Battle, The Death of Nelson, England Victorious, 
Rule Britannia).  
 The harlequinade was set in two scenes - 1. Nos 12 and 13 Fishy Street; 2. View of the Exhibition. 
1879: Opera House (Melb); 24 Dec. 1879 - 4 Feb. 1880                     [34 pfms] 
 - Dir. W. S. Lyster; S Art. George Gordon and Alexander Habbe; S Mngr. R. J. Roberts. 
 - Cast incl. W. Carle (Hurricanos - the demon of the storm), T. Baker (Tornado - an attendant imp), W. Walker  
    (Cyclone - an attendant imp), Gertrude Graham (Crystalline - the fairy of goodness), Georgia Musgrave (Jack  
    Frost), Alma Stanton (Robinson Crusoe - captain of the good ship Nero), R. J. Roberts (Mrs Crusoe -  
    Robinson's mother and a lineal descendent of the O'Kelly's of Ballymulligan), C. F. Coutts (Wullie McAtkins  
    (Robinson's Scottish mate), Shaw Cross (Tim Bobbin - a Lancashire lad), Mr Pollack (Davey Jones - Taffy  
    was a wicked Welshman), R. H. Hall (Hans von Snooze - at sleeping no one can beat him), Clara Lemore  
    (Alice - Robinson's sweetheart), Maggie Knight (Asbestos - the pirate chief); Pirates - Ethel Adele, Miss St  
    Clair, Emily Vincent, S. Ford, Fanny Barnes, Julia Lockyer; T. Buckley (Friday), D. C. Smith (Pongo),  
    Sidney Read (Redivus), Mr Palmer (King Okojumba - the Boss of the island), Mr Carle (nondescript) Mr  
    Darbyshire (nondescript), J. Whyte (Bayaboin [ Okojumba's first cook)  Miss Ferrara (Princess tambourine -  
    the belle of the island); Harlequinade - F. Darbyshire (Clown), F. Pollack (Pantaloon), Rosalie Duvalli  
    (Harlequin), Heloise Duvalli (Columbine). 
 - Other characters incl. Robinson Crusoe's pets, Sailors, Fishwives, Indians, Niggers, Amazons, Guards etc.  
 
ACP1: (1997), v. pags.    
"Opera House: Robinson Crusoe." A: 25 Dec. (1879), 6. 
NB: 25 and 26 December issues of the Age unavailable. 
 
 
THE BABES IN THE WOOD:   [pantomime] Lib Adapt. Garnet Walch; Mus. [n/e] 
 Adapted from the John Strachan pantomime, and containing a double harlequinade, this version of the popular 
pantomime story sees Wicked Uncle Baron Grabell attempting to do away with the two young children. In this quest he 
is supported by the Baroness and Sheriff, and aided by Black Wednesday, a Zulu cook.  They are opposed by Puck, 
Oberon, and Titania, who enlist the aid of Prince Tantivy and his sister Diana. With the aid of a magic sword the Prince 
overcomes the dangers of the magic forest and the King of the Monkeys. The Prince takes control of the Baron's castle 
and representatives of all nations attend a victory ball.  
The production contained mechanical and flying effects, a panorama of scenes en route to the Sydney 
Exhibition, with the views including: Port Phillip Heads (from Portsea), Cape Schanck by sunset, Wilson's Promontory, 
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Cape Howe and Gabo Island, a ship on fire in a stormy sea, the South head entrance to Port Jackson and the Exhibition 
Building itself. The second act is also said to have included a grand Congress of nations (which takes place in the 
ballroom of Brilliance) and included a procession of representatives from all the great powers of Europe and Asia. 
 The musical programme for the 1879 production comprised songs and dances to operatic and other music. One 
highlight was apparently a new local ditty "Whoa Emma," sung by Bland Holt. A review in the Leader noted that the 
pantomime contained "localisms pungent without being offensive and political hits not of a nature to wound the most 
susceptible" (3 Jan. 1880, n. pag.). Other musical items included: "Old England Forever" (sung by Maggie Liddle), 
"Marsellaise," and the "Star-spangled Banner."  
 In 1885 Harry Rickards staged a burlesque version of the pantomime which Walch devised shortly after having 
returned to Australia from Madagascar, where he had recovered his health after several years of stress (largely the result 
of his bankruptcy and overwork).  
1879: Theatre Royal (Melb); 26 Dec. 1879 - 12 Feb. 1880                 [36 pfms] 
 - Dir. J. R. Greville and Alfred Dampier; M Arr. Frederick Coppin; S Art. John Hennings, Harry Grist, John  
    Little; Chor. Mons. Massartic and Signora Pasta; Cost. Annie Wright and M. Marks. 
- Cast incl. Kate Foley (Puck), J. R. Greville (Emma Wilhelmina Wimple), Lena Edwin, Rose and Lily Dampier  
   (the Babes), Jessie Grey, Maggie Liddle (Britannia), Alice Wooldridge, Adelaide Stoneham (Erin), Kate  
   Ramsden, Florence Slater, Signora Pasta, Bland Holt, Frank Harcourt, Harry W. Emmett, J. Caesar, Harry  
   Daniels, Henry Skinner; Harlequinade - Bland Holt (Clown), Mons. Massartic (Harlequin), Florence Slater  
   (Harlequina), Signora Past (Columbine 1), Kate Ramsden (Columbine 2), Mr Hawley and Mr Buislay  
   (Sprites), 
- Musician: Leon Caron. 
1885: St George’s Hall (Melb); 26 Dec. 1885 - 1 Jan. 1886                [burlesque version] 
 - Mngr. George Rignold, Mr Allison, Buchan Hepburn. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Ada Juneen, Daisy Simpson  
    [Daisy Cremar], Harry Phillips, Edgar Austin, Harry Cremar, W. Williams. 
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ARG: 27 Dec. (1879), 12.  Advert.    Incl. detailed synopsis. 
"Babes in the Wood, The."  A: 27 Dec. (1879), 8.  
 LDR: 3 Jan. (1880), n. pag.        [rnib] 
 "Theatre Royal Pantomime."  ARG: 27 Dec. (1879), 6. 
 
 
THE BABES IN THE WOOD; OR WHO KILLED COCK ROBIN: [pantomime]   
Lib. W. Edouin and Richmond Thatcher; Mus. [n/e] 
Compiled by W. Edouin and localised by R. Thatcher, with influences from "Who Killed Cock Robin," this 
version of the popular pantomime story concerns the attempt by Sir Rowland and Lady Macassa to pay their bills by 
getting rid of their nephew and niece, Tommy and Sally. The two children are heirs to the estate. Sir Edward Kelly and 
Lord Stephen Byrne kidnap the children from their schoolroom, but they are eventually restored to their family. The 
subplot concerns Cock Robin and Jenny Wren. See advertisement in Sydney Morning Herald (25 Dec. 1879, 2) and 
review (27 Dec. 1879, 5-6) for further details of plot. 
The production was specially written to incorporate the talents of actors J. C. Williamson and Maggie Moore, 
who had only recently arrived in Australia, and who (surprisingly) played the two babes. The harlequinade is said to 
have abounded with the usual stock fun and included free local hits at local issues, events and personalities (SMH: 27 
Dec. 1879, 5-6).  
The scenes comprised: Act 1 Sc 1. The Palace; Sc 2. Falcontrina's Home in Bird's nest Grove; Sc 3. The 
Schoolroom; Sc 4. Departure of the Babes; Sc 5. Arcadian Bower of the Amazons; Act 2 Sc 1. Ye Banks and Braes 
(incl. a circus; Sc 2. The Babes Lost; Sc 3. The Very Bad Man's Haunt; Sc 4. Bird's Nest Grove; Sc 5. Burial of the 
Babes; Sc 6. Bird's Nest Grove and the Valley of Ferns (incl. The Babes Resuscitated). 
The musical programme included: "Remember What You have to Do" (sung by J. A. South, C. Brown, Maggie 
Oliver and Emma Rogers); "Toothpick and the Crutch" (Constance Deorwyn); "Babes in our Block" (Maggie Moore); 
"Like His dad" (South and Rogers);"Hit Him Again, He's Got No Friends" and a song and dance ( Maggie Moore); 
"The Spelling Bee," Johnny Morgan" and a medley duet (Maggie Moore and J. C. Williamson); ""The Stammering 
Quartette (Williamson, Brown, Moore and Oliver); "The Doctor's Chorus" (C. Seagrave and chorus); "The Man in the 
Moon" (Emma Rogers); "Timid Little Maiden" (Alice Deorwyn); "I Haven't Got Time" (J. A. South); and  
1879: Theatre Royal (Syd); 26 Dec. 1879 - 17 Jan. 1880                    [21 pfms] 
- Prod/Lse. Samuel Lazar; M Dir. Walter Rice; S Art. W. J. Wilson; Cost. Mde Croucher; S Mngr. B. N.  
   Jones; Com Sc. B. Coleman. 
- Cast incl. J. C. Williamson (Tommy, one of the babes - a sweet child and heir to the head of the house),  
   Maggie Moore (Sally, his sister, a sweeter child), James A. South (Sir Rowland Macassa - a baron with a  
   barren treasury but a fertile crop of troubles), Emma Rogers (Lady Macassa - a strong-minded female),   
   Constance Deorwyn (Prince Pot Pourri - a much mixed up noble given to love-making and other  
   extravagances), Docy Mainwairing (Sir Rupert - an attendant on the Prince), Alice Deorwyn (Falcontrina -  
   god-daughter of the fairies but a maid of dairy persuasion and the 'wyum wyum' order), C. Seagrave (Dr  
   Diddleum, M.D.), W. Seagrave (Physician), Maggie Oliver (A Bad Man - with a predilection for murder,  
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   abduction and other crimes which he commits according to schedule), Charles Brown (The Very Bad Man -  
   worse than the above), Lucy Fraser (Patty Cake - a page), Amy Fraser (Baker's Man - a page), Miss M. A.  
   Melville (Mary Ann Jones, the Governess - a poor young thing and much troubled by the babes), Master A. 
   Croucher (Cock Robin), Master F. Wilson (Rook), Master G. Croucher (Thrush), Master A. Lake (Kite),  
   Master E. Lake (Linnet), Master Vincent (Owl), Masters A. Leslie (Crow), Master B. Leslie (Jackdaw), Miss  
   A. Bartolmeotti (Jenny Wren), Miss J. Garrick (Cook Sparrow), Miss L. White (Lark), Miss T. Power  
   (Chanticeer), Mat Riley; Harlequinade - G. Brown (Harlequin), H. Hasker (Pantaloon), Miss Elliot  
   (Columbine), B. Coleman (Clown). 
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"Theatre Royal."  SMH: 26 Dec. (1879), 5-6.                      [see also advert. -  SMH: 25 Dec. 1879, 2]    
 
 
AMPHIBIO, THE RHINE QUEEN; OR, HARLEQUIN SIR RUPERT, THE 
KNIGHT, THE NAIAD, AND THE LITTLE WATER WAGTAIL:  [pantomime]  Lib  
 Adapt. [n/e]; Mus incl. Mr Broadhurst 
Possibly adapted from the Lurline pantomime, the Sydney Morning Herald's critic writes: "The dialogue 
throughout this piece is unusually clever, smart and telling; and while it is, of course duly seasoned with local allusions, 
it has other merits and an effectiveness in no way to be associated with this frequently improperly forced and strained 
colouring.  The situations are all humorous, quaint and very original, and ludicrous and laughable without being 
childish or nonsensical" (27 Dec. 1879, 6).  
The Herald's main gripe with the opening night performance was with the production itself but the "lower 
portion" of the audience, who throughout the evening conducted themselves most shamefully. "On no other occasion 
throughout the year do [they] seem to exercise so much influence," notes the critic. "They employ the greatest freedom 
in indicating their likes and dislikes and apparently carry everything before them… Frequently their yells and cries 
prevented the voices of those upon the stage from being heard, and upon one occasions the clamour was so unendurable 
that Mr Hall had to remonstrate with the noisy mob, and call them to order… Moreover, their behaviour has a most 
dispiriting influence upon their entertainers, rendering them fatigued, hoarse, and physically incapable of doing their 
best to amuse" (ibid, 6). 
The story concerns Amphibio, who with the aide of his henchmen, Larriquin and Shorti, plots to overthrow Sir 
Rupert (a financially hard up young German) who is under the protection of Lurline, the Nymph of the Rine. When 
Lurline realises that Rupert loves Una, daughter of Baron Witz, she attempts to entrance him. Despite all this Rupert is 
able to defeat Calimanco, his rival for Una, and Lurline is forced to relinquish her demands on him. Other characters 
include: Wilfred, Albert and Rinaldo (three young gentlemen with the strongest objections to manual labour but who 
gladly turn their hands to anything not belonging to them) and Sir Rupert's steward (still harder-up with very little on 
his body but a good deal on his mind). 
The scenic settings comprised: Act 1 Sc 1. The Dismal cave of the Doleful Dumps (incl. the invocation and 
arrival of Amphibio, the plot, the plan, the plotters and their evil resolve); Sc 2. The Home of the Good Fairies; Sc 3. Sir 
Rupert's Dining Hall; Sc 4. The Lurleyburg; Sc 5. The Gnome of Lurleyburg (incl. Grand Fluvial Flareup); Sc 6. The 
Grotto Beneath the Rhine; Sc 7. A Hall in the Baron's Castle; Act 2 Sc 1. Lurline's Boudoir; Sc 2. The Hall Once Again; 
Sc 3. Calm Crystal Palace Illuminating Garden in the Home of Tranquil Waters; Transformation Scene - 1. Lurline's 
Home; 2. Coral Coruscations; 3. Fact and Fancy; and 4. Chromotrope. The Harlequinade (arranged by John L. Hall and 
Joe Tolano) was set in 6 scenes - 1. Introduction; 2. Selfe's Chemist Shop, Oxford Street and Professor Wigzell's 
Human Hair Emporium; 3. Highland Fling (Columbine); 4. Manly Beach; 5. Parramatta Junction; and 6. The Interior of 
Perkins Kitchen. 
1879: Royal Victoria (Syd); 26 Dec. 1879 - 30 Jan. 1880                  [33 pfms] 
 - Dir. John L. Hall and James H. Rainford; M Arr. Mr Broadhurst; S Art. Alfred Clint and J. R. Setright; Cost.  
    Mrs Spence; Com Sc. John L. Hall and Joe Tolano; S Mngr. James H. Rainford. 
- Cast incl. Emily Wiseman [Mrs John L Hall] (Sir Rupert the Reckless), John L. Hall (His Seneschal), Laura  
   Wiseman (Lurline), H. Jordan (Amphibio), Beatrice Lyster (Wilfred), Grace Henriques (Albert), A. L. Inglis  
   (Rinaldo), Henry Hodson (Baron Witz), Lydia Howarde (Count Calimanco), O. Fisher (The Sydney Morning  
   Herald), Master Harry Hall (The River Monster), Lilly Marsh (Wavelet - Lurline's naiad in waiting), Tilly  
   Lake (Ripple - another naiad), Miss J. Merton (Lady Una), Octavia Lane (Dua), Annie Marsh, (Coralie),  
   Carrie Rollins (Silverfin), Carrie Martin (Kiss me Quick), Sarah Brown (Gentle Pretty Face), Sam Poole  
   (Larriquin), H. St Lawrence (Glitter Scale), Sterling Whyte (Phorti); Harlequinade - R. E. Watson (Harlequin),  
   Miss G. Henriques (Harlequina), Joe Tolano (Pantaloon), Tilly Lake (Columbine), John L. Hall (Clown), S.  
   Ryan (Policeman). 
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"Victoria Theatre." SMH: 27 Dec. (1879), 6.     
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1880 
 
THE HAPPY LAND:   [burlesque]  Txt Adapt. Marcus Clarke; Mus. [n/e] 
#  McKinley, 1880 (Henry Walton) 
 Adapted from William Schwenk Gilbert and Gilbert A' Beckett's burlesque of the same name (1873),  The 
Happy Land is a two act satire in blank verse and prose, which targets a tinder-dry political subject - the row between 
Graham Berry's Liberal government and the Legislative Council. Clarke's text, which adheres fairly closely to the 
English play in all but the local detail, contains explicit and controversial references to Melbourne politics, personalities 
and issues, was not surprisingly banned in Melbourne by the government censor.  
 The story begins with reports being brought to Fairyland from Melbourne which indicate that Victoria must be 
the Eldorado as claimed in the press. The fairies send Victoria three of their most popular "statesmen" to teach the 
government the principles of "Popular Government." The fairy statesmen form into government and opposition and 
examine the former's suitability for office by distributing portfolios to the most venal and incompetent. The opposition 
grow discontented and determine to strike a blow for liberty.  In the end the Fairies decide that Popular Government is 
too expensive a luxury. Comedian, Henry Walton, whose name appears as the author of the published text, played the 
role of the Major in the production. He is also the co-author (perhaps with Clarke again) of Acapemone, first staged in 
Melbourne a month later, and which can be viewed as essentially a sequel to The Happy Land. 
 Several productions of The Happy Land were staged in Wellington (NZ) during 1880, with each being localised 
to burlesque New Zealand statesmen (Kelly 101). 
1880: Academy of Music (Melb); 17, 19 Jan. 
- Mngr. Joseph Aarons; Lse. James O'Meara. 
- Cast incl. Marie Gordon, Tilly Earle [Mrs John Edouin], Kate Vernon, Miss Chalmers, Miss Fisher, Miss  
   Maynard, Miss Evans, Miss Harrington, Miss Russell, Hans Phillips, J. Nunn, C. Newton, John Dunn, Oliver  
   "Olly" Deering, Henry E. Walton, Mr Dark, Thomas Bent. 
- The 15 January presentation was a public rehearsal. 
1880: Kelly and Leon's Opera House (Syd); 31 Jan. - 13 Feb.      [13 pfms] 
- Mngr. Dave Hayman; Lse. Edwin Kelly and Francis Leon. 
 - Cast incl. Nellie Henry, Emma Wangenheim, Fanny Rogers, Lucy Fraser, Annie Hughes, Amy Fraser, Vernon  
    Read, C. Frisco, E. Osbourne, Edwin Lester, William Ball, Edwin Kelly, Fred Dark. 
1880: (Frankston, Vic); 6 Feb. 
 - Dir. Garnet Walch. 
 - Cast incl. Oliver "Olly" Deering, H. E. Walton, E. B. Russell. 
 - The production is said to have been staged either in a temporary venue, or as a clandestine beach performance. 
1880: Bijou Theatre (Bris); 9 Feb.   
 - Mngr/Lse. Arthur L. Inglis. 
 - Cast incl. Kate Douglas, Annie Wilson, Miss F. Douglas, Maude Douglas, Miss K. Locrine, J. D. Marsh,  
    Arthur Inglis, C. A. Tyrell. 
1880: Academy of Music (Wellington, NZ); 17 Mar. 
1880: Theatre Royal (Wellington, NZ); 5-8 July 
 - Troupe: Byronic Comedy Company. 
1880: Princess Theatre (Dunedin, NZ); 3-4 Sept. 
 
 "Academy of Music, The."  A: 19 Jan. (1880), 3. 
 "Academy of Music – The Happy Land."  ARG: 19 Jan. (1880), 6. 
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 ---   Annotated Checklist of Comments on the Performances and Banning of Marcus Clarke's The Happy Land (1985). 
 "Kelly and Leon's Opera House."  SMH: 2 Feb. (1880), 5. 
Williams, Margaret. Australia on the Popular Stage.  (1983), 83-4. 
  
 
AGAPEMONE; OR, THE THREE INNOCENTS:  [play with music]  Txt. Henry E. Walton et  
al; Mus. [n/e] 
A joint creation by Henry Walton and "a local author" (possibly Marcus Clarke), Acapemone is described in 
advertising as an "original serio-comic, musical, satirical and political play" (A: 18 Feb. 1880, 4), that chronicles the 
Liberal Ministry during the pre-election period. Walton   The Age notes that the play was rumoured to be "similar to the 
Happy Land comedy, which proved such an ignominious failure at the Academy of Music a few weeks ago." In this 
respect the apparent similarities were no doubt due to Acapemone's pointed references to the Victorian government's 
suppression of the earlier Marcus Clarke work. The chief characters are: "Immortals," Fairy B (representing Chief 
Minister, Graham Berry), Fairy O'L (Attorney-General, Mr O'Loghen), Fairy W. (Commissioner of Railways, Mr 
Woods) and Fairy H. A. ("Henderson Africanus"); and "Mortals," the Hon Mrs A, the Hon Mrs B, and the Hon Mrs C. 
The entertainment consisted of a dialogue between the various characters, which allowed the Victorian political 
institutions, and the Berry government in particular, to be ridiculed. The Age critic indicates that "the hackneyed abuse 
and the tittle-tattle of the Conservative press over the previous three years was dished up in as disagreeable and 
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offensive language as possible. The critic goes on further to suggest that "those who went expecting to enjoy a clever 
performance, or even a few good jokes, must have been sadly disappointed. There [is] hardly anything in the play worth 
being called comical; what there was in it pretending to be of that character was too vulgar and contemptible to excite 
honest laughter… it is not likely that Acapemone will have a long run" (20 Feb. 1880, 3). The Argus critic, on the other 
hand, viewed the production more positively, writing: 'The hits at the present government, some of which are very hard, 
seemed to be immensely enjoyed by the audience, which was quick to understand the allusions" (20 Feb. 1880, 5). 
Although advertised as incorporating music in the production, the details of this are unclear. The relationship it 
bears with The Happy Land, both through authorship and content, suggests, however, that the "comedy" if not a 
burlesque may not have been too dissimilar to the burletta genre.   
[NB: In an interview published in the Australasian on 18 May, 1905, Thomas Bent (then Victorian Premier) reminisced about his earlier life 
as a would-be actor, mentioning in particular the production of "a political piece called The Happy Land" at the Bijou Theatre (Melb) in "the latter 
part of the seventies… We played with great success for four nights," he recalls, "and then a threat was made by the authorities that if we continued 
the theatre license would be cancelled. We then put the word 'prohibited" on our play bills and played another three nights. We did very well… I 
determined to take the play to Frankston, but I saw the actresses in the daylight, and this finished my career as an actor" (qtd in BC: 3 June 1905, 16).  
The references to "Bijou Theatre" and the a season of seven nights suggests that either Bent's memory was inaccurate or that he took part in another 
production - though more likely at a later date rather than earlier. His name has not been identified with the People's Theatre production below, 
although he may well have been involved as a supernumerary] 
1880: People's Theatre (Melb); 18 Feb. - 1 Mar. 
 - Dir. Henry E. Walton; Mngr. Walter Reynolds; Lse. Theo Hamilton; M Dir. B. Levy; S Art. Harry Grist.  
 - Cast: Henry E. Walton (Fairy B.), E. B. Russell (Fairy O'L.), Harry Power (Fairy W.), E. Ryan (Fairy H. A.),  
   Grace Hathaway (Hon Mrs A), Jenny Bryce (Hon Mrs B.) and Nelly Greenless (Hon Mrs C.), Mrs Appleton. 
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 Editorial.  A: 20 Feb. (1880), 3. 
 "News of the Day." ARG: 20 Feb. (1880), 5. 
 
 
MARRIED BY MISTAKE:  [play with music]  Txt. Harry W. Emmet; Mus. Harry W. Emmet and  
 Lance Lenton 
1880: St Georges Hall (Melb); 30 Mar. - 3 Apr. 
 - Mngr. L. M. Bayless. 
 - Troupe: McLean's Juvenille Troubadors. 
 - Cast incl. Alina Tulloch, Emily Fox, Masters C. J. [E. J.?] Matthews, F. Montague, Parlato and Sam McLean. 
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 Editorial.  ARG: 31 Mar. (1880), 5.       [rnib] 
  
 
A DAUGHTER OF EVE:   [play with music]  Txt. Marcus Clarke; Mus. [n/e] 
 A romance comedy set in Wales. Dorothy Dove, a meek Quaker, fails to impress her townee cousin with her 
normal personality. He is smitten with Dorothy, however, when she gets her own back by playing a clever and brilliant 
coquette. The marriage that is desired by their family is eventually obtained. 
1880: Bijou Theatre (Melb); 19-23 July; 6 Aug.      
 - Dir/Lse. G. B. W. Lewis; M Dir. J. Wright; S Art. Harry Grist. 
 - Cast incl. Marion Dunn [Mrs Marcus Clarke], Mrs Wooldridge, Harry Stoneham, J. B. Joyce. 
1885: Her Majesty's Opera House (Melb); 21 Feb. [benefit] 
 - Mngr/Lse. George Rignold and J. Allison. 
 - Cast incl. Mrs Wooldridge, Marion Dunn [Mrs Marcus Clarke], J. B. Joyce, B. Darley. 
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 "Bijou Theatre."  A: 20 July (1880), 3.  
 "Bijou Theatre: A Daughter of Eve." ARG: 20 July (1880), n. pag.       
 Editorial.  ARG: 23 Feb. (1885), 5. 
 "News of the Day."  A: 23 Feb. (1885), 5 
  
 
OUR VILLAGE:   [burlesque]  Txt. Harry W. Emmet; Mus. David Cope 
 Set in Melbourne during the present day, the story contained reference to political figures and an invasion scare 
by an Irish fake "Getawayo." Other characters include squatters, volunteers, Chinese, loafers and larrikins etc. 
1880: Bijou Theatre (Melb); 24-30 July 
 - Dir/Lse. G. B. W. Lewis; M Dir. J. Wright; S Art. Harry Grist. 
 - Cast incl. Marion Dunn [Mrs Marcus Clarke], Alice Wooldridge, Lizzie Dixon, Maggie Ford, Mrs Flexmore,  
   Miss Maltravers, Miss Chalmers, H. Vernon, Harry Stoneham, Harry Daniels, George P. Carey, R. A.  
   Letville, Mr Russell, Master George Bryer, R. W. Reede, J. Cecil, J. Donovan, Alex Wright. 
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 AST: 23 July (1880), n. pag.    [rnib] 
 "Bijou Theatre: Our Village." ARG: 26 July (1880), 6. 
"News of the Day."  A: 26 July (1880), 3. 
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FORBIDDEN FRUIT:   [play with music]  Txt Adapt. Marcus Clarke; Mus. [n/e] 
 A two act vaudeville comedy with music, it was adapted from P. F. A. Carmouche's comedy Le Fruit Défendu 
and set in a French village, the story concerns a love triangle.  
1880: Bijou Theatre (Melb); 31 July - 5 Aug. 
- Dir/Lse. G. B. W. Lewis; M Dir. J. Wright; S Art. Harry Grist. 
 - Cast incl. Marion Dunn [Mrs Marcus Clarke], Mrs Wooldridge, J. G. Joyce, W. G. Carey [or George P.],  
    Harry Daniels, R. A. Letville, Mr Russell. 
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APPOINTMENTS:   [musical entertainment]  Txt. Charles H. Taylor; Mus. [n/e] 
 Advertised in the Argus as a "novelty entertainment… written by an Australian author [and] illustrated by 
paintings from the brush of an Australian artist, and performed for 297 nights' (24 Sept. 1880, 8). The characters include 
a Chinese Lady, a Chinese Irishman, and a New York Hoodlum. The details concerning a premiere production are as 
yet unknown. 
1880: St George's Hall (Melb); 24 Sept. - 1 Oct.   
 - Mngr. Charles Fuller and Charles H. Taylor. 
 - Troupe: Ella Carrington's Stray Leaves Company. 
 - Cast incl. Ella Carrington, Nellie Mansell, Charles H. Taylor, J. F. Forde. 
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H.M.S. PIN-A-4:  [burlesque]   Txt Adapt. W. Horace Bent; Mus. Gilbert and Sullivan 
Most likely written by Bent, this burlesque was advertised as having been specially adapted, localised and 
"paraphrased from Gilbert and Sullivan" by permission of J. C. Williamson's. It also may have been adapted from an 
American Pinafore minstrel burlesque. The season appears to have been staged in order to take advantage of public 
interest in the action brought by Gilbert and Sullivan against actor/manager W. H. Lingard, who put on the original 
comic opera in Melbourne earlier in the year (Academy of Music, c June). The decision against Lingard was reached 
the day before the burlesque adaptation was staged. Local hits targeted the Exhibition and members of parliament.  
 [NB: It is not clear as the whether there is a relationship between this burlesque and another, possibly also written by W.H. Bent, which was 
staged at the Opera House (Syd) in 1882 by Bent and Bachelder's Christy's Anglo-American Minstrels. The later burlesque, titled H.M.S. Pin-A-4 in 
Black, was advertised as being the "the first production of an extraordinary, exciting and extravagant extraction of Pinafore" (SMH: 11 Apr. 1882, 2).] 
 [NB 2:  For references to the Gilbert and Sullivan v Lingard courts action see "H.M.S. Pinafore in Court" ARG: 2 Nov. 1880, 7] 
1880: St George's Hall (Melb); 30 Oct. - 19 Nov.   [18 pfms] 
 - Mngr/Lse. Dave Hayman; S Mngr. D'Orsay Ogden. 
 - Troupe: Kelly and Leon's Minstrels. 
 - Cast incl. W. Horace Bent, Vernon Reid, C. S. Frederick, William Ball, Beaumont Read, Frank Rivers, John  
    Howson, Billy Sweatnam, E. J. Kennedy, Francis Leon. 
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 ARG: 2 Nov. (1880), 8.  Advert.      
 "News of the Day." A: 1 Nov. (1880), 2. 
 
 
JACK THE GIANT KILLER:   [pantomime]  Lib. Harry W. Emmet and J. R. Greville; Mus. Harry W.  
 Emmet; Add Mus. Lance Lenton 
The Daily Telegraph (25 Dec. 1880, n. pag.) indicates that Greville arranged the incidents, Emmet wrote the 
dialogue and music (with some local allusions supplied by a gentleman well-known in the Sydney Press), and that 
Lenton contributed one song to the production.  
The story concerns Jack, who rescues the princess from two ruffians Antifat and Grosserbo, and is then 
commissioned to rid the world of giants. Dame Dimple runs a model school from which the ruffians abduct boys for the 
giant's dinner, and subsequently the dame. Jack rallies an army of all nations. The dame falls in love with Antifat and 
with Jack's help they defeat the giant. 
1880: Queen's Theatre (Syd); 27 Dec. 1880 - 4 Feb. 1881  [39 pfms] 
 - Dir. J. R. Greville; Prod/Lse. George Coppin, John Hennings, J. R. Greville; M Arr. Charles Austin; S Art.  
    William Kinchela and John Hennings; Chor. Amy Chambers and J. R. Greville; Cost. Annie Wright and  
    Mde. Croucher. 
- Cast incl. Kate Foley, Lizzie Dixon, Amy Chambers, Mrs J. R. Greville, Miss Martin, Miss Hines, Miss Camb,  
    Miss Brown, Lillian Forde, Amy and Hetty Sherwood, J. R. Greville, Harry Leston, Lance Lenton, Harry  
    Sefton, Martin Ford, Tom Holt, Master Croucher, Master Egan, Master Wilson, Gerald Dillon. 
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AURIFERA, THE ENCHANTED ISLE ; OR, HARLEQUIN LITTLE JACK 
WASHINGTON AND THE MAN IN THE MOON:  [pantomime] Lib. Alfred T. Seal; Mus. [n/e] 
#  Frank Pinkerton, 1880 
 A pantomime with a number of topicalities and allusions concerning Ballarat. 
1880: Academy of the Arts (Ballarat, Vic); 27 Dec. 1880 – ca. Jan. 1881 
 - Dir. I. F. Keogh. 
 - Troupe: Marion Willis' Company. 
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LALLA ROOKH; OR, THE PRINCESS, THE PERI AND THE TROUBADOUR:   
 [pantomime] Lib Adapt. Mr Byrne; Mus. [n/e] 
 A pantomime with local references and satire directed at members of parliament, journalists, anti-Chinese digs, 
and education. It was quite possibly adapted by Byrne from William Brough's extravaganza of the same name (1856). 
1880: School of Arts (Bris); 27 Dec. 1880 - 13 Jan. 1881 
 - Mngr/Lse. F. T. F. Keogh; M Dir. Signor Benvenuti; Chor. Annie Marsh; Cost. Mrs Smith.  
 - Cast incl. Lily and Annie Marsh, Fanny Rogers, Daisy, Lily and Addie Thynne, Julia Milne, T. Hughes, Mr  
    Patterson, Mr Scott, James Thynne, Mr Thompson. 
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KING OF THE TRANQUIL VALLEY AND BRUTUS THE TYRANT; OR, 
HARLEQUIN CORIN AND PRINCESS CARPILLONA:  [pantomime]  Lib Adapt/Mus. [n/e] 
Also known as Once Upon a Time there Lived Two Kings," it was specially adapted and localised from J. R. 
Planché's extravaganza of the same name. 
1880: Opera House (Syd); 27 Dec. 1880 - 17 Jan. 1881  [22 pfms] 
 - Mngr. R. B. Wiseman (business); Lse; Sam Howard; M Dir. James A.  South, H. Simmons and Joe Tolano;  
    M Arr. W. G. Broadhurst; S Art. J. R. Setright and Alfred Clint. 
 - Cast incl. Edith Pender, Alice Johns, Marion Medway, Ada Forde, Florrie Forde, Blanche Murray, Miss St  
    Clair, Miss Brown, Miss Montague, James Hasker, J. W. Sweeney, George R. Melville, W. G. Leslie, H.  
    Simmons, J. Thorpe, James A. South, Joe Tolano, Walter Cottier. 
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SINBAD THE SAILOR; OR THE PET OF THE PERI, THE OLD MAN OF THE 
SEA AND THE DWARF OF THE DIAMOND VALLEY:   [pantomime] Lib Adapt. Garnet  
 Walch; Mus incl. Walter J. Rice (Syd)  
 Also known as Sinbad the Sailor; Or, The Caliph's Daughter, the Old Man of the Sea and the Dwarf of the 
Diamond Valley, it is believed to have been adapted from John Strachan's Sinbad pantomime.  Influenced by the 
Arabian nights legend, the story has Sinbad attempting to win the Caliph's daughter by fetching the Koh-i-noor 
diamond. Some of scenes involved the Sphinx and cannibal kings, led by Wang-Doodle. The scenes were presented as: 
Act 1: Sc 1. The Great Sphinx and Grand Panorama "Shipwreck of Sinbad"; Sc 2. White Coral Reef and Silver Sand 
Beach, "Grand Peri Ballet"; Sc 3. Apartments in the Palace of the Caliph; Sc 4. The Coast by Moonlight; Sc 5. On the 
Island, Near Chicory Ebony; Sc 6. Romantic Ravine on Chicory Ebony Island, Procession of the Cannibal Tribes and 
Grand Choral March; Act 2: Sc 1. Snow Ballet; Sc 2. The Sea Shore; Sc 3. The Valley of Diamonds and Great and 
Astounding Sprite Act; Sc 4. A Darksome Grove on Chicory Ebony Island; Grand Transformation Scene and 
Harlequinade. 
The 1881 Sydney season was advertised under the alternate title. They are believed to have been virtually the 
same production, however, in addition to both having involved many of the same actors. With regard to the musical 
content, Nellie Stewart, in her autobiography My Life's Story records that the sextet from Lucrezia Borgia was sung as 
one of the finales (22). The overture and incidental music was composed by Walter Rice. 
Another Garnet version of the Sinbad pantomime was produced in Melbourne in 1893, and although the latter is 
also likely to have been based on the Stachan pantomime, it is also known to have incorporated a good deal of the "new 
and topical business," new songs (written by Garnet Walch and members of the company) and a new storyline [See 
Sinbad the Sailor (1893) for further details]. 
1880: Theatre Royal (Melb); 27 Dec. 1880 - 4 Mar. 1881   [59 pfms] 
 - Dir/S Mngr. B. N. Jones; M Arr. Frederick Coppin; S Art. John Hennings, John Little, Mr Pincott and Mr  
    Perryman; Cost. Annie Wright, J. H. Brown and M. Marks; Chor. Mons. Massartic and Mde. Pasta Moore;  
    Com Sc. Bland Holt; Lig. Mr Stevens (gas). 
- Troupe: Royal Comedy Company. 
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- Cast incl. Nellie, Docy and Maggie Stewart; Miss Leslie, Lena Edwin, Mde Pasta Moore (dancer), Florence  
   Slater (dancer), Kate Ramsden (dancer), J. Harcourt, Julius Caesar, J. W. Hazlett, Bland Holt, Richard  
   Stewart, Charles Brown, Master Sammy Nelson, Signor Gonzalez, John Wallace, Mons. Massartic (dancer). 
1881: Theatre Royal (Syd); 26 Dec. 1881 - 21 Feb. 1882  [46 pfms] 
 - Mngr. Samuel Lazar and Arthur Garner; Lse. Samuel Lazar; S Art. George Gordon; Chor. Mde. Pasta Moore  
    and E. McLean; Cost. Annie Wright, Signor Bartolometti, J. R. Brown and J. McLean; Com Sc. Bland Holt;  
    S Mngr. Richard Stewart. 
- Cast incl. Maggie Oliver (Sinbad), Bland Holt (Hassan), Richard Stewart (Ali Ben Fizgig), Maggie Stewart  
   (Zobeide), Harry Leston (Wang-Doodle), Nellie Playfair (Peri Banow), Lena Edwin (Haffiz), Mde Pasta  
   Moore (dancer), Theresa Horan (Princess), John L. Hall (The Duenna), Signor Gonzales and John H. Wallace  
   (Spirits), Mr Guessman (The Sphinx), James Hasker (Spirit of the Desert), R. Daly (Ogre), Mr Ryan (Spittum,  
   the Ogre's cook), Mr Andrews (second cook), Master Sammy Nelson (Old Man of the Sea), E. McLean  
   (dancer), Mr Beverly; Harlequinade - Bland Holt (Clown), J. Hasker (Pantaloon), E. McLean (Harlequin),  
   Mde Pasta Moore (Columbine), Policeman (J. Ryan), Sprites (Signor Gonzales and J. H. Wallace). 
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Happy Land (advertisement) 
Argus 17 Jan. 1880, 12. 
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SINBAD THE TAILOR; OR, THE MONK, THE MAID AND THE MAGPIE:    
[pantomime] Lib Adapt/Mus. [n/e] 
Advertised as an Irish-German burlesque pantomime - which the Age noted "burlesques upon the efforts of 
pantomimes." It was also "adapted with especial reference to contemporary events" (17 Jan. 1881, n. pag.). 
 The exact premiere status is unknown, although it is believed that this production was adapted from Garnet 
Walch's pantomime Sinbad the Sailor (1880), which was running at the Theatre Royal. 
1881: St George's Hall (Melb); 15-21 Jan. 
 - Prod/Lse. Edwin Kelly and Francis Leon; Mngr. Dave Hayman. 
 - Troupe: Kelly and Leon's Minstrels. 
 - Cast incl. Charles McCarthy, E. J. Kennedy, Beaumont Read, Billy Sweatnam, W. Horace Bent, John  
    Drayton, Vernon Read, A. B. Thomson, William Wilson, Joe Doolittle. 
 
A: 17 Jan. (1881), n. pag.      [rnib] 
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HERO AND LEANDER; OR, BENEATH THE SEA:  [burlesque] Txt. [n/e]; Mus. Mr Thiodon 
 Advertised as an "operatic extravaganza," this burlesque tells the story of Leander, beloved of the Water Queen, 
but who loves Hero. It is set in Sydney and under the sea, with a variety of characters including sea nymphs, a snapper, 
a turtle and several comic parents. The libretto is said to have been written by a Sydney lady (SP: 22 Jan. 1881, n. pag.). 
1881: Opera House (Syd); 22 Jan. - 1 Feb. 
 - Mngr/Lse. James A. South; M Dir. Mr Broadhurst. 
 - Cast incl. Edith Pender, Alice Johns, Nellie Montague, Marion Medway, Miss M. Brown, Blanche Murray,  
    Miss Stewart, Tilly Earl [Mrs John Edouin], Miss Forde, James A. South, H. Simmons, James Hasker, Frank  
    Robertson, George R. Melville. 
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H.M.S. PINBEHIND:   [burlesque]  Txt Adapt. F. H. Linklater; Mus. [n/e] 
 Adapted for McLean's juvenile troupe from the Gilbert and Sullivan operetta, the narrative is set on the good 
ship H.M.S. Pinbehind - a ship that is on the lookout for the H.M.S. Pinafore. The latter ship's Captain Corcoran has 
turned pirate, and shortly he boards the Pinbehind with his cannibal queen wife.  Complications set in when it becomes 
known that Corcoran's former wife, who is on the cannibal island, is now married to Captain Marryaught of the 
Pinbehind.  The status of this production's Australian premiere is uncertain. 
1881: St George's Hall (Melb); 12-18 Mar. 
 - Troupe: McLean's Juvenille Troubadours. 
 - Cast incl. Nina Tulloch, Emily Fox, J. S. Parlato, Sam McLean, D. C. Smith, T. S. Farron, William Lynch, W.  
    Andrews, H. Collins, W. Meikle, J. Thomas, H. Harston, J. Matthews, A. Moon, G. Jones, T. Wilkins, O.  
    Pierce. 
1881: Opera House (Syd); 18-21 June    . 
 - Cast and production mostly as for Melbourne season. 
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VERCINGÉTORIX; OR, LOVE AND PATRIOTISM:  [play with music] Txt Adapt/Trans.  
 Joshua Lake; Mus. Henri Kowalski 
#  W. H. Williams (Melb), 1881 
 Advertised as a lyric drama in three parts and subtitled Love and Patriotism. The libretto was translated into 
English and adapted by Lake from M. Maniel's original French version. The story concerns Vercingetorix, beloved of 
Luctera, who is chosen by the Gauls to defend their country against the invading Romans, led by Julius Caesar. Though 
preferring love, he accepts the duties of leader. The Gauls are besieged at Alesia, and Vercingetorix surrenders in order 
to have his countymen spared. He is taken to Rome and beheaded during Caesar's triumphant return. 
1881: Garden Palace (Syd); 31 Mar; 1 Apr. 
 - M Dir. Henri Kowalski. 
 - Cast incl. Gabriella Boema, Agnes Palmer, Miss Williams, Edward Farley. 
 - Musicians: Austrian band. 
 - Performed with French text 
1881: Town Hall (Melb); 24 Sept. 
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 - Dir. Signor de Vivo; M Dir. Henri Kowalski and Thomas Zeplin (Orch Ldr). 
 - Troupe: Metropolitan Liedertafel. 
 - Cast incl. Gabriella Boema, Mrs Kingsland, Signor Coy, Signor Riccardi, Signor Luisetti, Mr Moyle. 
 - Performed with English text. 
1886: Sydney University (Syd); 1 July 
 - M Dir. Henri Kowalski. 
 - Troupe: Sydney Philharmonic Society. 
 - Cast incl. Miss F. Saville, Miss A. Mountcastle, Mrs C. E. Bowler, Vernon Reid, Mr Hallewell, A. E. Bowler,  
    Mr Bushelle. 
- Musicians: F. Schmellitschek and G. Rivers Allpress. 
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H.M.S. PUN-NO-FEAR:  [burlesque]  Txt Adapt. [n/e]; Mus. [n/e] 
 Adapted from Gilbert and Sullivan's H.M.S. Pinafore.  Advertised as an opera travesty written especially for 
Lewis Mastodon's Minstrels, and with the permission of J. C. Williamson (who held the Australian rights to Gilbert and 
Sullivan works). 
1881: Opera House (Syd); 21-27 May 
 - Mngr. Edward S. Wolfe; S Mngr. O. T. Jackson; S Art. W. J. Wilson. 
 - Troupe: R. B. Lewis' Mastodon Coloured Minstrels. 
 - Cast incl. R. B. Lewis, R. L. Skinner, C. H. Lewis, J. Moody, R. Moore, Johnny Matlock, W. Wesley, Sam  
    Keenan, O. T. Jackson, N. Young. 
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GULLIVER; OR, HARLEQUIN KING LILLIPUT:  [pantomime] Lib. Garnet Walch; Mus. [n/e] 
 Oberon and his associates decide to produce a Gulliver pantomime. The story begins when King Hairy comes to 
Gulliver Snr's chemist shop in search of hair dye, as his hair keeps changing colour. Gulliver Jnr falls for the King's 
daughter and offers to search out hair dye. Their ship is wrecked on Liliput, where Gulliver Jnr commands an army 
against the giants of Brobdignag. With Oberon's help the battle is won and all are rewarded. 
1881: Bijou Theatre (Melb); 24 Dec. 1881 - 27 Jan. 1882  [28 pfms] 
 - Dir/Lse. G. B. W. Lewis; Mngr. Mrs G. B. W. Lewis; M Arr. J. Wright, Mrs G. B. W. Lewis and J. Ure;  
   S Art. Harry Grist; Chor. Henry Leopold. 
- Troupe incl. Mrs G. B. W. Lewis' pupils. 
- Cast incl. Carrie Nelson, Alice Wooldridge, Blanche and Florence Louis, Annie Mau, Mary Weir, Flora  
   Graupner, Mabel Mackay, Dolly Inman, Miss L. Hodge, Miss Kirkness, Miss Avery, Ethel Mackay, Miss  
   Whaley, Miss Davis, D'Arcy Stanfield, Fred Dark, George P. Carey, Harry Daniels, Henry Leopold, D. C.  
   Smith, Mr Whiting; Masters Willie Driscoll, W. Stevenson, Alfred Capper, Middy Harrison, Nutall and  
   Mummery. 
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DYK WHYTTYNGTONNE AND HYS WONDERFULLE CATTLE; OR, 
ARLEKYN LYTTEL BO-PEEPE AND YE FAERIE CHYMES OF BOWE-BELLS:   
 [pantomime]   Lib. Garnet Walch; Mus. [n/e] 
#  McCarron and Bird, 1881 
 Advertisements for this production used normal spelling, while the published libretto has archaising spelling. In 
the story, the Demon of Discord orders Buggins the pirate and his aide Scraggerini to ruin Dick. In this they are 
opposed by Fairy Campanula. Dick and Cat get a job in the kitchen of the miser Fitzwarren, where he meets Alice. At 
Buggins' instigation Handsome Hal, Dick's rival for Alice's affections, brings about his dismissal. All set off on a sea 
voyage with Buggins as captain. He dynamites the ship, however, leaving them stranded in the kingdom of a sultan who 
is plagued with rats. Cat dispatches these and Dick is given a reward. By the end, Buggins has been dealt with, Hal 
marries a Princess, and Dick marries Alice and is made Lord Mayor.  
 The pantomime contains a number of satirical references to Melbourne of the time, particularly unions and early 
closing. It also includes a burlesque of Bulwer Lytton's Richelieu. 
1881: Princess's Theatre (Melb); 24 Dec. 1881 - 27 Jan. 1882   [30 pfms] 
 - Mngr/Lse. Frederick Marshall; S Art. George Gordon. 
 - Cast incl. Jessie Grey, Mrs Edouin Bryer, Heloise and Rosalie Duvalli, Annie Taylor, Cora Gwynne, Emma  
    Fischer, Carrie Wallace, Miss A. Capper, Little Ethel, Miss Maltravers, Miss Ward, Miss Gray, Miss Evans,  
      Miss Franks, Miss Osborne, Martin Forde, Sterling Whyte, Frank Cates, E. W. Marshall, James Gratton,   
    Frank Forbes, H. Hughes, C. Wardlaw, Frederick Marshall, Mr Allison, Mr Culls. 
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WHITTINGTON AND HIS CAT:  [pantomime] Lib Adapt. Joseph Brown; Mus. David Cope 
 Adapting the story of Dick Whittington, this version starts off in Magicland, where it is learned that two evil 
genii have infested Morroco with rats. Apprenticed to Alderman Fitzwarren, Dick is dismissed due to idleness, and he 
and Cat set out on a ship which is wrecked near Morocco (this brings about a burlesque of the raft scene in Bland Holt's 
production of The World). Cat is able to rid Morocco of the rats after a terrific battle. The pantomime ends back in 
London. 
 Although believed to have been adapted from John Strachan's pantomime, the identity of the adapter is 
somewhat unclear. A news paragraph in Town Talk initially records E. Finn as the localiser, but later names Brown in 
this role (12 Nov. 1881, n. pag.). 
1881: Theatre Royal (Melb); 24 Dec. 1881 - 3 Feb. 1882  [36 pfms] 
 - Dir. J. R. Greville and B. N. Jones; Prod/Lse. J. R. Greville, John Hennings and George Coppin; M Arr.  
    David Cope; S Art. John Hennings, John Little and Fred Matthews; Chor. Mons. Massartic; Cost. Annie  
    Wright; Com Sc. James Holloway.  
- Cast incl. Rosalie and Josephine Burdett-Coutts; Georgie Smithson, Docy Stewart, Constance and Alice  
   Deorwyn, B. N. Jones, Charles Brown, J. R. Greville, J. Caesar, Lance Lenton, J. W. Hazlitt, Mr Atha, Mr  
   Wilson, C. Bates, H. Hodson, Mr Dixon, James Holloway, Master Frank Lee, Oliver "Olly" Deering, Robert  
   Rogers, Fred Sylvester, Mons. Massartic, Professor Sylvester and his Troupe of Dogs and Monkeys, Lee  
   Brothers. 
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ALADDIN AND COMPANY LIMITED; OR, THE MAGICAL LAMP AND THE 
GIDDY YOUNG SCAMP WHO WEDDED A GUYRL OF SUPERIOR STAMP:    
 [burlesque pantomime]   Txt/Mus. [n/e] 
 A burlesque-style opera based on the Aladdin pantomime, it was advertised in the Sydney Morning Herald as a 
"local, lyrical, laughable piece of operatic buffoonery" (24 Dec. 1881, 2). The characters included: Ozokerit ("a feeble 
monarch in a feeble state, whiskey 'ou'll believe is just his perter-ate"), Remembrancer ("a man of wisdom, known to 
Sydney folks, who thrives through laughing at his master's jokes"), Ko Kliko ("a sly merchant who deals, if you please, 
in members' votes and newly-made J.Ps"), Naptha ("Adjin or genie, an imprisoned cuss, who in the lamp is most 
ingenie-us"), Princess Veloutien ("a charming gyarl - up in one word we sum her, as Shakespeare deftly wrote, she is a 
'nummer'"), Karamel ("her confidant - sings like a female Santly; a maid we recommended most confidante-ly") and 
Aladdin ("a forward shopboy, that's his occupation, who seeks to wed, and weds above his station"). 
 The Sydney Morning Herald was scathing in its criticism of the production, and the short season suggests that 
audiences were perhaps in agreement. The critic writes, we must "censure them for presenting to the public a play in a 
very unfinished manner. The piece was poorly played on the stage, the scenery was indifferent, and the performers were 
not well acquainted with their parts…although some of the leading artists struggled bravely to crown their efforts with 
success… the only redeeming feature in the presentation was that some agreeable voices which have been exercised on 
behalf of good opera were heard to advantage" (27 Dec. 1881, 6). 
1881: Victoria Hall (Syd); 26-31 Dec.  
 - B Mngr. Alfred Burton. 
- Cast incl. Miss E. A. Lambert (Aladdin), Jennie Horan (Princess Veloutien), Louise Harcourt (Karamel),  
  C. H. Templeton (Ozokerit), Stuart Boltan (Remembrancer), Martyn Hagan (Ko Kliko), C. E. Osborne 
(Naptha). 
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HERO AND LEANDER:  [pantomime]  Lib Adapt. [n/e]; Mus. Frank Eugarde 
 Advertised as a "musical extravaganza," this adaptation of the earlier Sydney production (by an anonymous 
Sydney lady) has Queen Aqua falling in love with Leander, the fiancé of Hero. The story is similarly set in Sydney, and 
contains jokes about Salvation Army bands, among other topicalities. 
1881: Theatre Royal (Bris); 26 Dec. 1881 - 13 Jan. 1882  [17 pfms] 
 - Dir. James A. South; Mngr. H. J. Whittington and Duncan Macallum (theatre); S Art. J. R. Setright; S Mngr.  
    Charles Tyrell; Cost. Mons. L. Dubrenil. 
- Cast incl. Miss Pender [Mrs James A. South], Emma Rogers, H. Tulloch, Miss M. Walsh, Lilly Adele, Miss  
   A. Boleyne, Amy Lovell, Carrie Nelson, Vernon Reid, James A. South, Charles Seagrave, A. Sullivan,  
   Charles Tyrell, Arthur Rigby. 
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MICHAEL STROGOFF; THE COURIER OF THE CZAR:    [play with music]  Txt Adapt.  
 James Burdett Howe; Mus. [n/e] 
 Also known as Russia as it Is (Melb. 1882), this theatrical adaptation of Jules Verne's novel Michael Strogoff, 
was initially dramatised by Basil Henry, and then adapted by J. B. Howe.  The narrative concerns  Michael Strogoff, 
who is charged with delivering a message to the Grand Duke in Siberia. This requires him to contend with hostile 
Tartars and the malevolence of the traitor Ogareff, who has him blinded in the Tartar camp. Strogoff recovers, however, 
and exposes, then kills Ogareff before finally delivering the message. All the while, French and English correspondents 
trail along with him. The musical element incorporates dance and a small amount of singing within the narrative. 
Reviews of the production also indicate that it contained substantial ballet interludes. 
 [NB: Another adaptation of Michael Strogoff (subtitled Russia as it Is) was also staged in Sydney in 1882. That production, adapted by F. R. 
C. Hopkins, was then staged in Melbourne later that year, and revised by Alfred Dampier in 1885 and 1887. The extent of the musical content in these 
versions is unclear, although production credits indicate that David Cope was involved (most likely as composer or arranger of incidental music)] 
1882: Bijou Theatre (Melb); 25 Feb. - 13 Mar.   [14 pfms] 
 - Dir/Lse. G. B. W. Lewis; S Art. Harry Grist. 
 - Cast incl. Julia Hayward, Mrs Wooldridge, Mr and Mrs Edwin Palmer, Frank Forbes, D. C. Smith, J. B.  
    Howe, J. F. Cathcart, Harry Daniels, A. Norman, Mr Whiting, N. Brady. 
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BOHEMIAN GIRL:  [burlesque]  Txt Adapt. [n/e]; Mus. Michael Balfe 
 Very possibly written or adapted by W. Horace Bent, The Bohemian Girl, is a burlesque on Michael Balfe's 
opera. Advertising in the Sydney Morning Herald indicates that the production introduced "musical gems from the 
original" (4 Mar. 1882, 2). 
1882: Opera House (Syd); 4-10 Mar. 
 - Mngr/Lse. W. J. Wilson; B Mngr. R.G. Bachelder; S Mngr. W. Horace Bent. 
 - Troupe: Bent and Bachelder's Christy's Anglo-American Minstrels. 
 - Cast incl.  W. Horace Bent (Pete), C. S. Fredericks (Thaddeus), William Ball (Count Arnham), H. Williamson  
    (Florenstein), H. Charles Hugo (Sam), Amy Rowe (Arline).  
 
 SMH: 4 Mar. (1992), 2. Advert. 
 
 
H.M.S. PIN-A-4 IN BLACK: [burlesque]  Txt Adapt. W. Horace Bent; Mus. Arthur Sullivan 
 Most likely adapted by W. Horace Bent, this burlesque on Gilbert and Sullivan's famous operetta was advertised 
in Sydney Morning Herald as the "first production of an extraordinary, exciting and extravagant extraction of Pinafore" 
(11 Mar. 1882, 2).  
 [NB: It is not clear how much of this burlesque was taken from an earlier production written by Bent and staged under the title, H.M.S. Pin-
A-4, at St George's Hall in 1880, by Kelly and Leon's Minstrels. A later burlesque staged as H.M.S. Pinafore (In Black) by Frank Smith at the 
Alhambra Music Hall (Syd) in 1889, while possibly founded on the 1882 version, nevertheless contains some different characters. The cast in the later 
production included long-time associates of Bent's, J. S. Porter and Beaumont Read] 
1882: Opera House (Syd); 11-25 Mar.  
 - Mngr/Lse. W. J. Wilson; B Mngr. R .G. Bachelder; S Mngr. W. Horace Bent. 
 - Troupe: Bent and Bachelder's Christy's Anglo-American Minstrels. 
 - Cast incl.  W. Horace Bent (The Left Hon. Sir Joe Half-and Half, M.L.C.), H. A Williamson (Cap. Cork  
    O'Ram), C. S. Fredericks (Ralph Haystack), William Ball (Dead Dickeye), Beaumont Read (Bob Billstray), G.  
    Glider (Beck Bobbit), W. Leake (Tuck Tommer), Charles Hugo (Little Butter-tub), Sam Keenan (Hebe),  
    William Hugo (Shebe), Amy Rowe (Josephine).  
 
 SMH: 11 Mar. (1882), 2.  Advert. 
 
 
ALONSO THE BRAVE AND THE FAIR IMOGENE:  [burlesque] Txt. Fred Pashley;  
Mus. [n/e] 
An original and local burlesque written especially for the occasion, the Age mentions two songs, "The Australian 
Eleven," and "England's Navy," and references to the tailoresses strike and the detective force (20 Jan. 1882, n. pag.). 
The musical element includes several dances and music. 
1882: Temperance Hall (Melb); 17 June - 
 - Cast incl. Miss Bassett McDonald, Miss Burdett-Coutts, Harry Allnut, Mr Hutchens, Fred Pashley. 
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1883: Hudson's Theatre (Melb); 20 Jan. - 
 - Cast incl. Miss Bassett McDonald, Tilly Earl, Harry Allnut, Mr Hutchens, Mr Jones. 
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ONKEL BECKERS GESCHICHTE:  [operetta]  Lib/Mus. Moritz Heuzenroeder 
1882: Albert Hall (Adel); 3 Nov. [am] 
 - Cast and production by a local Adelaide amateur theatre company. 
 
 
SINBAD THE SAILOR; OR THE OLD MAN OF THE SEA, AND THE 
WRECKED PAPA OF THE GIDDY YOUNG THING WHO LOVED A JACK 
TAR:    [pantomime]  Lib Adapt/Mus. [n/e] 
 Possibly adapted by Frank Towers from the Frank Green and J. F. McArdle juvenile burlesque pantomime 
Sinbad The Sailor; Or Harlequin the Old Man of the Sea (1880), or from either of the two other Green Sinbad plays 
known to have been produced - with one at the Princess Theatre, Edinburgh (1879), and the other at Covent Garden.  
The pantomime was presented as a second part entertainment. 
The action is set in Bagdad, Sydney (including Argentine's home - midway between San Souci and Peri-winkled 
Island - Cockatoo Island and Watson's Bay) and Cetewayo's Kraal. References within the libretto are directed towards 
local politics. At least one song was written by a Mr Grey.  
1882: Gaiety Theatre (Syd); 26 Dec. 1882 - 10 Jan. 1883   [14 pfms] 
 - Dir. Mary Gladstone [aka Mrs Bayless]; Lse. L. M. Bayless; Mngr. Frank Towers; M Dir. Charles Austin;  
   S Art. William Kinchela. 
- Cast incl. Rosa Towers (Sinbad), Katie Towers (Argentine), May Vivian (Abdullah), Vergie Vivian, Harriet  
   Tulloch (Fetnah), Hettie Sherwood (1
st
 Fairy), Frank Towers (Ali Ben Sloper), Tom Buckley (Cetewayo),  
   Johnny O'Neill (Widow Sinbad), W. Love, J. Cottier *, F. Cottier *, James Box, S. Luff, T. Fish, Sydney Hall. 
-  NB: * J. and F. Cottier may be typographical errors. There is no record of either name being associated with  
    the well-known Cottier family - proprietors (and performers) of the long-running Cottier's People's Concerts  
    (Protestant Hall, Syd) during the 1880s/1890s).  On the other hand it is likely that J. Cottier is instead Harry  
    Cottier, while F. Cottier might well be Ernest Cottier.  Other high profile members of the family were Walter  
    and Lucy Cottier.  
 
 ACP2: (1997), v. pags.  
 "Gaiety Theatre." SMH: 27 Dec. (1882), 5.  
 SMH: 26 Dec. (1882), 2. Advert.      
 
 
JACK AND THE BEANSTALK; OR SEE-SAW MARGERY DAW AND 
HARLEQUIN MAN-IN-THE-MOON, THE LOVE BIRDS OF FAIRYLAND AND 
THE GIANT OF TEL-EL-KEBIR:   [pantomime]  Lib Adapt. Joseph Brown; Mus. Walter J. Rice and  
 W. H. Harrison (Syd) 
 This adaptation by Brown of F. W. Green's pantomime Jack and the Beanstalk sees Jack sell the cow for beans, 
be rejected by his mother, but find comfort in the fact that Margery Daw has remained true. After reaching the top of 
the beanstalk Jack rescues the love birds of Fairyland from the giant. In retaliation the giant abducts Margery Daw and 
takes her to his castle near Egypt. Jack rescues her, re-enacting the siege of Alexandria and the charge of Black Watch 
at Tel-el-Kebir. The pantomime ends with a patriotic tableaux. 
 Although newspaper advertisements made no mention of the author of the 1883 Sydney production, it is 
believed that both it and the 1882 Melbourne production were essentially the same. Similarly the identity of the 
composer(s) for that production have not yet been established. 
1882: Theatre Royal (Melb); 26 Dec. 1882 - 16 Feb. 1883  [45 pfms] 
 - Dir/S Mngr. B. N. Jones; Prod. J. C. Williamson, Arthur Garner, George Musgrove and Henry R. Harwood; 
    M Arr/Dir. Thomas Cope; Chor. Mrs G. B. W. Lewis; S Art. John Hennings and John Little; Com Sc. Bland  
    Holt. 
- Cast incl. Alice and Constance Deorwyn, Maggie Oliver, Lena Edwin, Miss L. Chalmers, Amy Chalmers, Lily  
   Bryer, Nelly and Carrie Bilton, Jenny Bryce, Theresa Horan, May Howard, Mde. Pasta Moore, Master Sammy  
   Nelson, Mr Musgrave, Julius Caesar, J. R. Greville, Bland Holt, R. Daly, Charles Brown, Mr Bates, B. N.  
   Jones, Hans Phillips, Harry Daniels, C. Howard, E. McLean, James Hasker, Mr Gonzales and Mr Shields  
   (acrobats). 
1883: Theatre Royal (Syd); 26 Dec. 1883 - 7 Feb. 1884  [37 pfms ] 
 - Prod. J. C. Williamson, Arthur Garner, George Musgrove; B Mngr. Henry R. Harwood (business); Lse.  
    Samuel Lazar; M Arr. Walter J. Rice and W. H. Harrison; S Art. John Hennings and John Little; Com Sc.  
    Will Simpson. 
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  - Cast incl. Nellie and Maggie Stewart, Fannie Liddiard, Lillie Forde, Sarah and Dolly Ford, Minnie Hope,  
    Sophie Harris, Miss Kinloch, Miss Ayrton, Miss Clark, Miss Johnstone, Mde. Pasta Moore, Harry Taylor,  
    Will Simpson, John Forde, James Hasker, Henry Leopold, W. Webbe, W. Beaumont, W. Ford, A. George,  
    Aggie Stuart. 
 
 ACP2: (1997), v. pags.   
 "Theatre Royal Pantomime, The."  A: 27 Dec. (1882), 3. 
 "Theatre Royal: Jack and the Beanstalk." ARG: 27 Dec. (1882), 6. 
 
 
 
 
 
 
Estrella (advertisement) 
Times (London) 24 May 1883, 8. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 248 
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 George Darrell's emotional drama, The Naked Truth (incidental music by Thomas Zeplin), which premiered in 
May at the Melbourne Opera House, incorporated a small amount of musical performance in the opening Epoch ("A 
Queen of Bohemia"). This scene, set in an establishment described as "more like a music hall than a gentleman's 
residence, [and] bearing the outward show of prodigal extravagance and bad taste," sees the vulgar and fussy guests 
dance into and out of the drawing-room, singing as they waltz in and out" (A: 14 May 1883, Supp. 1).  
 
__________ 
 
ESTRELLA:  [comic opera]  Lib. Walter Parke; Mus. Luscombe Searelle 
 Estrella, a three act musical comedy, was first performed in the United Kingdom (1883), and later in the USA, 
before its Australia premiere in 1884, at which time it became a hit with audiences, although not always being so 
popular  with the critics.  Set in Venice, the action moves from the shore of the Adriatic to the Palace of the Count, and 
finally to the Doge’s Palace of Justice. The narrative concerns Estrella, betrothed to a Count, but actually in love with 
Lorenzo, a young advocate. The Count schemes to test his wife-to-be's affection, and having found this out Lorenzo 
makes a plan with his friends to carry the Count off disguised as pirates. In the second act the count (disguised as a 
Hebrew moneylender) tells of his "own" capture and death, and that he was obliged to bring "his" last words to the 
young fiancée of the count.  A second ceremony is performed, now between Lorenzo and Estrella. The third act, set in 
the Doge’s Palace, which settles the problem once and for all, has been described as being influenced by the trial scene 
in The Merchant of Venice (SMH: 29 Sept. 1884, 8). 
1883: Prince's Theatre (Manchester, Eng); 14 May 
 - Cast incl. Arnold Breedon. 
 - This was a tryout production. The cast very likely comprised most of the actors involved in the Gaiety Theatre  
    season (below). 
1883: Gaiety Theatre (London, Eng); 24 May 
- Cast incl. Aynsley Cook, Constance Loseby, Arnold Breedon, G. Temple, R. Brough, Mr DeLange, Miss F.  
   Trevelyan, Sallie Turner, Ednee Richards, Maude Perletti, plus a chorus of fifty. 
- One matinee performance only. 
1883: Follies Dramatiques Theatre (London, Eng); 6 June - 6 July [24 pfms] 
- Mngr. F. Fairlie; S Art. Messrs Spong and Perkins; Cost. Mons. Alias and Mrs May. 
- Cast incl. Aynsley Cook, W. S. Rising, Constance Loseby,  G. Temple, F. Desmond, Philip Day, Sallie  
   Turner, Rose Paton, Ednee Richards, Camille Dubois, plus a "Chorus of  50 selected ladies."  
1884: Theatre Royal (Syd) 27 Sept. - 17 Oct.    [18 pfms] 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; M Dir. Luscombe Searelle; S Art. John  
    Hennings. 
 - Troupe:  Williamson, Garner and Musgrove Opera Company. 
- Cast incl. Carlo Modini, Edwin Kelly, Nellie Stewart (Estrella), John Wallace, Phillip Day, John Forde,  
   W. Ford, Miss Santley, Fannie Liddiard, Aggie Stuart, Ida Osbourne. 
1884: Princess Theatre (Melb); 15 Nov. – ca. 23 Dec. 
 - Cast and production mostly as for previous Sydney season. 
1884: Standard Theatre (New York); 11-13 Dec.   [3 pfms] 
 - Cast incl. Amy Gordon. 
 - The season was forced to close after three nights when fire destroyed the Standard Theatre on 14 Dec. 
1885: Theatre Royal (Bris); 10-16 Sept. 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; M Dir. W. H. Harrison; S Art. John Hennings;  
    S Mngr. John Wallace. 
 - Troupe:   Williamson, Garner and Musgrove's Royal Comic Opera Company. 
 - Cast incl. Albert Brennier, T. Grundy, Robert Brough, W. H. Woodfield, John Wallace, Miss B. Moir, Emma  
    Chambers, Nellie Stewart. 
 
SMH: 26 Sept. (1884), 2. Advert. 
LT:  24 May (1883), 8.   Advert. 
"Comic Opera Season - Estrella, The."  BC: 11 Sept. (1885), 3. 
"Estrella." BC: 10 Sept. (1885), 5. 
"Follies Dramatiques."  LT:  7 June (1883), 5. 
"Theatre Royal." SMH: 29 Sept. (1884), 8.  
 
 
A PLUCKY YOUTH; OR THE LITES O' SYDNEY:  [burlesque]  Txt. W. Horace Bent;  
Mus. [n/e] 
Described as a "new minstrel burlesque sensational play," A Plucky Youth satirises several of Bland Holt's Drury 
Lane sensational dramas, notably Lights O' London, Youth and Pluck (1882). The latter play was then be staged by Holt 
at Sydney's Theatre Royal under the Williamson, Garner and Musgrove organisation (with Alfred Dampier in cast).  
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The burlesque is presented in a series of seven "tableaux" - 1. The Mud-Banker's Manor; 2. Unknown; 3. Streets O' 
Sydney; 4. As Before; 5. Railway Disaster; 6. Once More; and 7. Wrecked In The Ocean. 
The advertisements placed in the Sydney Morning Herald for the 1883 season include a satirical poem: 
 
The way was long and dreary, And close behind the farmer's boy,  Oh, the gleaming lights O' Sydney, 
But gallantly they strode,  Trills forth his simple tunes,   Some electric and some gas, 
The bucolic lad and lassie,  And slips behind the maiden coy,  'Tis plain the author of these lines, 
Along the country road.  And splits his pantaloons.   Is a stupid silly ass. 
 
 A similarly titled production The Streets of Sydney; Or, The Plucky Youth, was staged by F. E. Smith at the 
Alhambra Music Hall (Syd) from 24 October 1891. Described as "a blood-thirsty, thrilling and sensational absurdity" 
the authorship is unclear. It is possible, however, that this production is founded on W. Horace Bent's 1883/84 versions. 
One reason for this is the fact that Johnny Cowan is known to have appeared in both the 1884 Academy of Music (Syd) 
and 1891 productions, and may well have been instrumental in the latter's staging. Other cast members in 1891 were 
Charlie Fanning, Johnny Gilmore and the Leslie Brothers. 
1883: Gaiety Theatre (Syd); 13-19 Oct. 
 - Prod/Lse. F. E. Hiscocks; M Dir/Cond. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Alf Lawton (Harold Vermifuge), W. Horace Bent (Moses Aaron Levis Marks), E. J. Kennedy  
    (Griffin Greatmouth), George Turner (Stephen Stokes), Charles McCarthy (Flo Stokes), J. S. Whitworth (Mrs  
    Stokes), Lou Braham (The Major), E. Amery (The Colonel). Other characters include a policeman, a small  
    boy, firemen and soldiers. 
1884: Academy of Music (Syd); 20-26 Sept. 
 - Prod/Lse. F. E. Hiscocks. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Sam Keenan (Harold Vermifuge), W. Horace Bent (Moses Aaron Levis Marks), W. A. Ball  
    (Griffin Greatmouth), Johnny Cowan (Stephen Stokes), Alf Moynham (Flo Stokes), Beaumont Read (Mrs  
    Stokes), Lou Braham (The Major), E. Amery (The Colonel). 
1885: Academy of Music (Syd); 12 Oct. - 
 - Prod/Lse. F. E. Hiscocks. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Sam Keenan, W. Horace Bent, W. A. Ball, Beaumont Read, Harry Carroll, J. S. Porter, J. S.  
    Whitworth, E. C. Dunbar. 
1886: Academy of Music (Bris); 20-22 May 
 - Prod/Lse. F. E. Hiscocks. 
 - Troupe: Hiscocks Federal Minstrels and Specialty Union. 
 - Cast incl. W. Horace Bent, W. A. Ball, George Turner, Alf Moynham, Beaumont Reade, Lou Braham, E.  
    Amery, J. S. Porter. 
 
 SMH: 13 Oct. (1883), 2.    Advert. 
 SMH: 20 Sept. (1884), 2.   Advert. 
 
 
NECK FOR NECK; OR, THE BROAD TRACK OF TIME:   [play with music]  Txt.  
Arthur Vivian; Mus. [n/e] 
Advertised as a humorous drama with startling sensations, comedy and songs, which introduces rival lovers, a 
bank defalcation, a murder, a drunken witness, an innocent man condemned, and a scaffold robbed of its victim. The 
narrative concerns an innocent bank clerk who is wrongfully accused of the murder of his boss. Condemned to be 
hanged, his girlfriend cuts him loose with the same knife used in the murder and gets him out of prison. The clerk is 
now half-mad and unable to speak. The real murderer and his hirelings knife more people, until the clerk comes to his 
senses and prevents him from continuing.  
It is not yet certain whether the October production, which also included a train sensation, was the Australian 
premiere. 
1883: Gaiety Theatre (Syd); 9-14 Nov. 
 - Lse. Arthur Vivian and Mr Meredith; Mngr. Sid Levy. 
 - Troupe: Helen Vivian's Premier Dramatic Company. 
 - Cast incl. Helen Vivian, Julia Hudson, James Byers. 
1885: Nugget Theatre (Melb); 3-9 Oct. 
 - Mngr. Harry W. Emmet and Arthur Vivian; Lse. Frank Western. 
 - Cast incl. Helen Vivian, Nelly Greenless, Ethel Grey, Amy Nelson, Agnes Lorraine, Harry W. Emmet,  
    Phillip Stuart, John Hesford, John Haynes, A. Norman, A. L. Inglis, Arthur Vivian, H. Warner, T. Jordan, S.  
    Leigh, T. Cook. 
1887: Gaiety Theatre (Syd); 17-22 Jan. 
 - Mngr. Charles Bichner and J. Davis; Lse. Arthur Vivian and John Solomon. 
 - Troupe: Vivian's Dramatic Company. 
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- Cast incl. Marie Wilton, Helen Vivian, Harriet Norman, Amy Nelson, Bessie Collier, Newton Griffiths,  
    William South, John Hesford, J. Haynes, James Beresford, Frank Bateman, J. H. Costello, Arthur Vivian, T.  
    Boyd, Harry Bond, S. Leigh, T. Cook. 
1887: Nugget Theatre (Melb); 22-28 Oct. 
 - Prod/Lse. Arthur Vivian; Mngr. Lionel Harcourt. 
- Troupe: Vivian's Dramatic Company. 
 - Cast incl. Kate Douglas, Beatrice Lyster. 
1888: Theatre Royal (Bris); 22-24 Mar. 
 - Mngr. Arthur Vivian and J. St Clair; Lse. F. J. Taylor; S Mngr. W. G. Carey. 
 - Troupe: Arthur Vivian’s Melbourne Opera House Dramatic Company. 
 - Cast incl. Marie Wilton, Helen Vivian, Ada Lawrence, W. G. Carey, Arthur Vivian, Harry Power, Frank  
    Bateman, Newton Griffiths. 
1889: Opera House (Melb); 26-31 Jan. 
 - Mngr/Lse. Arthur Vivian. 
 - Troupe: Arthur Vivian’s Dramatic Company. 
 - Cast incl. Helen Vivian, Christina Tennyson,  Marie Wilton, Florrie Russell, Mrs Paget, Miss H. Norman, W.  
    G. Carey, Arthur Vivian, Maurice Kemp, W. J. Beresford, E. Gladstone, J. B. Fitzgerald, Lionel Harcourt,  
    Tom Ford. 
 
A: 5 Oct. (1883), n. pag.      [rnib] 
ACP2: (1997), v. pags.     
 
 
CRIME; OR, LIFE IN TWO HEMISPHERES:   [play with music]   Txt. A. L. Inglis; Mus. [n/e] 
 A drama with music, including a corroboree and a great diggers' concert, the story involves the departure of 
troops for Egypt and an encounter between police and bushrangers, amongst other scenes. 
1883: Academy of  Music (Syd); 19 Nov. - 1, 18 Dec.     
 - Lse. Mr Howard and Mr Simmons; S Art. Kenny Douglas. 
 - Cast incl. Miss Merrick, Alice Johns, Hetty and Amy Sherwood, Cottier Brothers, Mr Palarto, R. Watson, Mr  
    James, A. Andrews, Mr Penman. 
1885: Melbourne Nugget; 29 Aug. - 11 Sept.    [12 pfms] 
 - Cast incl. Agnes Lorraine, Helen Furgus, A. L. Inglis, Austin Power, J. O’Neill. 
1887: Gaiety Theatre (Syd); 12-16 Mar. 
 - Lse. John Solomon, James Thynne, Arthur Vivian; S Art. H. Vincent. 
 - Cast incl. Helen Vivian, Daisy Thynne, Amy Nelson, Eva Levy, Arthur Vivian, James Thynne, C. Montgarry,  
    J. R. Fitzgerald, Mr Overton, Mr Andrews, Mr Bateman, Mr Cargo, Mr Winter. 
 
 ACP2: (1997), v. pags.   
 
 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [burlesque]  Txt. Georgie Smithson; Mus.  
 [n/e] 
 Described as a "petite burlesque," this satirical and musical version of the well-known Daniel Defoe story was 
arranged by Miss Georgie Smithson for a benefit in aid of Australian champion oarsman, Elias Laycock. 
1883: Theatre Royal (Syd); 24 Nov. 
 - Dir. John Wallace; Mngr. J. C. Williamson, Arthur Garner and George Musgrove; B Mngr. H. R. Harwood;  
    Lse. Samuel Lazar. 
 - Cast incl. Georgie Smithson, James Holloway. 
 
 ACP2: (1997), v. pags. 
 SMH: 23 Nov. (1883), 2. Advert.       
 
 
CHERRY AND FAIRSTAR; OR, THE FAIRIES OF THE DANCING WATERS:    
 [pantomime]  Lib Adapt. C. A. Tyrell; Mus. [n/e] 
 A pantomime, adapted from Frank W. Green, in which Fairstar, her brothers, and cousin Cherry, have been 
stolen from their father by his brother and given to Conrad the Corsair. Conrad, in turn, has been wrecked on an island 
run by the witch Garotte, and whom he has been forced to marry. The children and Conrad, with the aid of Papilo, a 
clipped-winged sprite, endeavour to escape the island. Prince Brilliant falls for Fairstar, but Cherry kills him in a duel. 
The witch then shuts Fairstar in a dragon's cave. She is rescued by Cherry with the aid of a magic feather from the wing 
of Green Bird. 
 The libretto mentions numerous local references, including the Salvation Army, Kanakas, Captain Armit, 
Chiarini's Circus. 
1883: Theatre Royal (Bris); 26 Dec. 1883 - 5, 12-14 Jan. 1884 [13 pfms] 
- Mngr. J. E. Scantlebury; M Dir. J. Delany, S Art. Edward L. Williams, Cost. Signor Bartolomeotti; S Mngr.  
   John Wallace. 
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- Cast incl. Annie Leaf, Miss A. E. Lambert, Nellie Fernleigh, Beatrice Lorne, Lily and Amy Towers, Miss  
   Lester, C. A. Tyrell, John Wallace, Charles Harding, C. H. Templeton, Frank Towers, Norman Rose, Percy  
   Smart. 
 
ACP2: (1997), v. pags.    
BC: 26 Dec. (1883), n. pag.    [rnib] 
 
 
HARLEQUIN ALADDIN; BEING A NEW VERSION OF AN OLD LAMP:     
[pantomime]  Lib Adapt. Edmund Finn; Orig Mus. Meyer Lutz; Add Mus. [n/e] 
A pantomime localised and adapted from Robert Reece's burlesque Aladdin (1881). The story begins with the 
magician, Abanazer, Aladdin's supposed uncle, who attempts to foil the plans of the slaves of the lamp and ring by 
stealing them and using Aladdin to gain wealth. Princess Balroubadour rejects Prince Ho Fo for Aladdin. Aladdin 
eventually regains the lamp, and is then able to impress the Emperor of the Sun with his wealth. He defeats Abanazer in 
the end.  
Much of the original music was composed by Meyer Lutz, previously from the Gaiety Theatre, London. 
1883: Theatre Royal (Melb); 26 Dec. 1883 - 5, 11, 13-14 Feb. 1884  [45 pfms] 
- Dir. George Leitch; M Dir. Herr Whilimoff [or Whillmoff] and Harcourt Lee; Prod. J. C. Williamson, Arthur  
   Garner, George Musgrove; B Mngr. Henry R. Harwood; S Art. George Gordon and Mr Peake; Chor. Mons.  
   Massartic and Mde. Velaska; Cost. Mde. Nathan, Mde. Bima and Sue Ling Long; Com Sc. Theo. Matthews. 
- Cast incl. Maggie Moore, Pattie Brown, Ida Osborne, Docy Stewart, Miss C. Milne, Tilly Lake, Miss E.  
   Dawson, Miss Henriques, Mde. Velaska, Marion Dunn [Mrs Marcus Clarke], Harry Leston, Phillip Day,  
   George Leitch, Edwin Lester, J. Devereaux, Master Carl Matthews, Mons. Massartic, Theo. Charles and  
   William Matthews, R. H. Bernard. 
 
A: 22 Dec. (1883), n. pag.     [rnib] 
ACP2: (1997), v. pags.  
 
 
 
A Plucky Youth (advertisement) 
Sydney Morning Herald 20 Sept. 1884, 2. 
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THE TRIP TO MANLY AND THE SOAPBOILERS' PICNIC:  [burlesque]   
Txt. W. Horace Bent; Mus. Nicholas La Feuillade 
Also referred to as Fun on the Brighton; Or, A Trip to Manly during its 1884 Sydney season, this "local 
absurdity" capitalised on John F. Sheridan's Fun on the Bristol, which was then playing at the Gaiety Theatre. A revised 
and reworked version was staged in the late 1890s under the title, The Soapboiler's Picnic. 
The musical element included several songs and dances incorporated into the picnic scenes. 
1884: Academy of Music (Syd); 14 June - 4 July   [18 pfms] 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Miss Melville, W. Horace Bent, Sam Keenan, W. A. Ball, Alf  Moynham, Harry Carroll, Lou  
    Braham, Beaumont Read, E. Amery, J. S. Porter. 
 1897: Gaiety Theatre (Bris); 5 June -  [as The Soapboilers Picnic] 
  - Mngr/Lse.  Thomas Delohery, C. Bovis and Sydney Deane; T Mngr. Henry Colley. 
  - Troupe: Elite Burlesque Co. 
  - Cast incl. Tom Delohery, James Craydon, Ted Holland. 
1899: Theatre Royal (Bris); 28 Jan -  [as The Soapboilers Picnic] 
  - Mngr/Lse.  Thomas Delohery, C. Bovis and Sydney Deane; T Mngr. Henry Colley. 
  - Troupe: Elite Burlesque Co. 
  - Cast incl. Tom Delohery, James Craydon, Ted Holland. 
 
ACP2: (1997), v. pags.     
SMH: 14 June (1884), 2.   Advert.        
 
 
A KNIGHT OF THE BUFFS:  [burlesque]   Txt. Sam Keenan and W. Horace Bent; Mus. [n/e] 
 Advertised as a "local diabolical musical absurdity," the story concerns Silas Thorndike and Hannibal Smithers, 
bosom friends and neighbours who want to join the Buffs. 
1884: Academy of Music (Syd); 13-18 Sept. 
- Prop/Lse. F. E. Hiscocks. 
- Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
- Cast incl. W. Horace Bent (Hannibal), Sam Keenan (Silas), W. A. Ball (Semantha Smithers, Hannibal's  
    missus), Alf Moynham (Ezra Smithers, son), Johnny Cowan (Joe Smithers, son);  Brother Buffs - E. Amery  
    (Sir Jamison Geebung, Head Pusher of Torture), W. A. Ball (Boss Mallet Swinger), Beaumont Read (Blue  
    Fire Tommy, Keeper of the Lodge Seal), J. S. Porter (Brimstone Jacob, Keeper of the Gridiron), Lou Braham  
    (Pitchfork Charlie, the Usher of Lodge Poker), Harry Carroll (Sulphur Bill, the Refreshment juggler), Alf  
    Moynham (the "William" Goat of the Buffs). 
 
 ACP2: (1997), v. pags.   
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CUCKOO:   [play with music]  Txt. James A. Meade and John F. Sheridan; Mus. [n/e] 
 Written as a vehicle for John F. Sheridan, the story follows the escapades of his character as he impersonates a 
German bird-fancier, rides in a race as a jockey, dresses as a woman, hides with gypsies, and is eventually united with 
his farm girl beloved after breaking out of gaol. 
 The musical element included dance sequences. 
1884: St George's Hall (Melb); 10-21 Nov. 
 - Mngr. J. P. Macdonald; S Art. Fred Edmunds. 
 - Troupe: Sheridan's Fun on the Bristol Company. 
 - Cast incl. May Livingston, Fanny Sarony, Effie Bevan, John F. Sheridan, James Carden, E. C. Dunbar, John  
    Musgrave, Willie Freear, Charles Seagrave, William Hughes, Charles H. Spiller, George Smith, Henry  
    Johnson, James A. Meade, Charles Wood, Harry Sullivan. 
 
ACP2: (1997), v. pags.     
AUSN: 15 Nov. (1884), n. pag.    [rnib] 
 
 
BOBADIL:  [comic opera]  Lib/Lyr. Walter Parke; Mus/Lyr. Luscombe Searelle 
 Staged as the opening production for the Majeroni and Wilson Comic Opera Company' season at the New 
Opera House, Sydney in 1884, there were several references in the Sydney and Melbourne newspapers as to the 
popularity of Majeroni and Wilson's decision to place "before the Australian public a musical work by an Australian 
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composer..." (see SMH: 28 Nov. 1884, 2, for example). Described as an "opera bouffe," the story is taken from the 
Arabian Nights' story "The Sleeper Awakened," and is said to have used a similar treatment to that of Shakespeare's in 
the introductory part of the Taming of the Shrew.   
The storyline concerns, Bobadil, a young Englishman who has fallen amongst the Philistines and been ruined by 
an Armenian money lender. He longs to be Sultan for a day if only to get revenge on his tormenters, a wish, which by 
coincidence of fate, he manages.  The action also includes the swapping, disguising, and mistaking of identities, lust and 
love, escape from the executioner’s blade, and of course, a happy ending. 
  The opera's acts were: Act 1. A Bazaar in an Eastern city; Act 2. The Audience Chamber in the Sultan's Palace; 
and Act 3. The Courtyard of an Eastern Lunatic Asylum. 
 Songs incorporated into the narrative include "I'm a Man of a Very Old Nation," "The Secret of the Rose is 
Sweet," the unaccompanied quintette "Good Night," a quartette "Am I Sleeping," and Princess Zorayda's "Ah Me! I 
would I were a Peasant Born." 
1884: New Opera House (Syd); 22 Nov. 1884 - 12 Jan., 14 - 17 Feb. 1885  [45 pfms] 
 - Prod/Lse. Eduardo Majeroni and W. J. Wilson; M Dir/Cond. Luscombe Searelle; Orch Ldr. Herr Küeter;  
   S Art. Alfred Clint; S Mngr. George Leopold. 
 - Cast incl. Charles Harding (Bobadil), George Leopold (Schacabac), Frances Saville (Lulu), Oliver "Olly"  
    Deering (Armenian Money Lender), F. Wentworth (The Sultan), W. P Morrison (Officer of the Guard), A.  
    Davies (Prince Haroun) Gracie Plaisted (Princess Zorayda), Minnie Desmond (Widow Hanifer), Blanche  
    Leopold (Picalil), Nellie Fernleigh (Gulnare), Florence Slater, Edith Leslie, Emily Delamare, Edith Walters,  
    Mattye Darly, Mary Watson, Maud Rouse, Maud and Miss F. Larade, Edith Lemington, Carrie Walker, Elsie  
    Wright, Miss E. Blanchard, Fanny Hall, Miss C. De Barrie, Ettie Ward, Maud Ashley, Miss H. Osborne, Miss  
    Sinclair, Miss A. Hudson, Patty Laroche, Hettie Matthews, Susie Thomson, Katy Strong, Nellie Martin,  
    Esther Payne, Pansy Blossom, Hettie Vane, Grace Simmons, Mr Costello, Mr Whitworth, Percy Stuart, Mr  
    Wells, Mr Reid, Mr Fenning, Mr Winter, Mr Moss, Mr Hutchins, Mr Oran, Mr Briggs, John Forde. 
 - The forty or so extras played roles such as Guards, Chinese Ambassadors, Fruit Sellers and Amazons.  
 - The company left for Adelaide immediately following the end of the Sydney season (27th Feb.). 
1885: (Adel); n. details. 
1885: Bijou Theatre (Melb); 9 May - 5 June, 2 July   [24 pfms] 
 - Prod/Mngr. Eduardo Majeroni and W. J. Wilson; M Dir. Luscombe Searelle; S Art. Alfred Clint; Chor.  
    Henry Leopold; S Mngr. George Leopold. 
- Troupe: Majeroni and Wilson’s Grand Comic Opera Company. 
 - Cast incl. Charles Harding (Bobadil), George Leopold (Schacabac), Frances Saville (Lulu), Oliver  
    "Olly"Deering (Armenian Money Lender), John Forde (The Sultan), W. P Morrison  (Officer of the Guard),  
    Gracie Plaisted (Princess Zorayda), Ella Fenton, Mrs Ryan (Widow Hanifer), Ella Fenton, Blanche Leopold,  
    E. Rosevear. 
1885: New Opera House (Syd); 19-24 Sept. 
 - Prod/Lse. Eduardo Majeroni and W. J. Wilson; M Dir/Cond. Luscombe Searelle.  
 - Cast incl. Gracie Plaisted, Ella Fenton [Ella de Fontaine], Miss L. Bolyne, Sophie Harris, Nellie Fernleigh,  
    Blanche de Fontaine [aka Mrs L. Searelle], James Lithgow, W. Rosevear, Charles Harding, Edwin Lester,  
    Oliver "Olly" Deering, W. P. Morrison. 
1886: New Opera House (Syd); 24-30 Apr., 12 June 
- Prod/Lse. Eduardo Majeroni, W. J. Wilson; Mngr. Eduardo Majeroni, W. J. Wilson and C. E. Moreton;  
   M Dir. Luscombe Searelle; S Art. Alfred Clint. 
- Troupe: Searelle and Harding's English and Comic Opera Company.  
- Cast incl. Gracie Plaisted, Ella Fenton, Miss F. Stanhope, Sophie Harris, C. Templeton, Percy Stuart, Charles  
   Harding, Edwin Lester, James A. South, George P. Carey, Mr Whitworth, M. Winter. 
- 12 June performance incl. Thomas H. Rainford and Chris Johnson. 
1886: Queensland regional tour; ca. June/July 
- M Dir/Cond.  Luscombe Searelle; S Mngr. George P. Carey. 
- Troupe: Searelle and Harding's English and Comic Opera Company.  
- Cast incl. Thomas H. Rainford, Gracie Plaisted, Ella Fenton, Miss F. Stanhope, Charles Harding, James A.  
   South, George P. Carey, M. Winter, C. H. Winter, W. Magnay, E. A. Lambert, Miss E. Leslie. 
- This tour advertised as "the first production in Queensland of the most popular opera ever produced in  
    Australia" (MB: 6 July 1886, 1). 
- Tour itinerary incl. Rockhampton (School of Arts) 6, 12 July 
1887: Cape Town (Sth Africa), Luscombe Searelle's Opera Company. 
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SINBAD THE SAILOR; OR, THE GENII OF THE DIAMOND VALLEY AND 
THE NEW GUINEA OF THE FUTURE:  [pantomime]  Lib.  Harry W. Emmet; Orig Mus incl. Sir  
 William Robinson; Add  Mus. [n/e] 
 Adapted and localised by Harry W. Emmet, the Argus notes that in many respects he made the work a new 
version (25 Dec. 1884, 7). The story sees Captain Spanker attempt to induce Sinbad into marrying an ancient and 
unprepossessing connexion of the family named Matilda Jemima. Sinbad rejects the offer and she is foisted upon his 
attendant, Copperstick. Eventually Sinbad and Copperstick go to sea with the captain on his ship the Pretty Polly. Many 
of the characters introduced at this stage are stowaways, and it is form here, too, that many complications arise - 
including the vessel becoming shipwrecked on an island of natives ruled by King Choppy. Copperstick is once again 
forced into marriage (in order to save the others), this time to Princess Pansy. When the Old Man of the Sea arrives on 
shore he climbs on Copperstick's back and leads Sinbad to the valley of Diamonds (providing an opportunity for a 
moving panorama of the coast of the island).  
 The production, which included reference to the New Guinea annexation, contained a song that had been 
composed by the then Governor of South Australia, Sir William Robinson, titled "Unfurl the Flag." The Argus theatre 
critic writes of its inclusion: It "is given with the chorus which belongs to it, and a general hornpipe, which is 
excrescence. However, those who concoct pantomimes consider themselves to be endowed with more than a poet's 
license. In this instance, they have certainly taken great liberties with His Excellency's production. The way in which 
the song was rendered is capable of improvement" (25 Dec. 1884, 7). Other songs incorporated into the pantomime 
included: "The Dude" (a duet sung by Blanche Lewis and Amy Horton), "I Won't Play Anymore" (Amy Horton), and 
an untitled "quarrel duet" performed by Charles Taylor and Ella Carrington. 
1884: Opera House (Melb); 24 Dec. 1884 - 13 Feb. 1885  [43 pfms] 
- Dir. A. L. Isaacson; Prod/Lse. George Rignold and Mr Allison; M Dir. Thomas Zeplin; S Art. Alexander  
   Habbe and John Little; Com Sc. H. Hodson and Joe Tolano. 
- Cast incl. Blanche Lewis (Sinbad), Harry Power (Copperstick), Charles H. Taylor (Captain Spanker), Ella  
   Carrington (Mrs Spanker), Amy Horton (Polly Primrose, the captain's charming ward), Harry W. Emmet  
   (Matilda Jemima), George Forbes (King Choppy), Frank Lacey (The Old Man of the Sea), J. W. Hazlett,  
   Emily Fitzroy (Princess Pansy), Mabel Tracy, Annie Livingstone, Emma Bronton, Charles Hall;  
   Harlequinade - Nelly Greenless (Columbine), H. Hodson (Clown), Joe Tolano (Pantaloon), Boleno Brown  
   (Harlequin). 
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LITTLE RED RIDING HOOD; OR, HARLEQUIN BOY BLUE, THE GOOD 
FAIRY AND THE NAUGHTY WOLF:   [pantomime]  Lib Adapt. Lance Lenton; Mus. [n/e] 
 Adapted from Frank W. Green's pantomime Red Riding Hood; Or the Wizard and the Wolf (1883), this 
production was localised by Lenton, who also included other nursery-rhyme characters such as Little Boy Blue, Tommy 
Tucker and Jack Horner.  
 The scenic settings were: Act 1. Sc 1. The Wolf's Lair; Sc 2. Exterior of Dame Riding Hood's School; Sc 3. 
Interior of Dame Riding Hood's School; Sc 4. Christmas Holiday; Sc 5. The Village of Happywell; Sc 6. Exterior of the 
Baron's Hunting Lodge; Sc 7. The Enchanted Lake and Fairy Vinery; Sc 8. Red Riding Hood in the Toils; Sc 9. The 
Good Fairy at Work (incl. Silver Palm Ballet). Act 2. Sc 1 – Exterior of Dame's Cottage; Sc 2. Interior of Dame's 
Cottage; Sc 3. Baron's Illuminated Gardens; Sc 4. Downfall of the  Baron and Wolf; Transformation Scene – 'The Fairy 
Dream of the Waratah' (featuring Blue Mountains scenery); and Harlequinade. 
1884: Theatre Royal (Syd); 26 Dec. 1884 - 6 Feb. 1885  [37 pfms] 
- Prod. J. C. Williamson, Arthur Garner and George Musgrove; Lse. Samuel Lazar; S Art. John Hennings;  
   Chor. Heloise and Rosalie Duvalli; S Mngr. B. N. Jones. 
- Cast incl. Mortals - Alice Deorwyn (Little Red Riding Hood), Emma Chambers (Boy Blue), James A. South  
   (Baron Browbeato, a bad lot and Little Red Riding Hood's uncle), Charles Brown (Dame Riding Hood),  
   Constance Deowyn (Little Tommy Tucker), Frank Harcourt (Johnny Stout), Lance Lenton (Simple Simon), R.  
   E. Watson (Weeping Willie), Nellie Emerson (Jack Horner), Miss Coleman (Peter Piper), Miss St Clair  
   (Jack Spratt), Edith Pender (Johnny Green), Fanny Liddiard (Lucy Long), Little May Finlay (Little Bo-Peep);  
   Immortals - Pattie Brown (Irradianta, the Good Fairy), W. H. Seagrave (Gorgio, the 'Goblin' wolf), Maud  
   Walton (Mother Shipton, a lady who rides on her broom), Mrs D'Arcy Read (Dame Trot, another witch),  
   James Langon (Mother Hubbard, a witch), T. Fletcher (The Witch of Endor), Hettie Castro (Fat Woman of  
   Brenford, a witch), J. Adams (Mother Redcap, a witch), John Bright (Mother Sheppard), Master Barkeur  
   (Bow-wow); Harlequinade - Theodore Matthews (Clown), George Matthews (Harlequin), Charles Matthews  
   (Pantaloon), Master Carl Matthews (Sprite), Sye Ryan (Policeman), Mde Valeska (Columbine), Heloise and  
   Rosalie Duvalli. 
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HARLEQUIN BLACK  BLUEBEARD; OR, THE MERRY MUSSELMAN'S 
MOTHER-IN-LAW:   [pantomime]  Lib. W. Horace Bent; Mus. [n/e] 
 Advertised as a "black pantomime," written expressly for the Federal Minstrels and containing local jokes and 
references. Some of the highlights are said to have been: the song "Barbe-bleu Brigade," a Turkish Zonave Picture Clog 
dance, the transformation scene, and a comic scene entitled "On the Beach at Manly." The Sydney Morning Herald 
critic writes: "The localisms were good on the whole, and frequently drew forth loud demonstrations of applause" (27 
Dec. 1884, 5). 
1884: Academy of Music (Syd); 26 Dec. 1884 - 6 Feb. 1885    [37 pfms] 
 - Prod/Lse. F. E. Hiscocks. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. W. Horace Bent, Sam Keenan, W. A. Ball, Alf Moynham, Harry Carroll, Lou Braham, Beaumont  
     Read, E. Amery, J. S. Porter, George Smith, J. Harris, W. Jones, M. Clune, Frank York, James Craydon. 
 
"Academy of Music."  SMH: 27 Dec. (1884), 5. 
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CINDERELLA, HER SISTERS, HER SORROWS AND HER LITTLE GLASS 
SLIPPER; OR, THE FAIRY GODMOTHER WHO WOULDN'T LET THE BAD 
STEP-FARTHER:   [pantomime]  Lib Adapt. Edmund Finn; Mus. W. H. Harrison and Oscar Barnet 
 (Procession) 
#  Charles Troedel, 1884 
Advertised as having been originally written by T. F. Doyle, this adaptation by Edmund Finn was claimed to 
have been a re-working of the previous year's Drury Lane production. According to The Annotated Calender of Plays 
(1997), however, Doyle's libretto was not used at Drury Lane in 1883. There is also the possibility that the 1885 Sydney 
production was localised by E. Lewis Scott.  
The highlights of Cinderella were said to be the grand procession (purchased from the 1883 Drury Lane 
production), an opening modelled on Macbeth, and scenes of Christmas cards ranging from Bethlehem to England to a 
fern-tree gully picnic. The Melbourne production alluded to the bootmakers' strike. 
1884: Theatre Royal (Melb); 26 Dec. 1884 - 2 Apr. 1885  [84 pfms] 
 - Dir. George Musgrove; Prod. J. C. Williamson, Arthur Garner, George Musgrove and Henry R. Harwood;  
  M Dir. W. H. Harrison and Oscar Barnet; M Arr. W. H. Harrison; S Art. George Gordon, Mr Peake, G.  
   Ashton, W. H. Patterson; Chor. Mons. Massartic and Augustus Harris; Cost. Kennedy and Phillips, August  
   and Cie; Miss Fisher, Messrs Harrison, Miss Yates; S Mngr. John Wallace; Com Sc. Will Simpson. 
 - Cast incl. Maggie Moore, Nellie, Docy and Maggie Stewart, Aggie Stuart, Tilly Lake, Julia Simmons, Lilly  
    Forde, Sara and Dolly Ford, Effie Bevan, Miss Carlton, Miss Atkinson, Miss N. Grey, Miss B. Duncan, Miss  
    Melrose, Amy and Miss L. Chalmers, Miss Torrence, Miss Austin, Miss Synnot, Miss Love, Miss Kerr, Miss  
    Harris, Miss Robertson, Miss A. Grey, J. R. Greville, Edwin Kelly, Harry Taylor, Will Simpson, Harry  
    Daniels, Mr Gladstone, Harry Benham, John Wallace, E. H. Ryan, Mons. Masssartic, M. Anderson. 
1885: Theatre Royal (Syd); 26 Dec. 1885 - 12 Feb. 1886  [40 pfms] 
- Dir. George Musgrove; Prod. J. C. Williamson, Arthur Garner, George Musgrove; M Dir/Arr. W. H.  
   Harrison; Lse. Samuel Lazar; S Art. George Gordon and Mr Peake; Chor. Augustus Harris; Cost. Kennedy  
   and Phillips, August and Cie, Miss Fisher, Messrs Harrison, Miss Yates; S Mngr. John Wallace.  
- Cast incl. Nellie and Docy Stewart, Aggie Kelton, Tilly Lake, Lilly Forde, Sara and Dolly Forde, Effie Bevan,  
   Miss Carlton, Miss Atkinson, Miss N. Grey, Miss B. Duncan, Miss Melrose, Amy and Miss L. Chalmers,  
   Miss Torrence, Miss Austin, Miss Synnot, Miss Love, Miss Kerr, Miss Harris, Miss Robertson, Miss A. Grey,  
   Julia Simmons, J. R. Greville, John Forde, Lance Lenton, Harry Daniels, John Wallace, Mr Francisco, R. E.  
   Watson, N. Rose. 
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1885 
 
 
George Darrell's play The Squatter premiered for the first time on any stage at Her Majesty's Opera House in 
Melbourne on 27 June. Essentially a melodrama, the play contains "The Passion Song Waltz" (Lyr. George Darrell; 
Mus. David Cope), a musical performance in Act Three ("The Return Ball; Melbourne Town Hall") which advertising 
describes as "a most realistic and vivid scene." The song was sung and danced to by 100 auxiliaries, in mythological 
and other fancy dress costumes. (A: 27 June 1885, 12).  
 
__________ 
 
 
THE IDES OF MARCH; OR, THE OPPOSITIONISTS OF MACQUARIE 
STREET:   [burlesque]  Txt/Mus. [n/e] 
 A "topical Burlesque, written expressly for the Federals by a Local Litterateur, and arranged by W. Horace 
Bent" (SMH: 4 Apr. 1885, 2), The Ides of March was originally presented as the concluding section of the evening's 
entertainment at the Academy of Music, then being run by Frank Hiscocks.  In addition to the principle roles the chorus 
included various characters such as "Noble Rum-uns, Senators, Chicken Thieves, Tramps etc."  
 The musical element incorporated in the narrative includes several songs and dances. 
1885: Academy of Music (Syd); 4-28 Apr.  
 - Prod/Lse. F. E. Hiscocks; M Dir.  Nicholas La Feuillade. 
 - Troupe:  Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast: W. Horace Bent (Julius Billico Dallico), W. A. Ball (Cassius Enrico Parco), J. S. Porter (Brutus Angus  
    Committeus), Sam Keenan (Decius Macalonieus Jackus), Alf Moynham (Marc Anthony Pinchback), Millie  
    Collier (Australis, the Belle of the Soudan), plus chorus. 
 
SMH:  4 Apr. (1885), 2.  Advert. 
 
 
CHIT CHAT:  [musical sketch]  Txt. Charles W. and Harry P. Cogill; Mus. [n/e] 
 Described as an original and laughable specialty by the Cogill Brothers, the first staging of this musical sketch 
in Australia found to date was during Billy Emerson's return to Australia in 1885 after some ten years absence. Claimed 
as "original with the Cogill Brothers, Chit Chat was essentially a vehicle through which they introduced "new songs, 
dances, laughable situations and witticisms." Charles Cogill played Mr Chit, "who has lots of business," while Harry 
played Mr Chat, "the lover, the actor and the singer" (SMH: 2 Apr. 1887, 2). Although the sketch may well have been 
written and performed prior to the Cogills coming to Australia, it would no doubt have been adapted to local audiences 
at some stage, including new localisms, topicalities, songs and jokes. 
1885: Gaiety Theatre (Syd); 11 Apr. - 
 - Dir/Prod. William Emerson; M Dir. C. W. Reinhart; B Mngr. William A. Jenkins; Lse. B. A. Jones. 
 - Troupe: Emerson's Minstrel 
 - Cast: Charles W. Cogill (Mr Chit), Harry P. Cogill (Mr Chat). 
1887: Gaiety Theatre (Syd); 2 Apr. - 
 - Dir/Mngr. Charles W. and Harry P. Cogill; M Dir. Nicholas La Feuillade;  Lse. John Solomon; B Mngr. F.  
    W. Duval. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company. 
 - Cast: Charles W. Cogill (Mr Chit), Harry P. Cogill (Mr Chat). 
 - The sketch was staged frequently up until 2 July, the final night of the troupe's season at the Gaiety. 
 
 
H. M. S. HOPPER BARGE PIN-A-4:   [burlesque]  Txt. W. Horace Bent; Mus. [n/e] 
 A burlesque especially written for the Federal Minstrels, H. M. S. Hopper Barge Pin-A-4 was advertised as 
containing new and original costumes, and described in The Bulletin as having "a good deal of all-round originality" (16 
May 1885, 9).  It is possible, however, that some material was adapted from one of Bent's previous spoofs on H.M.S. 
Pinafore) 
1885: Academy of Music (Syd); 25 Apr. - 22 May   [24 pfms] 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. W. Horace Bent, J. S. Porter, Lou Braham, Beaumont Read, W. A. Ball, E. Amery, Harry Carroll,  
    Alf Moynham, Sam Keenan. 
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ZELMA:  [comic opera]   Lib/Mus. Auguste W. Juncker; Add Mat. H. Stephen 
 A comic opera described as "after Sir Arthur Sullivan dashed with a soupcon of Planquette" (BC: 29 Apr. 1885, 
4). The 28 April rehearsal, undertaken during the morning and attended by members of the press, was accorded a 
relatively positive response from the Brisbane Courier critic who suggested that "the music of Zenda is bright and 
sparkling, and shows in many places true musicianly skills and taste… [and] judging from the specimens we heard [it] 
show hold its own with many comic operas that have been exceedingly popular. Details concerning a theatrical staging 
have not yet been established. 
 At least one song from the opera, "The Spinning Wheel," was presented in Sydney at a special matinee musical 
concert put on by Mr Juncker at Sydney's West's Rooms (27 Nov. 1885). The vocalist was Josephine Deakin, with 
piano accompaniment provided by the composer. 
1885: Theatre Royal (Bris); 28 Apr. 
 - This was a public rehearsal. 
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 Editorial. BC: 29 Apr. (1885), 4.   [rnib] 
 "Mr Juncker's Matinee Musicale."  SMH: 28 Nov. (1985), 11. 
 
 
MARY TURNER:  [burlesque]  Lib/Mus. [n/e]. 
 A second part burlesque opera possibly adapted from W. V. Wallace's opera, Maritana, by W. Horace Bent.  
1885: Academy of Music (Syd); 30 May 
 - Prod/Lse. F. E. Hiscocks 
 - Cast incl. Lou Braham, Beaumont Read, Harry Carroll, J.S. Porter, W. Ball, E. Amery, E.C. Dunbar. 
 
 
ISIDORA: [aka THE BLACK ROVER] [comic opera]   Lib/Mus. Luscombe Searelle 
 Commissioned by the Majeroni and Wilson Comic Opera Company this three act light opera is founded on the 
Legend of the Black Rover, and had its world premiere at Melbourne’s Bijou Theatre on the 7th of July  (it was staged  
in London in 1890 under the title The Black Rover). The narrative is set on the island of Cuba in 1550, and with the 
incidents said to have been taken from West Indian legend. The opera was comprised of three acts. The first sees the 
narrative set on a plantation on the coast of Cuba. Isidora, a woman over whose birth hangs a mystery, is in love with 
Felix. Her adopted father, Patronio, would prefer that she marry a Count, but unbeknownst to all the Count has drowned 
and is being impersonated. Meanwhile Felix attempts to locate a buried treasure so that he can marry Isidora when the 
Black Rover appears and kidnaps the lovers and the fake count, Henry T Smith, along with a group of Patronio's slaves. 
Act Two, set on board the pirate's ship, sees the prisoners condemned to death, but they are saved by Isidora when she 
sings a song that was sung to her by a woman, perhaps her mother, when she was a babe. The pirate's anger is 
dampened, and soon after the prisoner's escape on a raft, leaving the pirate ship to sink.  In the final act Isidora and her 
fellow captives return to the plantation to find happiness, except for Smith, who is gaoled.  The opera also contains 
several sub-plots and intrigues concerning mistaken identity, lust and love, human sacrifice and a curse. 
 Searelle indicated that the opera combined elements of French opera comique with a story of strong dramatic 
interest.  The Bulletin critic wrote, however, that "it is not necessary to say much about the literary value of the 
libretto… it has few well-turned thoughts. It has no felicitous expressions. Yet… it is no worse than… hundreds of 
other comic operas" (29 Aug. 1885, 9).  Town and County's critic was of a similar opinion with regard to the libretto, 
writing that "it is pleasanter to speak of Mr Searelle's music," which was seen as deserving "great praise… there are 
some very effective choruses, and not a few of the numbers are characterised by considerable fancy and feeling" (29 
Aug 1885, 450). The Times (London) critic, in reviewing the 1890 production noted that "the plot… on the assurance of 
its author and composer [is] taken from an old West Indian legend, but when shorn of its opera bouffe trappings is 
practically identical with that of Vanderdecken" (8). The same critic records, too, that the farcical element introduced in 
the opening scenes created a paradox in terms of the more melodramatic later scenes, and caused the opening night 
audience to "take as a joke much that was meant in sober earnest" (8). Of the music, the Times suggested that while 
their existed some good pieces of musical travesty but that Searelle's score "rarely, if ever, emerges from the domain of 
the obvious; his harmonies are conventional and his rhythms commonplace." Nevertheless it was noted that the 
applause and encores of the premiere night audience indicated that "the popular verdict was undoubtedly favourable" 
(8). It ran for just over 40 performances. 
1885: Bijou Theatre (Melb); 7-25 July     [16 pfms] 
 - Prod. Eduardo Majeroni and W. J. Wilson; S Mngr. George Leopold. 
 - Cast incl. Charles Harding (Felix), George Leopold (Henry T. Smith), Oliver "Olly" Deering (Chickanaque),  
    Edwin Kelly (The Black Rover), Edwin Lester (Jacob), F. Wentworth (Senor Patronio), E. Rosevear  
    (Magistrate), G. T. Tremnell (Bill), W. P Morrison (Tom), Gracie Plaisted (Isidora), Ella Fenton (Annetta),  
    Frances Saville,  plus a chorus of negroes, Plantation Girls, Pirates, Sailors, Angels etc. 
1885: New Opera House (Syd); 23 Aug.  - 2 Sept. 
 - Prod. Eduardo Majeroni and W. J. Wilson; Cond. Luscombe Searelle; S Art. Alfred Clint. 
 - Cast incl. Charles Harding (Felix), Gracie Plaisted (Isidora), Edwin Kelly (Henry T. Smith), Oliver "Olly"  
    Deering Chickanaque), Lithgow James (The Black Rover), Edwin Lester (Jacob), F. Wentworth (Senor  
    Patronio), E. Rosevear (Magistrate), G. T. Tremnell (Bill), W. P Morrison (Tom), Sophie Harris (Annetta),  
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   Frances Saville,  plus a chorus of negroes, Plantation Girls, Pirates, Sailors, Angels etc. 
-  Lithgow James (a celebrated baritone) made his first appearance in Australia for the 1885 Sydney season of  
   Isidora, taking over from Edwin Kelly, who subsequently replaced George Leopold as Henry T. Smith.  
1887: Cape Town (Sth Africa), Luscombe Searelle's Opera Company. 
1890: Globe Theatre (London); 23 Sept. - 7 Nov.   [40 pfms, as The Black Rover] 
 - Dir. Hugh Moss; Prod. George Paget; B Mngr. A. Talbot. 
 - Cast incl. William Ludwig (Black Rover), Blanche Fenton (Isidora), William Hogarth (Patrouio), John Le  
    Hay (Jacob), Charles Collette (Pedro), Shiel Barry (Chichanaque), Maurice Mancini (Felix), Royden Erlynne  
    (Moro), Ettie Chapoy (Sabina), Florence Lloyd (Annetta). 
 
"Bijou Theatre."  A: 1 July (1885), 8. 
Editorial. DT: 21 Aug. (1885), 6.   [rnib] 
"Globe Theatre."  LT: 24 Sept. (1890), 8. 
Isidora.  A: 7 July (1885), 8.  Advert.     
"Isidora." SMH: 24 Aug. (1885), 5. 
"Isidora." DT:  24 Aug. (1885), 6. 
"Isidora - Bijou Theatre."  A: 8 July (1885), 5. 
"Music and the Drama."  T&C: 29 Aug. (1885), 450. 
"New Opera House, The."  SMH: 27 Aug. (1885), 5. 
"New Opera House: Isidora, The."  SMH: 22 Aug (1885), 15. 
"Sundry Shows."  B: 29 Aug. (1885), 9. 
 
 
BRIC-À-BRAC:   [musical entertainment]  Txt. Garnet Walch; Mus. [n/e] 
 This production was advertised as a "musical and laughable comedy" presented for "the first time in 
Australasia" (BC: 17 Aug. 1885, 1). The Argus also refers to it as "a comical and musical absurdity" (5 Sept. 1885, n. 
pag.).  The "slender but witty dialogues [which] are framed to connect the various songs" were conceived as a means by 
which the program could run without pauses that typically occurred with similar entertainments (A: 7 Sept. 1885, 5). 
The loose narrative requires the actors to each impersonate several stage types, with Harry Rickards playing eight 
characters - Jack Ellis (player/painter etc), Old Dave Crocker (an antiquarian), Sergeant Quibbles, Q.C. (a legal 
luminary), Gabriel Glum (the 'only one'), 'Arry (a London Gem), Charlie Topper (a swell of the period), Colonel 
Slashem (a warrior bold), and The Masher King (par excellence). The Brisbane Courier also notes that Mr Rickards 
patriotic songs, and the appearance of the "Five Mashers," in the song of that name were principal features (19 Aug. 
1885, 5). See also the Age (5 Sept. 1885, 12) for the production's complete Dramatis Personae. 
 The settings for the production are: Act 1. Wattle Grange Election (the reception room at Old Dave Crocker's); 
Act 2. The Fete Champetre. 
 [NB: It is unclear if a similarly titled first part, staged under James Brennan's management at the Gaiety Theatre, Melbourne, beginning 27 
December 1909 is related to Walch's entertainment. The scenery for the latter production was painted by Joe Little. It is similarly unclear if he is 
related to the John Little below - see St George's Hall, 1885] 
1885: Academy of Music (Bris); 19-27 Aug. 
 - Mngr. George Rignold, F. E. Hiscocks, J. Allison and Buchan Hepburn. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Daisy Simpson [Daisy Cremar],  
    Ada Juneen, Harry Phillips, Edgar Austin, Harry Cremar. 
1885: St George’s Hall (Melb); 5 Sept. - 16 Oct.   [36 pfms] 
 - Mngr. George Rignold, F. E. Hiscocks, J. Allison and Buchan Hepburn; S Art. Alexander Habbe and John  
    Little. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Daisy Simpson [Daisy Cremar],  
    Ada Juneen, Harry Phillips, Edgar Austin, Harry Cremar. 
1885: Academy of Music (Syd); 31 Oct. - 27 Nov., 19-22 Dec.  [28 pfms] 
 - Mngr. George Rignold, F. E. Hiscocks, J. Allison and Buchan Hepburn. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Daisy Simpson [Daisy Cremar],  
    Ada Juneen, Harry Phillips, Edgar Austin, Harry Cremar. 
1886: St George's Hall (Melb); 16-22 Jan.    [12 pfms] 
 - Cast and production presumed to be the same as the previous Melbourne season. 
1886: Academy of Music (Bris); 26-31 July,  29 Sept., 1 Oct. [8 pfms] 
- Mngr. Harry Rickards and Sidney Hall; Lse. Fred W. Duvall and J. Smith. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Lilly Armstrong, Ada Juneen,  
    Harry Phillips, Harry Cremar, T. W. Rhodes. 
 - Cast for 29 Sept. and 1 Oct. productions incl. Mabel Tracey, Fanny Sarony, and Harry Sullivan. Fred Duvall   
    replaced Sidney Hall as manager.  
1886: Academy of Music (Syd); 16-29 Oct.     [12 pfms] 
 - Mngr. Harry Rickards and Phillip Stuart; Lse. F. E. Hiscocks and Harry Rickards (sub-lessee).  
 - Troupe: Rickards-Leete Combination. 
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 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Mabel Tracey, Ada Juneen, Fanny Sarony, Harry  
    Sullivan, Walter Noye. 
1888: New Opera House (Syd); 23-30 June 
 - Mngr. F. E. Hiscocks (theatre), Harry Rickards and John C. Leete (company); Lse. F. E. Hiscocks. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    Marion Constance, James Bell, Mons. Provo, Fred Terris, William Woodhead, Fred Davys. 
1888: Gaiety Theatre (Bris); 10-14 Nov. 
- Mngr. Harry Rickards and John C. Leete; Lse. Stewart and Co; S Mngr. George Larkin. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    James Bell, William Woodhead, Fred Davys. 
1888: New Haymarket Music Hall (Syd); 15-24 Dec. 
 - Mngr. Harry Rickards and John C. Leete; Prop. George Barr (theatre). 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    James Bell, William Woodhead, Fred Davys. 
1889: St George's Hall (Melb); 6-19 July    [11 pfms] 
 - Mngr. William A. Jinkins; Lse. Charles W. and Harry P. Cogill, Harry Rickards (sub-lessee). 
 - Troupe: Harry Rickards' New English and Irish Company. 
 - Cast incl. Harry Rickards, Ada Delroy, Georgie Devoe, Ella Murphy, Marion Constance, James Bell, Fred  
    Davys. 
1890: School of Arts (Syd); 8-14 Feb.   
 - Mngr. William A. Jinkins. 
 - Troupe: Harry Rickards' New English and Irish Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Marion Constance, Ella Murphy,   
    Pat Murphy, Walter Noye, James Bell, Fred Davys, 
1890: Gaiety Theatre (Bris); 17 Mar.   [benefit] 
- Mngr. John C. Leete; Lse. Stewart and Co. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Marion Constance, Ella Murphy,  
    Pat Murphy, Walter Noye, James Bell,  Fred Davys, Manuel Lopez, Mareano Martin. 
1890: St George's Hall (Melb); 24-30 May  [as Treasures] 
 - Mngr. John C. Leete; Lse. Charles W. and Harry P. Cogill; S Mngr. Sidney Hall. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company with Cogill Brothers' Minstrel and Variety  
    Company. 
 - Cast incl. Harry Rickards, Ada Delroy, Marion Constance, Ella Murphy, Pat Murphy, Walter Noye, James  
    Bell,  Fred Davys,. 
1890: School of Arts (Syd); 18-31 Oct.    [13 pfms] 
 - Mngr. John C. Leete; Lse. Harry Rickards. 
 - Troupe: Harry Rickards' New Musical Comedy Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Georgia Devoe, Rita Dale, Tilly Lake, Fred  
    Davys, Johnny Gilmore. 
 
"Academy of  Music." SMH: 2 Nov. (1885), 6. 
ACP2: (1997), v. pags.     
ARG: 7 Sept. (1885), n. pag.     [rnib]                       [see also advert. - ARG: 5 Sept. (1885), n. pag.] 
Editorial. BC: 19 Aug. (1885), 5. .      [see also advert. - BC: 17 Aug. 1885, n. pag.; and Editorial  20 Aug. 1885, 4] 
"Mr Harry Rickards at St George's Hall." A: 7 Sept. (1885), 5. 
 
 
SPOONS:  [aka HOOKER'S WILL]  [musical entertainment]  Txt. Garnet Walch; Mus. [n/e] 
 Another Walch "musical absurdity" in the same style as Bric-a-Brac, this two act piece is set Scarborough UK, 
with the first part set on the beach and the second in a drawing room of the Liberty Hall boarding house. The Brisbane 
Courier records that the story is "a simple peg, upon which is hung a host of ballads, dances, funny anecdotes, and other 
incidentals, each an attraction in itself" (3 Aug. 1885, 6). 
Spoons concerns an old gentleman's will in which he prohibits love-making between his heirs for a month after 
his death. Hooker, the brother of the deceased, has been given the job of detecting breaches of then provisions aided by 
a black servant, Julius Spoondyke. The plot allows for various character impersonations by the actors, particularly 
Harry Rickards. 
 The production was advertised as Hooker's Will for its 1888 Brisbane season. 
1885: St George's Hall (Melb); 17-29 Oct.    [11 pfms] 
 - Mngr. Buchan Hepburn and J. Allison; Lse. George Rignold and J. Allison, F. E. Hiscocks. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Daisy Simpson [Daisy Cremar],  
    Ada Juneen, Kate, Harry Phillips, Edgar Austin, Harry Cremar. 
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1885: Academy of Music (Syd); 28 Nov. - 18 Dec.   [18 pfms] 
 - Mngr. George Rignold, F. E. Hiscocks, J. Allison and Buchan Hepburn. 
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Daisy Simpson [Daisy Cremar],  
    Ada Juneen,  Harry Phillips, Edgar Austin,  Harry Cremar. 
1886: St George's Hall (Melb); 2-15 Jan.    [12 pfms] 
 - Cast and production presumed to be the same as the previous Melbourne season. 
1886: Academy of Music (Bris); 2-7 Aug., 25-28 Sept.   [10 pfms] 
- Mngr. Harry Rickards and Sidney Hall; Lse. Fred W. Duvall and J. Smith. 
 - Troupe: Rickards-Leete Combination.  
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Mabel Tracey, Ada Juneen, Harry  
    Phillips, T. W. Rhodes, Harry Cremar. 
 - Cast for 25-28 September season incl. Harry Sullivan and Fanny Sarony. Fred Duvall replaced Sidney Hall. 
1886: Academy of Music (Syd); 4-15, 30 Oct. - 5 Nov.   [17 pfms] 
- Mngr. Harry Rickards and Phillip Stuart; Lse. F. E. Hiscocks and Harry Rickards (sub-lessee).  
 - Troupe: Rickards-Leete Combination. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Nelly Wilson, Mabel Tracey, Ada Juneen, Fanny  
    Sarony,  Harry Sullivan, Harry Phillips, T. W. Rhodes. 
 - Cast for 30 October - 5 November season included Nita Franks and William B. Cadzow. 
1888: New Opera House (Syd); 9-15 June, 3 July    
 - Mngr. F. E. Hiscocks (theatre), Harry Rickards and John Leete (company); Lse. F. E. Hiscocks. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    Marion Constance,  James Bell, Mons. Provo, Fred Terris, William Woodhead, Fred Davys. 
1888: St George's Hall (Melb); 1-8 Sept. 
 - Mngr. Charles W. and Harry P. Cogill, John C. Leete and Fred W. Duvall; Lse. Charles W. and Harry P.  
    Cogill. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    Marion Constance, James Bell, Fred Davys. 
1888: Gaiety Theatre (Bris); 3-9 Nov.  
 - Mngr. Harry Rickards and John C. Leete; Lse. Stewart and Co. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    Marion Constance, James Bell, Fred Davys. 
1889: New Haymarket Music Hall (Syd); 12-18 Jan. 
 - Mngr. Harry Rickards and John C. Leete; Prop. George Barr (theatre). 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada Delroy, Georgie Devoe,  
    James Bell, Fred Davys. 
1889: St George's Hall (Melb); 6-19 July    [11 pfms] 
 - Mngr. William A. Jinkins; Lse. Charles W. and Harry P. Cogill, Harry Rickards (sub-lessee). 
 - Troupe: Harry Rickards' New English and Irish Company. 
 - Cast incl. Harry Rickards, Ada Delroy, Georgie Devoe, Marion Constance,  James Bell, Fred Davys. 
1890: School of Arts (Syd); 15 Feb.   
 - Mngr. William A. Jinkins. 
 - Troupe: Harry Rickards' New English and Irish Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Marion Constance, Ella Murphy,  
    Pat Murphy, Walter Noye, James Bell, Fred Davys. 
1890: Gaiety Theatre (Bris); 12-15 Mar.    
- Mngr. John C. Leete; Lse. Stewart and Co. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Marion Constance, Ella Murphy,  
    Pat Murphy, Walter Noye, James Bell, Fred Davys, Manuel Lopez, Mareano Martin. 
1890: St George's Hall (Melb); 31 May - 6 June   
 - Mngr. John C. Leete; Lse. Charles W. and Harry P. Cogill; S Mngr. Sidney Hall. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
- Cast incl. Harry Rickards, Ada Delroy, Ella Murphy, Marion Constance, Georgie Devoe. 
 
"Academy of Music." BC: 3 Aug. (1886), 6. 
 "Academy of Music." SMH: 30 Nov. (1885), 10. 
 ACP2: (1997), v. pags.        
 ARG: 17 Oct. (1885), n. pag.      [rnib] 
 "News of the Day." A: 19 Oct. (1885), 5. 
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THE BRIGANDS MIXED UP BY A PRIVATE SECRETARY: [burlesque]   
Txt/Mus. [n/e] 
Written expressly for the Federal Minstrels, most likely by W. Horace Bent (with the assistance of other 
members of Hiscocks' Minstrels) it was described in advertising as a "new musical absurdity," and presented as a third 
part to the minstrel and olio sections of the bill. The idea to burlesque a combination of Offenbach's opera The Brigands 
and the comedy The Private Secretary, by C. H. Hawtrey, was no doubt a reaction to the successful staging of both 
productions of in Sydney and Melbourne in the preceding months. 
1885: Victoria Hall (Melb); 31 Oct. - 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. W. A. Ball (Robberino), W. Horace Bent (Stupido), Beaumont Read (Hag), E. Amery (Swag), Lou  
    Braham (Rag), T. Gall (Clutch), J. S. Porter (Rollindo), Alf Moynham (Rev. Bobby Sprawling), George  
    Turner (Estrella, Queen of the Brigands), plus a chorus of bandits and other auxiliary roles. 
 
A: 31 Oct. (1895), 12.   Advert.      
 
 
LONE-GRIN:    [burlesque]  Txt. W. Horace Bent; Mus. [n/e] 
 Although advertised as a burlesque  Italian Opera extravaganza ("out-Wagnering Wagner"), there are only 
minor references to Wagner's Lonegrin  in the cast list. The major characters introduced by bent are a prima donna, a 
composer, a stage "Mis-Manager," a "piratical baron," a village tenor, the "Count of Clifton Hill," and a stage assassin. 
1885: Victoria Hall (Melb); 5, 7 Dec.  
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. Sam Keenan (Prof. Sheepskin), W. Horace Bent (Slippery Bob, a stage manager), Lou Braham  
    (Edgarde, the village tenor), W. A. Ball (The Piratical Baron), E. Amery (The Baron de Bull), J. S. Porter  
    (Razorini, a stage assassin), George Turner (Mde Squalini, a prima donna). 
1886: Academy of Music (Bris); 15-19 May 
- Prod/Lse. F. E. Hiscocks. 
- Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. Sam Keenan, W. Horace Bent, Lou Braham, W. A. Ball, E. Amery, J. S. Porter, George Turner. 
1887: Victoria Hall (Melb); 4-11 June 
-  Mngr. Harry Friedman; Lse. F. E. Hiscocks and Frank M. Clark; M Dir. Owen Conduit; S Mngr. Thomas R.  
    Gilpin. 
- Troupe: Frank M. Clark's Silk Stockings Company. 
- Cast incl. Nina Tulloch, W. B. Warner, W. Horace Bent, Thomas R. Gilpin, J. Lindsay, Tom Holland, Charles  
   Fanning. 
 
 A: 5 Dec. (1885), 12.  Advert.       
 ACP2: (1997), v. pags.     
 
 
ADONIS:   [burlesque]  Txt/Mus [n/e] 
 In this twisted  "burlesque nightmare"  version of  W.S. Gilbert's Pygmalion and Galatea (ARG: 26 Dec. 1885, 
n. pag.), the writer has the artist Talmea create a statue of Adonis. He is granted life but prefers to belong to rich 
Parvenue rather than to his creator. He is later pursued by a large village maiden and several others - all of whom are 
transformed by the goddess Artea into harlequinade characters. 
 The Age critic suggest that "the production is certainly a novelty to Melbourne, inasmuch as it combines what is 
usually known as burlesque acting with negro minstrelsy" (27 Dec. 1885, 6). 
 The exact date of the Australian premiere is as yet uncertain. 
1885: Nugget Theatre (Melb); 26 Dec. 1885 - 8 Jan. 1886 
 - Dir. Leon Francis; Mngr/Lse. Frank Weston; M Dir. Owen Conduit; S Art. Harry Grist; Com Sc. Harry  
    Leopold; S Mngr. Walter Medus. 
- Troupe: Leon and Cushman's Burlesque Opera and Musical Comedy Company. 
- Cast incl. Francis "The Only" Leon (Adonis), Walter Medus (Marquis de Baccarat), Blanche Leopold  
   (Talmea), Julia Featherstone, T. N. Ford (Bunion Turke), Mrs T. N. Ford, Daphne De Lee, Lillie Morrison,  
   Marion Norman, Nellie Lovell, Bridget Donohue, John Bryan, Henry Leopold, Frank Cushman.  
- Dancers: Thomas Delohery, Ted Holland, James Craydon, Mr Leslie, Mr  Walters, Charles York, Mr  
   Wallace, Johnny Gilmore. 
 
"Nugget Theatre."  A: 27 Dec. (1885), 6. 
 ACP2: (1997), v. pags.    
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KING COCKATOO; OR, THE ENCHANTED ELEPHANT:  [musical entertainment]   
Txt. Leopold Jordan; Mus. [n/e] 
Written expressly for the Alhambra Variety Company and Specialty Union, King Cockatoo was presented as a 
second part, following the evening's minstrelsy entertainment. The story concerns King Cockatoo, who throws some 
gypsies off his selection. They subsequently conspire with Prince Nibbleall and other characters to end his reign by 
kidnapping the enchanted elephant which is the key to his power. 
Incidental music for the work introduced (with kind permission from Williamson, Garner and Musgrove)  
several airs from Tambour Major. The Enchanted Elephant was advertised as being lent to the management (for the 
Alhambra production only) by his highness the Rajah of Barnumjumbotoun… "imported by instalments ay enormous 
cost" (SMH: 26 Dec. 1885, 2). 
Advertising in the Sydney Morning Herald proposed a Synopsis or Seen-ery as: "Seen First - The Audience; 
Seen Second - The Band; Seen Last - The Artistes." The audience was also advised to "remain calm during the 
Elephant's 'roar' as he is an amateur" (26 Dec. 1885, 2).  
1885: Alhambra Music Hall (Syd); 26 Dec. 1885 - 16 Jan. 1886 [19 pfms] 
 - Prod. Frank Smith; S Mngr. Harry Barrington. 
- Troupe: Alhambra Variety Company and Specialty Union. 
- Cast incl. Edwin Shipp (King Cockatoo), Minnie Hope [aka Shipp] (Prince Nibbleall), Amy Rowe (Princess  
   Prettylips), Walter P. Keen (Lord Chamberlain), Harry Barrington (Bash Bash), George Gardner (Queen  
   Karratte), Hetty Croucher (Villetta), Milly Herbert (Majji), Neillson Family (Imperial Guards). 
 
 ACP2: (1997), v. pags.   
 SMH: 26 Dec. (1885), 2.     [rnib] 
 
 
MOTHER GOOSE AND THE ENCHANTED BEAUTY:  [pantomime] Lib Adapt.  
'Whyte Tye' (aka H. R. Duff); Mus. [n/e] 
Especially adapted "to the tastes of a Sydney audience" from E. L. Blanchard's original Drury Lane production, 
writes the Sydney Morning Herald theatre critic, "it was necessary  to remold the dialogue, and this has been done with 
a certain amount of skill by some scribe who is content with the nom de plume of 'Whyte Tye' [Duff's pseudonym]. The 
dialogue now deals with a number of public men, organisations, events, and topics which have recently received a 
considerable amount of attention, and it is worthy to note that the allusions to these subject are made in such a way as to 
avoid coarseness, and yet to produce laughter. The change in the ministry is amongst the matters dealt with, and the 
estimate formed of the members of it, and the prospect of their long enjoying the seats they now occupy is in neither 
case very favourable. The Post Office carvings also are amongst the subjects which come in for criticism, being 
characterised as 'a set of hideous caricatures preserved in stone" (28 Dec. 1884, 8). 
The story, which includes elements of the Sleeping Beauty fairytale, concerns King Kokolurum, whose daughter, 
Princess Rosebud, is about to be christened.  Carabossa, a fairy not invited to the celebration, nevertheless attends with 
her sole purpose being to avenge the sleight against her. She casts a spell which sentences the princess to death if she 
"ever should see the light or sun until her twenty years of life be done" (SMH: 28 Dec. 1885, 8). Twenty years later, on 
the eve of her twentieth birthday, Princess Rosebud falls desperately in love with the Ambassador of Prince Fanfarinet, 
who has been sent to seek out the young princesses hand in marriage. The Ambassador is actually the young prince in 
disguise. They elope after the rest of the palace falls asleep under Mother Goose's spell. Carbossa then arrives, breaks 
the spell, and an amusing pursuit follows as the palace attempts to bring back the young couple. 
One of the songs incorporated into the production, "Love's Old Sweet Song" (performed by Ida Osbourne), is 
said to have been written by J. L. Molloy. 
1885: Olympic Theatre (Syd); 26 Dec. 1885 - 21 Jan. 1886  [24 pfms] 
 - Dir/S Mngr. D'Arcy Stanfield; Mngr/Lse. M. L. Raphael; M Arr. G. Rivers Allpress; Cost. Mde. Golding;  
    Lig. Prof. Norris (limelight). 
- Cast incl. Ida Osborne (Mother Goose), Emily Fox (Princess Rosebud), Emily Beaumont (Prince Farfarinet),  
   D'Arcy Stanfield (King Kokolurum), Fanny Sarony (The Queen), Fred Dark (Carabossa), Harry Sullivan  
   (Nurse), Dot Read, F. Golding, H. Trevorah, Brothers Victor. 
 
 ACP2: (1997), v. pags.   
 "Olympic Theatre."  SMH: 28 Dec. (1885), 8. 
 
 
HARLEQUIN BLACK 'HIDE' SUSAN AND HER PLAIN BILL:   [burlesque  
 pantomime]  Txt. W. Horace Bent; Mus. [n/e] 
Written expressly for the Federal Minstrels, with 'new locals, dresses, mechanical effects, music, comic scenes, 
[and] dances' (SMH: 26 Dec. 1885, 2), this burlesque pantomime is a loose adaptation (in blackface) of Douglas 
Jerrold's play Black-Eyed Susan (1829). Unusually, the transformation scene and harlequinade were staged at the start 
of the production (rather than at the end). The extended harlequinade concerned 'the advent on Australia's shores of 
Captain James Cook.' 
The action takes place aboard the H.M.S. Polypheme, and contains a chorus of mermen, mermaids, marines, and 
sailors. The various sections in the pantomime are: 1. The Harlequinade; 2. Grand Transformation Scene; 3.  Second 
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Comic Scene; 4. Trip - Harlequin and Columbine; 5. The Soudan Donkey; 6. 1,000 Leagues under the Sea; and 7. The 
Funniest Last Scene You Have Ever Seen.  
1885: Academy of Music (Syd); 26 Dec. 1885 - 22 Jan. 1886 [25 pfms] 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. W. Horace Bent (Plain Bill), Sam Keenan (Black-Hide Susan), J. S. Porter (Captain Crosseye),  
    George Turner (Peter Blue), T. Gall (Jack Blowhard), W. A. Ball (Lord High Admiral), Beaumont Read  
    (Yellow Admiral), Lou Braham (Blue Admiral), E. Amery (Red Admiral), Alf Moynham (Clown, in the  
    harlequinade), Walter Wiseman. 
 
 ACP2: (1997), v. pags.   
 SMH: 26 Dec. (1885), 2.    Advert.     
 
 
SLEEPING BEAUTY; OR HARLEQUIN MOTHER GOOSE AND THE SEVEN 
CHAMPIONS OF CHRISTENDOM:   [pantomime]  Lib. Garnet Walch; Mus. [n/e] 
 The plot centres on Prince Austral, the Seven Champions and the Seven Sisters of Australasia. At the 
christening of Princess Beauty, which is attended by the seven fairy godmothers, the evil fairy Maligna curses her. 
Eighteen years later the curse is realised when the Princess and the entire court fall asleep for one-hundred years. Prince 
Austral is granted continuous youth throughout that period and hence is able to rescue the Princess. The Leader cites the 
text for this pantomime's good fairy Progressa as advocating imperial federation. The scenery included panoramic views 
of Adelaide, Hobart, Sydney Harbour and Melbourne (including the Yarra River). 
1885: Theatre Royal (Melb); 26 Dec. 1885 - 19 Feb. 1886  [46 pfms] 
- Dir/S Mngr. H. H. Vincent; Prod. J. C. Williamson, Arthur Garner, George Musgrove; B Mngr. Henry R.  
   Harwood (business); S Art. John Hennings and George Gordon; Chor. Rose and Heloise Duvalli.  
- Cast incl. Emma Chambers (principal boy), Amy Horton (principal girl), Constance Deorwyn, Fanny  
   Montague, Annie and Kate Martin, Mary Weir, Alice Wooldridge, Bella Russell, Henry R. Harwood (King  
   Glorio), Arthur Redwood, Charles Brown, Sterling Whyte, F. Harcourt, Will Simpson, Boleno Brown, Samuel  
   Nelson, Mr Menden (eccentric musician), Charles and Harry Raynor, Faust Family, Royal Xylophonists. 
 
 ACP2: (1997), v. pags.   
 "Theatre Royal - The Sleeping Beauty."  A: 27 Dec. (1885), 6. 
 
 
 
Bric-a-Brac (advertisement) 
Age 5 Sept. 1885, 12 
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1886 
 
 The Soggarth, written and directed by George Darrell (and produced by Williamson, Garner and Musgrove), 
premiered at the Theatre Royal (Syd) on 28 September. Typical of the 19
th
 century melodrama it contained an overture 
and a large amount of incidental music - composed by the production's music director, Walter J. Rice. Rice was also 
engaged in this position for the 1887 Melbourne production, staged at the Bijou Theatre, 15 January under the auspices 
of Eduardo Majeroni and W. J. Wilson. 
__________ 
 
 
UNCLE TOM'S CABIN:  [play with music]  Txt Adapt. Alfred Dampier and John F. Sheridan; Orig  
 Mus. Herbert Percy [aka H. Percy Kehoe] (incl. overture) and Professor Miller; Add Mus. [n/e] 
 Although recorded as having been adapted by Dampier and Sheridan from the Harriet Beecher Stowe novel, this 
version may also bear some relationship to an earlier production by Dampier, which he first staged in Australia in 1879.  
 [NB: John F. Sheridan also collaborated with Bert Royle and J. A. Robertson (music) on an adaptation of Uncle Tom's Cabin in 1890. See 
1890 file for details] 
1886: Gaiety Theatre (Syd); 13 Feb. - 12 Mar.   [24 pfms] 
 - Mngr. B. N. Jones and Fred Gunther; Lse. John Solomon; M Arr. Professor Miller; M Dir. Herbert Percy;  
    S Art. William Kinchela. 
 - Troupe: Alfred Dampier Company. 
- Cast incl. May Livingstone, Myra Kemble, Hetty Sherwood, Julia Merton, Alfred Dampier, John F. Sheridan,  
   C. H. Lewis, Harry Leston, Harry Stoneham, Alfred Boothman, Sarah Washington and the Hampton Students  
   (jubilee singers), The Big 8 (dancers), The Old Dominion Quartette (singers). 
- Musicians: Gaiety Orchestra. 
 
 ACP2: (1997), v. pags.     
 
 
UNCLE TOM'S CABIN RE-PAINTED:  [burlesque]  Txt Adapt. Lance Lenton; Mus. [n/e] 
 In this burlesque version of Harriet Beecher Stowe's novel Uncle Tom's Cabin, Legree is an asthmatic, and is 
also beaten up by Uncle Tom. Lenton's production was undertaken in response to the Dampier and Sheridan version 
then running at the Gaiety Theatre. 
1886: Academy of Music (Syd); 27 Feb. - 12 Mar.   [12 pfms] 
 - Prod/Lse. F. E. Hiscocks. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Sam Keenan, W. A. Ball, W. Horace Bent, George Turner, E. Amery, Beaumont Read, Lou  
    Braham. 
 
 ACP2: (1997), v. pags.    
 "Academy of Music." SMH: 1 Mar. (1886), 8.    
 
 
ALL BLACK:  [burlesque]  Txt. Lance Lenton; Mus. incl. Nicholas La Feuillade 
 A burlesque on Hugh Conway and Comyn Carr's psychological romance, Called Back, and "written expressly 
for the Federals by Lance Lenton… in One Act and Four Tableaux" (SMH: 13 Mar. 1886, 2), All Black was presented 
as the concluding section of the Federal Minstrels' program. The action is presented in the following order: Scene 1. 
Tableaux "A Sydney Hash Palace," The Blind (drunk) Witness; Scene 2. Tableaux "A Street in Wooloomooloo," The 
Vanished (right) Past; Scene 3. Tableaux "Darlinghurst Gaol," A Black (burnt-cork) Lie; Scene 4. Tableaux "Tracked to 
Darlinghurst," Hauled Back, More Dinner. The chorus provided the additional roles of "Prisoners from the Land of the 
Free." 
 A Sydney Morning Herald review makes the following comments: "The Italians are made to speak with the 
broadest Irish accents, and the secret with which the villain of the piece dies, instead of being the history of a terrible 
crime, is the much more harmless mystery concerning the manufacture of ice creams" (15 Mar. 1885, 5). 
 The music element includes, along with an incidental score by Nicholas La Feuillade, several songs and dances. 
The costumes were made from "designs furnished by a resident in Darlinghurst," and "the scene in Darlinghurst realised 
from a trumpery picture by a French-Polish-er painter" (SMH: 13 Mar. 1886, 2).  
1886: Academy of Music (Syd); 13-19 Mar.  
- Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. Sam Keenan (Dr Ceneri, an Italian musician), W. A. Ball (Pauline March), W. Horace Bent (Paolo  
    Macari, an Italian musician), George Turner (Gilbert Vaughan), Lou Braham (Gaoler), Alf Moynham  
    (Anthony March). 
 
"Academy of  Music, The."  SMH: 15 Mar. (1886), 5. 
SMH: 13 Mar. (1886), 2.  Advert. 
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LITTLE DON GIOVANNI; OR, THE MAID, THE MASHER AND THE 
MARBLE MAN:  [burlesque]  Txt Adapt. F. W. Hume; Mus. [n/e] 
 A burlesque adapted by Hume, and localised by Hall and St Clare, from H. J. Byron's burlesque Little Don 
Giovanni; Or, Leporello and the Stone Statue (1865).   
The relationship between this production of Little Don Giovanni and that staged by Harry Leston in 1892 for 
Dan Tracey's season at the Sydney School of Arts is unclear, and are thus treated separately [see 1892 entry for details]. 
1886: St George's Hall (Melb); 17 Apr. - 4 May 
 - Dir. John L. Hall; Mngr/Lse. Frank St Clare; S Art. Harry Whaite. 
 - Troupe: Amy Horton Burlesque Co. 
 - Cast incl. Amy Horton, John L. Hall, Mons. Loredon, C. B. Dobson, A. Thornton, Blanche Lewis, Nita  
    Franks, Carrie Bilton, Maud Cameron, Idrene Thornton, Miss G. Warbuton, Nellie Lovell, Constance  
    Percival, Gracie Denville, Louisa Malvoise. 
 
 ACP2: (1997), v. pags. 
 ARG: 17 Apr. (1886), 16.  Advert.      
 
 
DOCTOR FAUSTUS; OR, THE DEMON, THE DAME, THE DOCTOR AND 
THE DAMSEL:    [burlesque]   Txt Adapt. F. W. Hume, John L. Hall and Frank St Clare; Mus. [n/e] 
 Adapted expressly by Hall and St Clare, and localised by Hume, from B. L. Farjeon's burlesque on Faust. 
1886: St George's Hall (Melb); 5-14 May 
 - Dir. John L. Hall; Mngr. Frank St Clare and Buchan Hepburn; Lse. Frank St Clare; S Art. Harry Whaite. 
 - Troupe: Amy Horton's Burlesque Company. 
 - Cast incl. Amy Horton (Faust), John L. Hall (Mephistopheles), Blanche Lewis (Siebel), Harry Hall (Dame  
    Martha), Nita Franks (Marguerita), Carrie Bilton (Annette), Mons Loredon (Valentine), Maud Cameron  
    (Katrine), Nellie Lovell (Hans), Master J. Hall (Mephistopheles fils), Irene Thornton (Rudolph), Georgina  
    Warburton (Fritz), Louise Malvoise (Carl), Constance Percival (Franz), Lillie Mayfield (Adolph), Bertha  
    Nicks (Wilhelm), C. B. Dobson (First Soldier), A. Thornton (Second Soldier), J. Irving (Third Soldier). 
 
 ACP2: (1997), v. pags.    
 ARG: 5 May (1886), 8.  Advert.   
 Editorial. 6 May (1886), 5. 
 
 
ACIS AND GALATEA; THE NIMBLE NYMPH AND THE TERRIBLE 
TROGLODYTE:   [musical burlesque]  Txt Adapt. John L. Hall and Frank St Clare; Mus. [n/e] 
 Adapted and localised by Hall and St Clare from F.C. Burnand's extravaganza of the same name (1863), it has 
Acis the Sicilian shepherd and the giant Polyphemus compete for the love of the sea-nymph Galatea. The production 
also included the eruption of Vesuvius spectacular and a tableaux of imperial federation. 
1886: St George's Hall (Melb); 15-28 May     [12 pfms] 
- Dir/S Mngr. John L. Hall; Mngr. Frank St Clare and Buchan Hepburn; Lse. Frank St Clare; S Art. Harry  
   Whaite. 
 - Troupe: Amy Horton's Burlesque Company. 
 - Cast incl. Amy Horton, Blanche Lewis, Nita Franks, Carrie Bilton, Maud Cameron, Nellie Lovell, Irene  
    Thornton, Clarice Claremont, Annie James, Alma Stanley, Rose Brooklyn, Louise Malvoise, Lillie Mayfield,  
    Bertha Nicks, Julia Percy, Frances Harris, Minnie Basto, John L. Hall, Mons. Loredan, Harry Hall, Master J.  
    Hall, C. B. Dobson, A. Thornton, W. James. 
1886: Academy of Music (Bris); 2-8 July 
 - Dir. John L. Hall; Mngr. Mr and Mrs Frank St Clare, Buchan Hepburn; Lse. Fred Duvall, J. Smith and Mr  
    and Mrs Frank St Clare (sub-lessees);. 
 - Troupe: Amy Horton's Burlesque Company. 
 - Cast incl. Amy Horton, Nita Franks, Amie Brookes, Carrie Bilton, Maud Cameron, Nellie Lovell, Irene  
    Thornton, Clarice Claremont, Lillie Mayfield, Bertha Nicks, Annie Freeman, John L. Hall, Harry Hall,  
    Master J. Hall, C. B. Dobson. 
  
 ACP2: (1997), v. pags.    
 "Academy of Music: Acis and Galatea."  BC: 3 July (1886), 5.  
 Editorial.  ARG: 17 May (1886), 5. 
 
 
THE JAPANESE DISTRICT:   [burlesque]  Txt. [n/e]; Mus. incl. Nicholas La Feuillade 
 A loosely plotted theatrical/musical burlesque on the "Japanese Village" exhibition which was being presented 
at the Exhibition Building in Sydney  (24 Apr. - 10 July), it was again staged by F. E. Hiscocks later that year when 
both his company and the exhibition transferred to Melbourne (cnr Lonsdale and Exhibition Streets, ca. Oct/Nov.). 
Advertising for the initial production notes that the Federal Minstrels' program, "strengthened by the addition of … 
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Hiscocks' troupe of Japanese Villagers… is "to conclude with a Burlesque entitled The Japanese District, introducing a 
tribe of Japanese unheard of in this or any other country" (SMH: 26 June 1886, 2). Characters include a razor swallower 
to the Court of Yung Fum; the Japanese Man Monkey; The Wizard of Riley Street, Yokohama; a sword and tightrope 
walker, the Ariel King (to be fired from a cannon), and a Japanese quartette ("whose voices range from latchkey to 
whiskey). The production is advertised as being accompanied by "a full and efficient Japanese Orchestra, late of St 
James Hall, Piccadilly. 
[NB: It is possible that this production was presented earlier than 3 July, although these dates are yet to be confirmed] 
1886: Academy of Music (Syd); 3-10, 14 July   
 - Prod/Lse. F. E. Hiscocks and A Litherland; M Dir. Nicholas La Feuillarde. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
1886: St George's Hall (Melb); 30 Oct. - 
- Prod/Lse. F. E. Hiscocks and A. Litherland; M Dir. Nicholas La Feuillarde. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 
 A: 30 Oct. (1886), 12.  Advert.       
 ACP2: (1997), v. pags.    
 SMH: 26 June (1886), 2.   Advert.        
 SMH:  24 Apr. (1886), 2.    Advert.       
 "Other Places of Amusement." SMH: 5 July (1886), 5.       
 
 
STRUCK "CASTOR" OIL: [musical burlesque]  Txt Adapt/Mus. [n/e] 
 A musical spoof on the famous Struck Oil drama (then being revived by J. C. Williamson at the Theatre Royal), 
it was written expressly for Hiscocks' Federal Minstrels. The settings were: Act 1. The Boot-Breaker's Shop; Act 2. The 
Unlicensed Hotel; Act 3. The Bear Cage in Darlinghurst; Act 4. The Castor Oil Town; Act 5. The Friendly Dishcover.    
1886: Academy of Music (Syd); 10-16 July   
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Specialty Union. 
 - Cast incl. W. Horace Bent (Jack Stowful), Sam Keenan (Mrs Stowful), W. A. Ball (Sneakon Fatter), Alf  
    Moynham (Sgt. Whitcher), J. S. Porter (Corp. Whater), E. Amery (Corn Doctor), Alf Lawton (Lizzie  
    Stowful). Additional roles included larrikins and policemen. 
 
 SMH: 10 July (1886), 2.  Advert. 
 
 
FUN IN A FOG; OR, THE PIRATES OF NEW GUINEA:   [musical farce]  Txt/Mus. [n/e] 
 Advertised as "an entirely new, musical, and aquatic farce," written expressly for Hiscocks' Federal Minstrels. 
The supporting characters included pirates, sailors and fishermen. 
 [NB: It is unclear as to whether or not this piece is related to similarly titled farce which presented as an afterpiece for a complimentary 
benefit for Colonel Ike Austin at the Theatre Royal (Brisbane) on 23 Oct 1885. That production of Fun In A Fog (without the sub-title) was also 
advertised as "entirely new" (BC: 23 Oct. 1885, 1). It included among its cast Mr and Mrs T. Empson, J. T. Gordon, Signor Bianchi, Jenny Nye and 
Tilly Lake. Likewise there does not seem to be any relationship between this production and a similarly titled musical comedy In A Fog  (written by 
Fred Davys), which was first staged by Harry Rickards in 1890.] 
1886: Academy of Music (Syd); 14 Aug. -  
 - Prod/Lse. F. E. Hiscocks; Mngr. A. L. Cunnard; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. George Turner (Duikey), Alf Lawton (P. T. W. S. Smith), T. Gall (Quiet Angler), W. A. Ball  
    (Major Bluster), Alf Moynham (Mr Shindah), J. S. Porter (Mr Clinker), W. Horace Bent (Miss Jennie), Sam  
    Keenan (Miss Fannie). 
 
SMH: 14 Aug. (1886), 2.   Advert. 
 
 
LUCREZIA BORGIA:  [burlesque]  Txt. Charles and Harry Raynor; Mus. [n/e] 
 Described in advertising as a "Burlesque Opera Italiano." 
1886: Academy of Music (Syd); ca. 25 Sept.  
 - Prod/Lse. F. E. Hiscocks;  M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels.  
 - Cast incl. Charles Raynor (Jeremiah Mosquito), Harry Raynor (Kanib Kannibblee), Anetta Scasi (Lucrezia),  
    Tom Gall (Gumbetta), George Turner (Il Negressa), J. S. Porter (Rhustifello), Harry Carroll (Maffio Orsini),  
    Lou Braham (Genarro), E. Amery (Duke Alphonso). 
1886: St George's Hall (Melb); 16-22 Oct.  
 - Cast and production as for previous Sydney season. 
 - Lucrezia Borgia was presented as the opening production of Hiscock's Melbourne season. 
 
 A: 16 Oct. (1886), 12.  Advert.       
Editorial. ARG: 18 Oct. (1886), 6.      [rnib] 
SMH: 25 Sept. (1886), 2.   Advert     
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MARITANA:  [burlesque]  Txt/Mus. [n/e] 
 A burlesque on Wallace's opera, it was possibly written and arranged by W. Horace Bent. The Argus theatre 
critic writes of his performance: "Mr W. H. Bent supplied the main element of the amusement to the manifest 
satisfaction of the audience" (25 Oct. 1886, 5). 
1886: St George's Hall (Melb); 23 Oct. - 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels.  
 - Cast incl. Anetta Scasi (Maritana), George Turner (Impressario), J. S. Porter (Captain of the Guard), Lou  
    Braham (Don Kaiser de Bassoon), E. Amery (Don Nose), W. Horace Bent (Joshia, afterwards King of Spain). 
   
 A: 23 Oct. (1886), 12.  Advert.      
 Editorial. ARG: 25 Oct. (1886), 5. 
 
 
CLOTILDE; OR, THE CRUSHED HEART:  [burlesque]  Txt/Mus. [n/e] 
 Advertised as a "new burlesque on the society drama, Clotilde, this Federal Minstrels production was possibly 
adapted and localised by W. Horace Bent.   
1886: St George's Hall (Melb); 6-12 Nov. 
 - Prod/Lse. F. E. Hiscocks; M Dir. Nicholas La Feuillade. 
 - Troupe: Hiscocks' Federal Minstrels and Burlesque Opera Troupe. 
 - Cast incl. George Turner (Clotilde), Sam Keenan (Victor), W. Horace Bent (Herbert), J. S. Porter (Sir  
    Michael), Alf Moynham (Roger), Lou Braham (Monicalm), Harry Carroll (Beatrice), Tom Gall. 
 
 A: 6 Nov. (1886), 12.    Advert. 
 
 
POPULAIRE; THE MODERN HERCULES; OR, THE HERO OF A DAY:     
[comic opera]  Txt. Thomas Moser; Mus. Hector McLean 
# H. T. Dunn (Syd), 1886 
A story which satirises the excessive devotion to field sports, rowing and other muscular exercises. The cast 
includes a female chorus of lawn tennis players and a male chorus of bookies.  
A rehearsal was opened to persons by invitation in 1882, and a public rehearsal given in 1884. The first full 
performance was at Government House on 7 Dec. 1886.  
1882: W. H. Palings Rooms (Syd); 9 Sept.   
 - Two acts performed only. 
1884: W. H. Palings Rooms (Syd); 19 Apr.   
 - Cast incl. Mr Morgan, F. J. Hallewell, Mr Rice, Hector McLean. 
 - Musician: Hector McLean (piano). 
 - Presented as a public rehearsal. 
1886: Government House (Syd); 7 Dec.  
 - Dir. Thomas Moser; M Dir. Hector McLean; S Art. William Kinchela; S Mngr. James H. Rainford. 
 - Cast incl. Mrs J. A. Dobbie [or Miss E. A. Foxall], F. J. Halliwell [or Hellewell], A. Parkinson, Mr Monie, E.  
    W. Foxall. 
 
 ACP2: (1997), v. pags.    
 "Australian Opera at Government House."  SMH: 8 Dec. (1886), 10. 
  
 
DICK WHITTINGTON AND HIS CAT, A PANTOMIME WITH PURR-PUSS:    
 [pantomime]  Lib Adapt. Lance Lenton; Orig Mus. Herbert Percy [aka H. Percy Kehoe]; Add Mus. [n/e] 
 Adapted by Lance Lenton from the popular pantomime story, the libretto is said to have contained local jokes 
and topical hits. The Sydney Morning Herald reviewer was quite critical of the production, however, suggesting that it 
had "an almost total absence of plot" (28 Dec. 1886, 3). 
 The 1895 revival, staged under the auspices of Frank York and George A. Jones, is attributed to Lenton by the 
Brisbane Courier theatre critic, and is therefore likely to have been similar in respect of storyline. It would nevertheless 
have included new comic material along with up-to-date songs and new local hits and allusions. 
1886: Royal Standard Theatre (Syd); 27 Dec. 1886 - 22 Jan. 1887  [24 pfms] 
 - Dir. Alfred Dampier and Lance Lenton; Prod. J. Grant and Alfred Dampier; Lse. Frank Smith; M Dir/Arr.  
    Herbert Percy; S Art. William Kinchela; Cost. Amiti and Co and Mark Foy; S Mngr. J. B. Marsh; Com Sc.  
    Walter Cottier. 
 - Cast incl. Sophie Harris, Alice Wooldridge, Miss Courtland, Mr and Mrs Harry Leston, Blossie Bellwood,  
    Tottie Coote, Miss Prior, Ada Lucas, Miss E. Fitzgerald, Fanny Wiseman [aka Mrs South], Blanche Grace,  
    Jennie Horan, Ada De Courcy, Lena Merrick, Charles Bovis, Julius Caesar, W. E. Baker, Alf James, Mr  
    North, Mr Hardiman, Master Murray, Walter, Harry and Ernest Cottier, Master Harry Quealy, J. Thorpe,  
    Harry Stoneham, Alberto De Voy, Mr Rosier, Mr Butler, Frank York, Mr Stephenson. 
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1895: Gaiety Theatre (Bris); 5 Jan. - 
 - Prod/Mngr/Lse. Frank H. York and George A. Jones; Dir. George A. Jones and Mr Coutts-Duvalli;  
     B Mngr. Lance Lenton.  
 - Troupe: York and Jones' Empire Company. 
 - Cast incl. Annetta Bodin, Millie Herberte, John Williams, Edith Moore, Frank York (Baron de Wolf), Jake  
     Friedman, George A. Jones, Aggie Gray, Annie Gray, Lorrie St George, Harry Gilbert, Gus Franks, Frank  
     Wyatt, Sam Keenan, Miss J. Bartella, Little Ivy Scott.  
 
 ACP2: (1997), v. pags.  
 "Pantomime, The."  BC: 7 Jan. (1895), 5.  
 "Royal Standard: Dick Whittington and His Cat." SMH: 28 Dec. (1886), 3.  
 
 
WHITTINGTON AND HIS CAT:   [pantomime]  Lib Adapt. Walter S. Craven; Mus incl. Frank  
 Fowler  
Fairy Queen and Mischief preside over the fortunes of Whittington, who falls in love with Alice Fitzwarren. 
They are wrecked on the island of King Jumbo. Cat cleans up the plague of rats, bringing about the marriage of Dick 
and Alice. 
 The pantomime contains local jokes and references. 
1886: Theatre Royal (Bris); 27 Dec. 1886 - 15 Jan. 1887  [18 pfms] 
 - Prod. Charles MacMahon and George Leitch; Lse. J. B. Hickie; M Dir/Arr. Frank Fowler; S Art. George  
    Campbell; S Mngr. Charles Seagrave. 
- Cast incl. Addie Capper, Jessie Gray, Nellie Greenless, Florry Russell, Miss Leighford, Miss Clairmont,  
   Thomas H. Rainford, J. P. O'Neill, Edward Palmer, Charles Seagrave, Alf Lawton, Mr Montgomery, A. L.  
   Inglis, Fred Garnett, Mr Ryan, Mr Lyndon, Mr Sorrell. 
 
 ACP2: (1997), v. pags.   
 "Evening Amusements: The Pantomime." BC: 28 Dec. (1886), 5. 
 
 
THE SLEEPING BEAUTY; OR, HARLEQUIN MOTHER GOOSE AND THE 
SEVEN CHAMPIONS:   [pantomime]   Lib Adapt. Alfred Maltby; Mus. [n/e] 
 Especially adapted and localised for Williamson, Garner and Musgrove by Alfred Maltby, "the London 
comedian and litterateur," the Sydney Morning Herald theatre critic proposes that although containing the traditional 
harlequinade (invented and performed by the Faust Family), Sleeping Beauty was more a burlesque than pantomime. "It 
is not exactly the kind of pantomime which is best suited to children," writes the critic, even though "there is no trace of 
vulgarity in it. Maltby has written a very bright piece, full of puns and smart sayings and comical conceits… [and] for a 
modern pantomime [it] is a remarkably good one, and should fill the Theatre Royal for many weeks to come" (28 Dec. 
1886, 3). 
 Characters include Prince Austral (the Champion of Federation) and his fairy godmothers, the seven sisters of 
Australasia. 
 One of the hits of the production is said to have been "I'm a Marquis, You Know," sung by six-year old Daisy 
Faust.   
1886: Theatre Royal (Syd); 27 Dec. 1886 - 4 Feb. 1887  [41 pfms] 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; Lse. Samuel Lazar; S Art. George Gordon. 
 - Cast incl. Emma Chambers (Prince Austral), Amy Horton (Princess Beauty), Pattie Brown (Fairy Progressa),  
    Ella Fortesque (Queen Amora), R. Watson (Maligna, the Wicked Fairy), Samual Nelson (Apple Sauce), J. R.  
    Greville, George Leopold, Fred Dark, Miss Fredericks, Mde. Pasta Moore, Mary Weir, Ethel Gray, Carrie  
    Davy, Miss Sinclair, Miss Tennyson, Miss Barry, Little Edith, Miss Moore, Gertrude Powys, Miss Mortyne,  
    Miss Denville, Miss Tennyson, Miss Morgan, Miss Davey, Miss Brooke, Amy and Nellie Vaughan, Lena  
    Saunders, Mlle. Bulter, Mlle. Zeplin, Miss I. Moore, Misses Eugene and Louise  FaustMr Bartlett, Mr  
    Stanford, Herr Von der Mehden (leader of the Royal Zylephontiats), Charles and Harry Raynor, Fred, Robert  
    and E. Faust, Arthur Farley. 
 
 "Theatre Royal." SMH: 28 Dec. (1886), 3. 
 
 
ROBINSON CRUSOE:   [pantomime]  Lib. Alfred Maltby; Orig Mus. Alfred Cellier; Add Mus. [n/e]. 
 In reviewing the opening night production the Argus critic writes: 'Mr Alfred Maltby has made the old familiar 
story the groundwork of a smartly-written burlesque, containing as many puns, good, bad and indifferent, as could well 
be compressed within the same amount of space, and his stage experience has enabled him to devise scenes, situations, 
and incidents affording the freest scope for pictorial illustration, as well as for the introduction of glittering processions, 
variegated ballets, and a whole menagerie of wild and domesticated animals, to say nothing of the most realistic storm 
at sea that has yet been seen upon the Melbourne boards" (28 Dec. 1886, 6).  
The pantomime begins "with the time-honoured chorus of invisible demons" attempting to create mayhem 
within the world of mortals. In this instance they plan to strew the English coast with wrecks. The setting then changes 
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to Hull, where Mrs Crusoe keeps a school of some 40 to 50 children, and where Crusoe and Will Atkins are rivals for 
Polly. When Crusoe enters he declares his intention to go to sea and make his fortune, but not before marrying Polly. 
He is overheard by Atkins, however, and soon afterwards finds himself kidnapped by a band of pirates (on the orders of 
Atkins) and carried off to sea. The act ends with some fairy business in the Valley of the Sweet waters, followed by the 
storm and subsequent wrecking of Crusoe's ship on the island of Juan Fernandez. The following act sees Crusoe 
discovered by Friday and Tuesday Afternoon, while the Atkins brothers, Polly, Ms Crusoe and a donkey (to which the 
dame is very attached) also find themselves shipwrecked on the island. All the new arrivals are watched by the island's 
natives, led by King Cockatoo and his son and daughter. The son, prince Koko also falls in love with Polly and this 
leads to all sorts of trouble as Crusoe and Atkins find themselves competing against each other and the prince for the 
young lady. Further complications arise, too, when Tuesday Afternoon makes advances on Mrs Crusoe, "much to that 
lady's indignation" The act ends with a Procession of Princes. In the last act the ship-wrecked Europeans are brought 
before the King at his palace gate while a festival is underway. The scene is said to have been resplendent with 
kangaroos, alligators (?), emus, and a miscellaneous collection of wild beats, along with a scantily but splendidly attired 
corps de ballet. The King orders that all the strangers be cooked for the royal feast, and in the next scene the royal ovens 
are seen to be fiercely heated. The first to be placed in an oven is Will Atkins, but just as he begins to brown a demon 
appears and thrusts the King himself into an oven. "Happily, he is rescued, like the rest of the characters, buy the 
opportune arrival of Fairy Swansdown." The production then saw a comic medley played out between Julie Simmons, 
Harry Cogill, Augustus Glover, William Elton and Alice Johns, prior to the transformation scene and closing 
harlequinade. 
The transformation scene is described in the Argus as a scene "of remarkable beauty, as poetical in its inception 
as it is brilliant in its execution, opening with a view of the broad ocean, illuminated by the glow of the setting sun, and 
bearing on its tranquil breast a freight of tuneful children who seem to be on their way to 'The Fortunate Isles' where 
yellow birds sing… and changing to the depths of the mysterious main, with its 'sand-strewn caverns, cool and deep'" 
(ibid, 6).  
 [NB: Alfred Maltby reworked the pantomime with H. H. Vincent for a season at the Theatre Royal, Sydney, beginning 26 December 1887. 
See 1887 file] 
1886: Theatre Royal (Melb); 27 Dec. 1886 - 4 Feb. 1887  [34 pfms] 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; M Dir. Herr Winthius; M Arr. Alfred Cellier;  
    S Art. John Hennings and John Brunton; Chor. Signor Borzoni; Cost. Miss Nathan and Alfred Maltby  
    (designer); S Mngr. John Wallace. 
- Cast incl. Alice Johns (Robinson Crusoe), Augustus Glover (Will Atkins), Ada Lee (Polly Perkins), William  
   Elton (Mrs Crusoe), John Wallace (Tommy Atkins), Richard Stewart (King Cockatoo), Docy Stewart (his son,  
   Prince Koko), Sarah Ford (his daughter, Princess Chicoree), Harry Daniels (Lord Durtiwork), Arthur Lessant  
   (Demon King), Julie Simmons (Fairy Swansdown), Charles W. Cogill (Friday), Harry P. Cogill (Tuesday  
   Afternoon), Miss Franks, Mathews Brothers (monkeys); Harlequinade - Boleno Brown (Harlequin), Tilly  
   Lake [aka Mrs John Edouin] (Columbine), Charles Matthews (Pantaloon), Theodore Matthews (Clown),  
   George Lee (Policeman), Master Carl Matthew (Spider Policeman). 
 
 ACP2: (1997), v. pags.   
 "Robinson Crusoe at the Theatre Royal."  A: 28 Dec. (1886), 6. 
 "Theatre Royal: Robinson Crusoe."  ARG: 28 Dec. (1886), 6. 
 
 
A TRIP TO THE MOON; OR, HARLEQUIN THE WITTY-UN AND THE KATS, 
AND THE SLEEPLESS BEAUTIES:    [pantomime]   Lib Adapt/Mus. [n/e] 
 "Derived from the French and adapted expressly for the Federals," this "Black Pantomime" was described as 
"entirely different from any former production of the kind, and impossible to any similar organisation" (SMH: 25 Dec. 
1886, 2). A similarly titled burlesque, with Lionel Rignold in the role of King Cosmos, is known to have been staged at 
Her Majesty's Theatre, London, c 1883/4.  
The first act is set on "The House Tops," where burglars disturb a royal astronomer and "sleeping beauties 
making love by moonlight." A strange lunar phenomenon is discovered in the Witty-un and the Kats. Act Two "In the 
Moon," contains episodes such as Dr Lynseed cutting a man to pieces and a vanishing lady, and scenes such as "The 
Chinese Must Go," "The Nimrod Fishing Club," "The Devil among the Tailors," and "Out of the Moon into Infinite 
Space." 
1886: Academy of Music (Syd); 27 Dec. 1886 – ca. Jan. 1887   
 - Prod/Lse. F. E. Hiscocks; Mngr. W. T. Smythe. 
 - Troupe: Hiscocks' Federal Minstrels. 
 - Cast incl. Sam Keenan (Plato), Alf Moynham (Caesar), W. Horace Bent (Copernicus Podgers, the Witty-un),  
    J. S. Porter (Lothario), George Turner (Matron Dobbs), Harry Carroll (Venus), Lou Braham and T. Gall (the  
    Sleepless Beauties), Woodward Brothers (The Kats). 
 
 SMH: 25 Dec. (1886), 2.   Advert.    
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1887 
 
 
FEDERATION:   [opera]   Lib/Mus. Louis Bayer 
#  Kemp and Boyce, 1887 
1887: Camperdown Mechanics Hall (Vic); 21 June 
 
 ACP2: (1997), v. pags.     
 
 
HAZE-L-KORK:   [burlesque]  Txt Adapt/Mus. [n/e] 
 A burlesque on James Steele Mackaye's drama Hazel Kirk (1880), and written expressly for the Cogill Brothers 
minstrel troupe. 
1887: St George's Hall (Melb); 10-16 Sept. 
 - Prod/Lse. Charles W. and Harry P. Cogill; B Mngr. Fred W. Duvall. 
 - Troupe: Cogill Brothers Minstrel Company. 
 - Cast incl. Ada Walker, Fannie Langley, Fanny Sarony, Carrie Bilton, Charles W. Cogill, Harry P. Cogill,  
    Harry Sullivan, Alf Holland, Frank Stevens, George A. Jones.  
 
 ACP2: (1997), v. pags.    
 
 
H.M.S. MUD BARGE, "NORTH SHORE":  [burlesque]   Txt Adapt/Mus. [n/e] 
 A burlesque on the Gilbert and Sullivan operetta H.M.S. Pinafore. 
1887: Royal Standard Theatre (Syd); 17-25 Oct. 
- Dir. W. B. Warner; Prod/Lse. Frank Smith; Mngr. J. Grant. 
- Troupe: Walsh and King's Standard Minstrel and Burlesque Company. 
- Cast incl. Hetty Sherwood, Miss Scasi, W. B. Warner, Percy Shannon, Tom Holland, Harry Clay, Shaw  
   Cross, Charles Holly, Alf Meyers, Hosea Eastern, Frank Phillips. 
 
 ACP2: (1997), v. pags.   
 
 
MOTHER GOOSE AND THE ENCHANTED BEAUTY:   [pantomime]  Lib Adapt. Henry  
 Cargill; Mus. Frank Fowler, Duncan Macallum and Mr Lindsell. 
Adapted and localised by Cargill from E. L. Blanchard's pantomime of the same name (1880), it opens in space 
with a distant view of earth, where Fairies debate the subject of pantomime. The production was notable for both its 
extensive electrical effects and the constant local references. 
1887: Gaiety Theatre (Bris); 26 Dec. 1887 - 25 Jan., 4 Feb. 1888  [26 pfms] 
 - Dir/Mngr. D'Arcy Stanfield; Lse. Stewart and Co; M Dir. Frank Fowler; S Art. John Campbell and Edward  
    Vaughan. 
 - Troupe: Stanfield and McCallum's Burlesque Company. 
  - Cast incl. Fanny Sarony, Netta Atkinson, Marie Arrowsmith, Amy Olive, Blanche Eweng, Amy Brookes,  
    Adria Hamilton, Annetta Wilhelm, Martha Gwynne, Clara Foster, Alicia Dearlove, Laura Healy, Stella  
    Austin, Cissy Smith, Eva Clements, Amy Horton, Madie [or Maudie] Bennett, Julia Simmons, Ada Lowther,  
    Charles Forbes, George Dean, D'Arcy Stanfield, Harry Sullivan, Mr Maker (acrobat), Mr McDermott  
    (acrobat), Master George Lowther, Nelly Dawson, Will Simpson, F. W. Hanley, W. Lowther. 
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ROBINSON CRUSOE; OR, HARLEQUIN FRIDAY AND THE KING OF THE 
CANNIBAL ISLANDS:  [pantomime]  Lib Adapt. Alfred Maltby and H. H. Vincent; Mus. W. H. Harrison  
 and Alfred Cellier 
 A second (and similar) version of the Robinson Crusoe pantomime originally conceived by Maltby (see 1886 
entry), this version was adapted and localised with the assistance of H. H. Vincent.  The Sydney Morning Herald critic 
writes: "There is some wit in their verses, which are in rhyme throughout, and the local hits especially those referring to 
incidents in the life of our members of parliament, were successful in provoking laughter and winning applause" (27 
Dec. 1887, 5). 
 The pantomime begins in the Storm King's workshop where he and his demon cohorts chant their weird songs 
and plot evil schemes. In the scene that follows, Mrs Crusoe's Schoolroom, some 60 children took part, with much of 
the humour shared between W. B. Warner (Mrs Crusoe) and Fred Garnett (Tommy), who was nearly always 
accompanied by his donkey (Harry Cottier), and who also performed amusing antics on roller skates. The third scene, 
set at the port of Hull, saw the plot begin to take shape as Crusoe is press ganged by Will Atkins, who has it in for him 
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as they are both rivals for the affections of Polly. The scene also involved a procession of trades, with the marchers 
carrying banners which read, "The Domain Anti-Labour League," "Eight Hours a Day" and "Eight Bob a Day" etc. This 
procession was followed by another comprising ladies dressed as footballers, cricketers and cyclists, and concluded 
with a patriotic song. The act concludes with both Crusoe and Polly being taken aboard Atkins' ship Act Two begins 
sometime later on the island of Juan Fernandez, where Crusoe, his mother and Polly have been stranded following the 
storm which wrecked the ship. They have built themselves a hut, which as the curtain rose was surrounded by monkeys 
and other animals such as a cat, a dog and a goat. Also present are Friday and Tuesday Afternoon, who presented a 
"capital song and dance."  The action then moves to the palace of King Koko, chief of the cannibals, where the trio of 
castaways and their companions have been brought. They are greeted by Lord Durtiwork, who sings "They're all very 
Fine and Large." Several ballets followed and the plot climaxed with the castaways escaping their fate as a royal 
banquet. A grand transformation scene, titled "Gardens of the Ocean," was followed by the traditional dumb show - 
presented by the Cottier family. The harlequinade scenes involved Centennial Parade, Turkish baths, a pawnbroker's 
and Father Christmas.  
In reviewing the musical programme the Herald critic reports: "Of the songs which brighten the work, the best 
are the topical, and of these the most enjoyed was entitled 'In the Days of Old Lang Syne'" (ibid, 5). The song was sung 
by J. R. Greville as Will Atkins and Harry Benham as King Cockatoo. Other songs included: "Who Killed Cock 
Robin:" (sung by W. B. Warner and Fred Garnett), a topical song characteristic of the Salvation Army, "To Be There" 
(J. R. Greville and male chorus), "In a Dark and Dreary Sky" (Harry Cremar and Sam Poole), "The Agricultural Irish 
Girl" (Aggie Kelton and Lena Salinger) and the patriotic song, "Australia," performed during the procession of trades. 
1887: Theatre Royal (Syd); 26 Dec. 1887 - 3 Feb. 1888  [33 pfms] 
- Prod. J. C. Williamson, Arthur Garner and George Musgrove; Lse. Samuel Lazar; Mngr. H. H. Vincent;  
   M Dir. W. H. Harrison; M Arr. Alfred Cellier and W. H. Harrison; S Art. John Hennings and John Brunton;  
   Chor. Rosalie and Heloise Duvalli; Cost. Alfred Maltby (designer), Mde. Nathan and Mde. Beamer; S Mngr.  
   J. A. Patterson. 
- Cast incl. Aggie Kelton (Robinson Crusoe, everybody's hero), Fred Garnet (Tommy, his foster brother, a  
   silent member), W. B. Warner (Mrs Crusoe, his mother, an agricultural Irish girl and addicted to Home Rule),  
   J. R. Greville (Will Atkins, the enemy of Crusoe, although not mentioned in Defoe), Lena Salinger (Poilly,  
   the lass that loves, alas! a sailor), Harry Benham (King Cockatoo, the original King of the Cannibal Islands),  
   Sophie Harris (Prince Koko, his son - "grateful and comforting, a regular nut), Gertrude Powys (Princess  
   Chickorce, unadulterated, war-ranted genuine), Fred Dark (Lord Durtiwork, everything in general, nothing  
   in particular), Harry Cremar (Man Friday, a good Fellow, Crusoe's man and Longfellow's hero), Sam Poole  
   (Tuesday Afternoon, Friday's author, "budgeree pfeller"), Jessie Grey (Oceana, edition de luxe, very fine),  
   Miss Coutts Duvalli (Ariel, very light, the champion skipper), Thomas H. Rainford (Storm King, general  
   purveyor of nuisances, a base-un, not loud but deep), Harry Cottier (The Lovely Moke, very original), Walter  
   Cottier (The Faithful Poodle), Ernest Cottier (The A-mew-sing Cat), C. J. Castles (Pongo, the origin of - see  
   Darwin), Master J. Williams (Pretty Cocky. not a silent member), Fred England (Lone Jack), F. Gresham  
   (Big Ben), W. Johnson (Old Tom), Louie Woods, Stella Bohn, Josie Green, Eva, Maud and Miss L. Torrance,  
   Miss S. Brereton, Prof. F. S. Rollinson; Harlequinade - Harry Cottier (Clown), Ernest Cottier (Harlequin),  
   Miss Baby Merrick (Columbine), Walter Cottier (Pantaloon), Mr Hayes (Policeman), the Castle Family and  
   Master J. Williams (Sprites).    
- Other characters incl. Peasants, Press Gang, School Children, Dolls, Sailors, Officers, Demons, Indians,  
   Guards, Black-Guards, Trumpeters, Banner-bearers, Pages, Cooks, Major-Domos, Princes, Armies, Flowers,  
    Birds, Lions, Tigers, Kangaroos, Crocodiles, Monkeys, Loafers etc. 
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 "Theatre Royal: Robinson Crusoe." SMH: 27 Dec. (1887), 5.                    [see also advert. - SMH: 26 Dec. 1887, 2] 
 
 
JACK THE GIANT KILLER AND LITTLE BO-SHEEP; OR, HARLEQUIN, 
KING ARTHUR AND THE ENCHANTED SHEEP:   [pantomime] Lib. Alfred Maltby; Mus.  
 Herr Küster 
The giants Blunderbore and Cormoran enlist King Antarctic to aid them against Jack, whose good fairy is 
Sunbeam. King Arthur, surrounded by his scoundrel knights, falls for Bo-Peep, but she is saved by the giants. In the end 
Jack, with the aid of seven league boots defeats them. Songs included parodies from Mikado and Princess Ida. 
1887: Theatre Royal (Melb); 26 Dec. 1887 - 10 Feb. 1888  [39 pfms] 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; M Arr. Herr Küster; S Art. George Gordon,  
    John Brunton, J. Peake and Mr Edwards; Chor. Rosalie and Heloise Duvalli; Cost. Alfred Maltby (designer)  
    and Miss Nathan; Com Sc. John Gourlay; S Mngr. Harry Bennett. 
- Cast incl. Emma Chambers, Marie Brooke, Francis Coventry, Daisy Chester, Violet Elliott, Mary Weir, Annie  
   Martin, Miss J. Gun, Miss E. Stephenson, Miss C. Benton, Miss K. Mallon, Miss L. Allen, Miss A. Brunton,  
   Miss L. Dunville, Miss M. Elliott, Miss F. Clive, Miss K. Scobie, Tilly Lake, G. W. Anson, Hans Phillips, Alf  
   Lawton, John Gourlay, Harry Taylor, P. G. Terac, George P. Carey, John Bryan, Albert Marsh, F. Beverly,  
   Boleno Brown, R. E. Watson, Samuel Nelson. 
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I DUE STUDENTI [aka THE TWO STUDENTS]:   [opera] Lib. Ugo Catani; Mus. Alfred  
Plumpton 
 A romantic opera in the Italian tradition, it is set in sixteenth-century Spain where two impoverished students 
stay in a supposedly haunted castle once owned by Jews. Each is in love with the same beautiful woman they met once, 
but who used a different name when first meeting them. During a storm Naomi, in disguise, searches the castle for her 
uncle's will in the hope that it will restore their fortunes. Each of the students recognises her as his love. She denies 
them and they take her for the devil in disguise. Furthermore, the peasants want to kill her, as they believe she is a 
witch. Sebastiano saves her, and she proposes. He cannot marry a Jew, however. Inigo finds a document showing that 
not only is she a Christian, but that he and Naomi are in fact cousins - a situation which allows Sebastino and Naomi to 
marry. 
 The opera, greeted with admiration for the mere fact that it was staged, was nonetheless given a distinctly 
modified response from the critics and public. Although meant to be comic, this did not come across, while the dramatic 
content was also weak. The music, written with taste (and with some songs providing an element of appeal) was 
viewed, however, as lacking variety.  
1887: Alexandra Theatre (Melb); 27 Dec. -  
 - Mngr/Lse. Martin Simonsen; M Dir/Cond. Roberto Hazon. 
 - Troupe: New Royal Italian Opera Company. 
 - Cast incl. Giovanna Cavalleri (Naomi), Giuseppe Santinelli (Sebastio), Attilio Buzzi (Inigo), G. Johnson, T.  
    Morgan, Miss Graupner. 
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H.M.S. Mud Barge, "North Shore"  (advertisement) 
Sydney Morning Herald 17 Jan. 1887, 2. 
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DON JUAN JUNIOR:  [burlesque]  Txt Adapt. Henry Cargill; Mus. [n/e] 
 A burlesque founded on either H. J. Byron's burlesque Don Juan (1873) or Robert Reece and E. Righton's 
extravaganza Don Juan Junior (1880). The Brisbane Courier reports that the production incorporated extensive 
localisation despite being set in Greece and Turkey. The Sydney Morning Herald reports that a "number of comic songs, 
not to be found in the [original] burlesque were introduced, and were thoroughly enjoyed by the audience; and that the 
music throughout was rendered with commendable accuracy" (2 Apr. 1888, 4). The Queensland Figaro identifies 
Cargill as the adaptor, while the Sydney Morning Herald indicates that 'the burlesque is especially adapted for this 
production by 'Whyte Tye'" (31 Mar. 1888, 2). 
 The scenic settings were: Act 1; Sc 1. A Grecian Isle; Sc 2. The Harem Gates; Sc 3. The Grecian Isle; Act 2; Sc 
1. The Harem; Sc 2. Exterior of the Harem; Sc 3. The Market Place. 
1888: Gaiety Theatre (Bris); 26 Jan. - 3 Feb. 
 - Lse. J. Stewart and Co; M Arr/Cond. Frank Fowler; S Art. E. Vaughan. 
 - Troupe:  Stanfield and McCallum Burlesque Company. 
 - Cast incl. Amy Horton (Don Juan Jnr), D'Arcy Stanfield (Pedrillo), Eva Clements (Haidee), Fanny Sarony  
    (Zoe), Annetta Wilhelm (Gulbeyes), Amy Olive (Katenka), Netta Atkinson (Dudu), Harry Sullivan (The  
    Sultan), George Dean (Desperado), H. Neville (Muley), Will Simpson (Lambro), Evelyn Dawson (Lola),  
    Cissy Smith (Heba), Stella Austin (Pirate Chief), Mr Maher (Black Guard), Mr McDermott (Black Guard). 
1888: Royal Standard Theatre (Syd); 31 Mar. -  
 - Dir/S Mngr. D'Arcy Stanfield; Prod/Lse. Frank Smith; Cond. Herman Florack; Cost. Madam Martin. 
 - Troupe:  Frank Smith's Burlesque Company.  
 - Cast incl. Amy Horton (Don Juan Jnr), D'Arcy Stanfield (Pedrillo), Eva Clements (Haidee), Sophie Harris  
    (Zoe), J. J. Welsh (Lambro), Fred Dark (Desperado), Annetta Wilhelm (Galbeyez), Rosie Johnstone  
    (Katinka), Nellie Raynham (Lola), Blanche Sorrell (Baba), Ida Francis (Dudu), W. Arrowsmith (The Sultan),  
    Harry Cremar (Muley), Mary Wilton (Pirate Chief), Amy Gordon (Lieutenant), Bert Royle (Black Guard), F.  
    Wilson (negro attendant), Millicent Mowbray, Florrie Corless, Polly Wilton, Miss Wood, Stella Melrose,  
    Beatrice Holmes, Lily Morrison, Florence Wood, Annie White, Edith Horne, Ethel Browne. 
 
 ACP2: (1997), v. pags. 
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BOOZED:    [burlesque]  Txt. E. A. Glover;  Mus. [n/e] 
 Boozed was one of two burlesques to be staged in Melbourne during the week of 25 February to 2 March that 
sent up the Williamson, Garner and Musgrove production Drink then playing at the Theatre Royal (the other burlesque 
being the Cogill Brothers Drunk).  Advertised as "the best sermon against the evils of drunkenness ever preached in 
pulpit, from platform or upon the stage," Drink was itself an adaption by the late Charles Reade from Zola's 
L'Assommoir, first staged at the Princess Theatre, London, in 1879 (A: 25 Feb. 1888, 14). The Theatre Royal season had 
begun on 18 February with Charles Warner in the lead role of Jean Coupeau, and supported by the Royal Dramatic 
Company.  It is not surprising that the play was such a popular vehicle for burlesque, when one considers the way it was 
described in advertising. "All the shades of alcoholic insanity are represented with quiet but awe-inspiring intensity, and 
throughout the sixth act the audience seem scarcely to breathe, so absorbed and terrified are they by that one trembling, 
ragged figure struggling with his fatal cravings and warring with the imaginary devils with which his unhinged reason 
peoples the air" (A: 25 Feb. 1888, 14). 
 Presented in four acts, Boozed loosely follows the narrative action of Drink. A synopsis, included in advertising 
shows, for example: Act 1. The Washhouse - The Desperate Fight; Act 2. The Café - Have A Water Melon; Act 3. The 
Desolate Home - Gee-A-Way And The Twins - Cop Out; Act 4. The Scaffold - The Fall - The Dummy Disabled - 
Retribution (A: 25 Feb. 1888, 14). 
1888: Victoria Hall (Melb); 25 Feb. - 2 Mar. 
 - Dir/S Mngr. George Gardiner; Prod/Lse. Frank M. Clark; M Dir. Herr Deidrichsen; Mngr. Harold Ashton. 
 - Troupe: Frank M. Clark's Silk Stockings Company. 
- Cast incl. Johnny Gilmore (Cop-out, a workman), Will Whitburn (Gee-a-way, his neglected wife), George  
   Gardiner (Richmond), Amy Rowe (Mde. Paintunpowder, the Washhouse keeper), Miss Macdonald, Miss  
   Burke, Miss Jennings (Washerwomen). 
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DRUNK:  [burlesque]  Txt/Mus. [n/e] 
 Drunk was one of two burlesques to be staged in Melbourne during the week of 25 February to 2 March that 
sent up the Williamson, Garner and Musgrove production Drink then playing at the Theatre Royal (the other burlesque 
being the Silk Stocking Company's Boozed).  Advertised as "the best sermon against the evils of drunkenness ever 
preached in pulpit, from platform or upon the stage," Drink was itself an adaption by the late Charles Reade from Zola's 
L'Assommoir, first staged at the Princess Theatre, London, in 1879 (A: 25 Feb. 1888, 14). The Theatre Royal season had 
begun on 18 February with Charles Warner in the lead role of Jean Coupeau, and supported by the Royal Dramatic 
Company.  It is not surprising that the play was such a popular vehicle for burlesque, when one considers the way it was 
described in advertising. "All the shades of alcoholic insanity are represented with quiet but awe-inspiring intensity, and 
throughout the sixth act the audience seem scarcely to breathe, so absorbed and terrified are they by that one trembling, 
ragged figure struggling with his fatal cravings and warring with the imaginary devils with which his unhinged reason 
peoples the air" (A: 25 Feb. 1888, 14). 
 Described in advertising as "our own original burlesque," and “a travesty on Drink in Three Shouts,” Drunk was 
presented in three acts - Act 1. The Washtub; Act 2. The Scaffold; 3. The Cemetery.  Some of the characters the 
narrative is written around include: a tram gripman; a billiard maker, a Salvationist, a tramp, a very tired actor and 
various tugs, mugs, and workmen. The Lorgnette indicates that the author of Drunk was also responsible for writing 
another Cogill Brothers burlesque, Old Babble 'Un (1888). One of the songs presented in the St George’s Hall (Melb) 
production was "The Washerwoman," sung by "the mob." 
The St George's Hall (Melb) production was revived in April 1888, when Charles Warner was again performing 
in Drink at the Theatre Royal.  
1888: St George's Hall (Melb); 25 Feb. - 2 Mar.; ca. Apr.  
 - Prod/Lse. Charles W. and Harry P. Cogill; M Dir. Walter R. Rhodes; S Mngr. George A. Jones; Mngr. Fred  
    W. Duval. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company. 
- Cast incl. Alf Holland (Gouge-Out), Ted Holland (Lent-Ear), Charles W. Cogill (Soup-Ear), Thomas Delowry  
   (Back-Hold Sali), Harriet Cogill (Zer-Vase), Emmie Craydon (Phoebey Onions), Jack R. Wadley (Pass-On),  
   Phillip Lewis (Make-Up Bottles), Tommy Leslie (Baby), Daisy Garnet (Nannie Goat), Georgie Jones  
   (Virginny).  
- NB: The cast members Harriet Cogill, Emmie Craydon and Georgie Jones are possibly Harry Cogill, James  
   Craydon and George A. Jones. 
1889: Gaiety Theatre (Bris); 30 May - 1 June 
- Prod/Lse. Charles W. and Harry P. Cogill. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company.  
- Cast incl. Alf Holland (Gouge-out), Charles W. Cogill (Soup-ear), Harriet Cogill (Zer-vase), W. G. Lester  
   (Pass-on), Daisy Lewis (Nannie Goat), Ed Phillips (Lent-ear), Tilly Lake (Ta Ta), Miss Mud (Phoebe  
   Onions), Miss Brown (U-lie-yet), Miss Rhodes (Crockeryvine), Georgie Jones (Virginny), Miss Robertson  
   (Glueise). 
- NB: The cast members Harriet Cogill and Georgie Jones are possibly Harry Cogill, and George A. Jones. 
1890: St George's Hall (Melb); 5-11 Apr. 
 - Prod/Lse. Charles W. and Harry P. Cogill. 
 - Troupe: Cogill Brothers New Christy Minstrels. 
  
 A:  25 Feb. (1888), 14.  Advert.      
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THE BERBER:     [play with music]  Txt. Mr Bolton; Mus. [n/e] 
 Described in Table Talk as a "drama of the Oriental order" (2 Mar. 1888, 14). 
1888: Academy of Music (Ballarat, Vic); 27-28 Feb. 
 - Mngr. Ernest Barack and Mr Woodville; S Art. Mr Bolton. 
 - Cast incl. Nelly Russell, Virginia Clayton, Miss Medway, Maud Leslie, Miss Thomson, Miss Holland, E. B.  
     Russell, Mr Beaufort, Mr Barack, Mr Boltan, Mr Patterson, Mr Melville, Mr Burns. 
 
 ACP2: (1997), v. pags.     
 TBT: 2 Mar. (1888), 14. 
 
 
FAUST:    [play with music]  Txt Adapt. Gilbert Parker; Mus. Frank Eugarde 
 A drama in blank verse with music, it was described as having "some characteristics" of the Charles Kean 
version. The narrative follows the Faust-Marguerite plot, and includes the Brocken scene.  
 The song for Mephistopheles, titled "A Devilish Good Fellow," was composed by Frank Eugarde. The musical 
aspects of the production, which included several choruses in the prologue and "The Soldier's Chorus (in the fourth act, 
also comprised a 'military band, powerful chorus, peal of bells, [and] grand organ.' One of the musical highlights, too, 
was Miss Bishop's rendition of "King of Thule"(SMH: 2 Apr. 1888, 2). 
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1888: Her Majesty's Theatre (Syd); 31 Mar. - 18 May  [42 pfms] 
 - Dir. George Rignold; M Arr. Frank Eugarde; S Art. John Little and George Campbell; Cost. Mrs George  
    Rignold and Mde. Robin; S Mngr. J. W. Hazlitt. 
- Cast incl. Kate Bishop, Anne Taylor, Emily Fitzroy, Athena Claudius, Maggie and Alice Langville, George  
   Rignold, Brian Darley, Stirling Whyte, Charles Hall, J. W. Hazlitt, J. W. Sweeney, Joe Tolano, Frank  
   Harcourt, E. C. Corlesse, A. L. Isaacson, Creyton Heath, A. Martindale, C. B. Westmacott, C. Drake, A.  
   Nixon Reynolds, Mr Coglan. 
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YELLOW NOVEL HEROES; OR, LIFE ON THE PLAINS:  [burlesque] Txt/Mus. [n/e] 
 Possibly written by W. H. Bent, this "burlesque Indian drama" was advertised as being "replete with thrilling 
incidents, hair-breadth escapes, peculiar scenic and mechanical effects, blood-thirsty contests with the Red Man in his 
native Land, and sharp-shooting (a la Colonel Austin)" (SMH: 31 Mar. 1888, 2). 
1888: Academy of Music (Syd); 31 Mar. - 6 Apr. 
 - Cast incl. J. S. Whitworth (Big-Foot Valla, the terror of the Red Man), Alf Moynham (Areadue Millicent  
    Maloney), W. Horace Bent (Salamander Sam), Sam Keenan (Alligator Jim), Lou Braham (Big Chief Wocky  
    Bocky), Beaumont Read (Bair Tail), T. Bergin (Bair Head), J. Jones (Sitting Bull). 
1897: Gaiety Theatre (Bris); 6 Nov. - 
 - Prod/Lse. Charles and Will Bovis. 
 - Troupe:  Bovis Brothers New Elite Burlesque and Specialty Company. 
 - Cast incl. W. H. Bent.  
 
 
OLD BABBLE 'UN:  [burlesque]  Txt/Mus. [n/e] 
 Another Cogill Brothers burlesque aimed squarely at a drama currently playing at the time, in this case Bland 
Holt's production of Paul Merritt's The New Babylon (1878) at the Theatre Royal, Melbourne. According to Lorgnette 
(21 Apr. 1888, n. pag.), the burlesque's anonymous was also responsible for the creation of a previous Cogill Brothers 
production Drunk (Feb. 1888).  
1888: St George's Hall (Melb); 14-20 Apr. 
 - Prod/Lse. Charles W. and Harry P. Cogill; M Dir. Walter R. Rhodes; S Mngr. George A. Jones; Mngr. Fred  
    W. Duval. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company. 
 - Cast incl. Alf Holland, Charles W. Cogill, Harry P. Cogill, Jack R. Wadley, Charles Lewis, Affie Bevan,  
    Perry Ryan, P. S. Montgomery. 
 
  A: 14 Apr. (1888), 12.  Advert.      
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ONE BEHIND; OR, GOAL KICKED BY YOUR NEIGHBOUR: [burlesque]   
Txt/Mus. [n/e] 
With Bland Holt's production of the Paul Merritt and A. Conquest drama, Mankind on at the Theatre Royal 
(Melb), the Coghill Brothers again took an opportunity to mock the opposition theatre's higher moral ground during 
their season of minstrelsy and burlesque at St George's Hall. The Age editorial review of the St George's Hall (Melb) 
production describes it as a "farcical perversion" (7 May 1888, 7). 
1888: St George's Hall (Melb); 5-12 May 
 - Prod/Lse. Charles W. and Harry P. Cogill; M Dir. Walter R. Rhodes; S Mngr. George A. Jones; Mngr. Fred  
    W. Duval. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company. 
- Cast incl. Alf Holland, Charles W. Cogill 
 
  Editorial. A: 7 May (1888), 7.   
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CAMARALZAMAN:   [burlesque]   Txt. H. R. Duff and D'Arcy Stanfield; Mus. [n/e] 
 Written expressly for Frank Smith's Burlesque Company, it was reported as identifying numerous "local 
questions," particularly the issue of anti-Chines sentiment. The production also burlesqued George Rignold's 
characterisation of Mephistopheles in the Gilbert Parker production Faust (Her Majesty's Theatre, Syd). 
1888: Royal Standard Theatre (Syd); 12-25 May   [12 pfms] 
 - Dir. D'Arcy Stanfield and Eva Clements; Lse. Frank Smith; M Dir. Herman Florack; S Art. Edward  
   Vaughan; S Mngr. D'Arcy Stanfield. 
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- Cast incl. Amy Horton, Eva Clements, Marie Brooks, Annie Read, Annetta Wilhelm, Kate Towers, Rosie  
   Johnston, Nellie Raynham, Florrie Carlos, D'Arcy Stanfield, Fred Dark, R. E. Watson, Douglas Hamilton, W.  
   Stevens, Bert Royal, C. Collette, Castle Family. 
1888: Gaiety Theatre (Bris); 8-24 Dec.     [14 pfms] 
 - Dir. D'Arcy Stanfield; Lse. Stewart and Co; Mngr. W. J. Watkins and W. B. Hepburn; M Dir. Frank Fowler;  
    S Art. Edward Vaughan. 
- Troupe: D'Arcy Stanfield's Burlesque Company. 
- Cast incl. Amy Horton, Kate Lovell, Alice St John, Eva Clements, Beatrice Lorne, Amy Gourlay, Frances  
   Trigge, Marie Leslie, Edwin Lester, Will Simpson, Leonard Lane, Wilfred Stevens, D'Arcy Stanfield, George  
   Forbes, Charles Calthorpe. 
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HIGH JINX:   [musical entertainment]  Txt. Lance Lenton; Mus. [n/e] 
 A two act musical farcical comedy, this Lance Lenton show was billed on one occasion as two variety halves 
("A Picnic Party" and "Rosie's Twenty-first") rather than as High Jinx, the narrative is not surprisingly set at two 
different locations. The story begins in Dingley Dell, where the picnic takes place, and moves later to a masquerade ball 
at Mr Highseigh's house. The Sydney Morning Herald records that the 'dialogue is lively, the jokes funny, and many of 
them new ones, and the songs well rendered" (21 May 1888, 9). 
 Songs incorporated into the story included: "Over the Hills" (sung by Rose Clifford), "Who'll Buy my Roses" 
(Ada Walker), "Lover's and Friends" (Lorrie St George) and "The Irish Girl" and "Come Back" by Martyn Hagan. 
1888: Academy of Music (Syd); 19-31 May    [11 pfms] 
 - Mngr. George Dean and Duncan McCallum; Lse. F. E. Hiscocks and Rose Clifford (sub-lessee); M Dir. Joe  
    Somers. 
 - Troupe: Rose Clifford's Bohemian Musical Comedy Company. 
 - Cast incl. Rose Clifford (Polly Prattleton), Ada Walker (Amanda Montmorenci), Lorrie St George [Mrs Alf.  
    M. Hazlewood] (Georgina Meredith, a prima donna), C. M. Berkely (Arthur Highseigh), Martyn Hagan  
    (Harry Jagginton), Harry Cremar (Doddles), Harry Power (Ding), Tilly Blake, Ettie Crowcher, Amy Olive,  
    Miss E. Sydney, George Dean, Alf. M. Hazlewood, Edward Lawler, Ralph Steele, E. Sainton, Johnny Cowan. 
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MUUTCHAKA; OR, THE LAST OF HIS TRIBE:   [musical entertainment] Txt. Louis Bayer;  
 Mus. [n/e] 
#  Kemp and Boyce, 1888 
1888: Camperdown Mechanics Hall (Vic); 23 May 
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BLACK-EYED SUSAN:    [burlesque]   Txt Adapt. H. R. Duff; Mus. incl. Herman Florack 
 A musical burlesque with a small amount of local references and a high musical content, comprising both 
original and the 'newest' songs of the day. 
The scenes were played as: Act 1 Sc 1. The Downs of Deal; Sc 2. Dame Hatley's Cottage; Sc 3. Exterior of the 
Admiral Tavern; Grand Nautical Dances; Act 2 Sc 1. The Cottage by the Sea; Sc 2. Deck of the H.M.S. Polly Phemus. 
1888: Royal Standard Theatre (Syd); 26 May - 8 June  [12 pfms] 
- Dir/S Mngr. D'Arcy Stanfield; Lse. Frank Smith; M Arr/Dir. Herman Florack; S Art. Edward Vaughan. 
- Troupe: Frank Smith's Burlesque Company. 
- Cast incl. Amy Horton (William), Rosa Towers (Susan), Eva Clements (Gnatbrain), Fred Dark (Dame Hatley),  
   Edwin Lester (Captain Crosstree), D'Arcy Stanfield (Lord High Admiral), Marie Brooks (Hatchett), Annetta  
   Wilhelm (Dolly Mayflower), Kate Towers (Raper), Annie Read (Admiral Yellow), Rosie Johnston (Admiral  
   Blue), Nellie Raynham (Admiral White), Florrie Carlos (Admiral Green), Lizzie Donnelly, R. E. Watson (Sean  
   O'Ploughshare), W. Stevens (Doggrass), Bert Royle (Admiral Black), C. Collette (Sailor Jack). 
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 "Standard Theatre, The." SMH: 28 May (1888), 4. 
 
 
SWEET SIMPLICITY:  [comic opera]   Lib/Mus. Fred A. Packer 
 The first performance of this work by Frederick Augustus Packer (a forebear of Australia's media empire 
family), was a private production at Government House 2 June 1888, with the first public presentation occurring on 22 
Feb. 1889. The second production contained a number of extra songs and duets etc. 
1888: Government House (Hobart); 2 June 
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1889: Theatre Royal (Hobart); 22 Feb. 
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MA-IN-LAW:   [musical entertainment]  Txt. Garnet Walch; Mus. [n/e] 
 Advertised in the Sydney Morning Herald as a "musical and farcical absurdity" (26 Dec. 1889, 2), and in the 
Argus as a "musical comedy," (ARG: 17 May 1890, 16). The Argus also reviewed the production as a "musical medley" 
written by Harry Rickards (28 Apr. 1890, 12), although an advertisement in the same paper indicates that Walch wrote 
the piece (20 May 1890, 12). The 1890 Brisbane season was described in advertising as "acknowledge to be the very 
cream and essence of Drollery, Wit and Humour, and a success beyond all others, the whole entertainment affording 
throughout healthy and hearty amusement to all classes" (BC: 8 Mar. 1890, 2).  The Brisbane Courier theatre critic 
notes that the "little comedy" gave almost every member of the company an opportunity to display his or her versatility, 
drawing special attention to Katie Rickards' singing of "The Old Brigade," Georgie Devoe's solo on the metalophone, 
and all of Mr Rickards' various songs (10 Mar. 1890, 4). 
1888: New Opera House (Syd); 16-22 June 
 - Mngr. F. E. Hiscocks (theatre), Harry Rickards and John C. Leete (company); Lse. F. E. Hiscocks; Cost. S.  
    May and Co (London) and W. Clarkson (London). 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada D'Alroy, Georgie  
    Devoe, Marion Constance, James Bell, Mons. Provo, Fred Terris, William Woodhead, Fred Davys. 
1888: St George's Hall (Melb); 18-31 Aug.    [12 pfms] 
 - Mngr. John C. Leete and Fred Duvall; Lse. Charles W. and Harry P. Cogill. 
- Troupe: Harry Rickards' New Comedy and Specialty Company. 
- Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada D'Alroy, Georgie  
   Devoe, Marion Constance, James Bell, Fred Davys 
1888: Gaiety Theatre (Bris); 27 Oct. - 2 Nov. 
 - Mngr. Harry Rickards and John C. Leete; Lse. Stewart and Co; S Mngr. George Larkin. 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Katie Leete [Mrs Harry Rickards], Katie St Lawrence, Ada D'Alroy, Georgie  
    Devoe, Marion Constance, James Bell, Fred Davys. 
1888: New Haymarket Music Hall (Syd); 26 Dec. 1888 - 4 Jan. 1889 
 - Mngr. Harry Rickards and John C. Leete; Cost. W. S. May (London) and W. Clarkson (London) 
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada D'Alroy, Georgie  
    Devoe,  James Bell, William Woodhead, Fred Davys. 
1889: Gaiety Theatre (Bris); 23-27 Feb. 
- Mngr. Harry Rickards, John C. Leete and James Smith (theatre); Lse. Stewart and Co.  
 - Troupe: Harry Rickards' New Comedy and Specialty Company. 
- Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Katie St Lawrence, Ada D'Alroy, Georgie  
   Devoe, Marion Constance, Eunice Fernandez, James Bell, William Woodhead, Fred Davys. 
1889: St George's Hall (Melb); 31 July - 2 Aug. 
- Mngr. William A. Jinkins; Lse. Charles W. and Harry P. Cogill, Harry Rickards (sub-lessee). 
- Troupe: Harry Rickards' New English and Irish Comedy Company. 
- Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada D'Alroy, Miss M. Constance, Ella Murphy,  
   James Bell, Fred Davys. 
1890: School of Arts (Syd); 1-7 Feb. 
 - Mngr. John C. Leete; S Art. Harry Grist and John Little; Lse. Charles W. and Harry P. Cogill. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
- Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada D'Alroy, Miss M. Constance, Ella Murphy,  
   James Bell, Fred Davys. 
1890: Gaiety Theatre (Bris); 8-11 Mar. 
 - Mngr. John C. Leete; Lse. Stewart and Co. 
- Troupe: Harry Rickards' New English and Irish Comedy Company. 
- Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada D'Alroy, Miss M. Constance, Ella Murphy,  
   James Bell, Pat Murphy, Walter Noye, Manuel Lopez, Mareano Martin, Fred Davys. 
1890: Gaiety Theatre (Melb); 26 Apr. - 2 May 
 - Mngr. John C. Leete. 
- Troupe: Harry Rickards' New English and Irish Comedy Company. 
1890: St George's Hall (Melb); 17-23 May 
 - Mngr. John C. Leete; S Art. Harry Grist and John Little. 
- Troupe: Cogill Brothers and Harry Rickards' Company. 
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OUR LETTER CARRIERS:   [musical entertainment]   Txt. Garnet Walch; Mus. [n/e] 
 Advertised as a "new finale" (ARG: 1 Sept. 1888, 20) accompanying the Spoons production, and reviewed as a 
"new musical comedy" (A: 3 Sept. 1888, 4). No further reviews or advertisements have yet been located. 
1888: St George's Hall (Melb); 1-7 Sept.  
 - Prod/Lse. Charles W. and Harry P. Cogill; B Mngr. Fred Duvall. 
 - Troupe: Cogill Brothers' Minstrel and Burlesque Company; and Harry Rickards' New Comedy and Specialty  
    Company. 
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 Editorial. A: 3 Sept. (1888), 4.      [rnib] 
 
 
THE SPOONISH STOODENTS AND SPOONISH PRANCERS:  [musical sketch]   
Txt. Will Whitburn, Mr Cameron and Mr Wilson; Mus. [n/e] 
 This musical sketch (with the advertised title varying between Spanish/Spoonish; Spoodents/Stoodents and 
Sprancers/Prancers) burlesques Simpson's troupe of Spanish Students and Spanish Dancers who were then performing 
at the Melbourne Opera House. The "spoons" in the title refers to the traditional wooden spoons worn by members of 
the company in their tricornes. 
 [NB: The Spanish student's subject is also known to have been the target of Australian-staged farces, the first of these known to have been 
staged in the country being under the auspices of  W. A. Ball's Gaiety Surprise Party in 1895 (Gaiety Th, Bris; 5 Oct.) The cast included Harry Clay 
and Wal Rockley. It is unclear if these two productions are related] 
1888: Victoria Hall (Melb); 6-12 Oct. 
 - Prod/Lse. Frank M. Clarke; Mngr. Harold Ashton; 
 - Troupe: Frank M. Clark's All-Star Combination. 
 - Cast incl. Will Whitburn, Mr Wilson, Mr Cameron, Mr Collins. 
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LITTLE MONTE CRISTO:   [burlesque]   Txt Adapt. H. R. Duff; Mus. [n/e] 
 Although the Brisbane Courier  (19 Nov. 1888, 2.) records that the production, written by a "well-known 
Sydney litterateur," had played in Sydney and Melbourne "in a slightly different form," no evidence has yet surfaced to 
support this claim. This operatic burlesque is presumed to have been adapted from the famous Alexandre Dumas novel. 
1888: Gaiety Theatre (Bris); 19 Nov. - 7 Dec.    [17 pfms] 
 - Dir. D'Arcy Stanfield; Lse. Stewart and Co; Mngr. W. J. Watkins and W. B. Hepburn; M Arr. Frank Fowler;  
    M Dir. Frank Fowler and J. F. Lindsell (Orch Ldr); S Art. Edward Vaughan; Chor/S Mngr. Will Simpson;  
    Cost. Mde. Wade. 
 - Troupe: D'Arcy Stanfield's Burlesque Company. 
 - Cast incl. Amy Horton, Kate Lovell, Alice St John, Eva Clements, Marion Norman, Beatrice Lorne, Amy  
    Gourlay, Edith Vance, Louise Mason, Minna Campion, Frances Trigge, Marie Leslie, Hetty Croucher,  
    Nanche Ewing, Cissy Vimont, Netta Atkinson, Flo Marsden, Madie Harris, Nellie Russell, Constance Stewart,  
    Edwin Lester, D'Arcy Stanfield, Will Simpson, Leonard Lane, Wilfred Stevens, John Forbes, Walter Seddon,  
    Charles Marshall, George Forbes, Henry Saintley, Victor Percy. 
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 BC: 19 Nov. (1888), 2.    Advert. 
 
 
HMS GO-UNDER; OR, CAPTAIN WRONG:   [burlesque]  Txt Adapt/Mus. [n/e] 
Advertised as a burlesque, the Brisbane Courier records that it travesties "recent proceedings in connection with 
the dismissal of the commander of the Gayundah" (15 Dec. 1889, 2). The work is an adaptation of the Gilbert and 
Sullivan operetta H.M.S. Pinafore. 
1888: Centennial Hall (Bris); 15-21 Dec.  
 - Dir. W. B. Warner; Lse. Mr Edwards and Mr Remnut; Mngr. C. R. Stanford. 
 - Troupe: Warner's Minstrel and Burlesque Company. 
 - Cast incl. Julia Desmond, Lillie Warren, Clara Garde, Miss L. St John, Maggie Ryan, Ada Cameron, Lelia  
    Lorsch, Rosa Watson, Amy Robson, W. B. Warner, H. Edwards, A. Fredericks, T. Clifton, W. Ayrton, J.  
    Conrad, H. Webber, J. Williams, A. Lawrence, L. Pattern, R. Richards. 
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LURLINE:    [pantomime]  Lib Adapt. Mr Hanby; Mus. [n/e] 
 A pantomime adapted by from the Lurline pantomime or burlesque. 
1888: Masonic Hall (Parramatta, Syd); 26 Dec. - 
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BOOTLES' BABY:  [play with music] Txt Adapt. Charles Bradley; Orig Mus. David Cope; Add Mus. [n/e] 
 This comedy, adapted by Charles Bradley from John Strange Winter's (Henrietta Stannard) novel of the same 
name, was first staged at the Bijou Theatre (Melb) by a company run by Harry St Maur. Another theatrical version of 
the novel is believed to have been staged at the Globe Theatre in London by Hugh Moss some twelve months 
previously.  
The story sees Grace Harcourt leave her baby at the army barracks after she has been jilted by its father, and her 
secret husband, the despicable Captain Gilchrist. The baby, named Mignon, is raised by Captain Ferrers (familiarly 
known as Bootles) with the help of the motherly Mrs Simmons, who has thirteen children of her own. In the second act, 
set some five years later, Ferrers falls in love with Grace, who is now the companion to Lady Deveraux. Gilchrist 
meanwhile has begun to court Lady Devereaux. Grace exposes her ex-husband, and shortly afterwards, in the third act 
(set in a room overlooking the Blanktown racecourse), Gilchrist is thrown from his horse while riding in a hurdle race. 
With Grace now free to marry Ferrers, the baby's identity is finally made known.  
 Critical responses to the 1889 Melbourne production were generally unfavourable, with the Age reviewer 
noting, for example, that "Mr C. Bradley, has performed his share of the work in an unsatisfactory manner, and a duller 
and more feeble production could hardly be imagined. The dialogue is without sparkle and many of the scenes [are] of a 
most inconsequential character" (6). The musical component of the play involved, along with incidental music, at least 
two songs, which were performed by the troupe's leader, Harry St Maur.  
References in the Melbourne Punch and the Bulletin indicate that Bootles' Baby had been staged on tour in 
Tasmania in late 1888, prior to being produced in Melbourne. 
1888: (Tasmania); ca. Dec. 
1889: Bijou Theatre (Melb); 30 Mar. - 5 Apr. 
 - Dir/S Mngr. Harry Daniels; M Dir. David Cope; Mngr/Lse. Robert B. Brough and Dion Boucicault Jnr;  
   S Art. Mr Spong and Mr Churchwood. 
- Cast: Harry St Maur (Capt. Ferrers), Lucy Harwood (Grace), F. Stanmaur (Capt. Gilchrist), Emma Temple  
   (Lady Devereaux), Bessie Major (Mrs Simmons), Percy St John, Emma Markham, Owen Harris, Roy  
   Grenfell, Fred Cambourne, Gerald Moore, Meta Pelham (Miss Primrose), Eileen Mayo, Little Leo (Mignon,  
   Bootles' Baby). 
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SINBAD THE SAILOR; OR TINBAD THE TAILOR AND THE WICKED OGRE 
AND THE GOOD FAIRY SUBMARINE:   [pantomime]  Lib. E. W. Royce and Thomas H. Taylor;  
 Mus. E. B. Manning, G. Hall and W. Robbins 
 The story begins with a submarine scene and moves to a market place where Sinbad and Tinbad set out on a 
voyage. Sinbad impresses Caliph who en-nobles him. An Ogre kidnaps the Princess and they go to the Old Man of the 
Sea (who resembles Henry Parkes). After some adventures amidst the Valley of Diamonds and the Slave Market, all 
ends happily. The pantomime’s adaptation has been attributed to Royce, with the localisations undertaken by Taylor, 
and the music composed by Manning and Hall. 
 The Brisbane Courier critic suggests that "to call the piece a pantomime is wrong, but it is not necessary to 
inquire too closely into terms when they are generally accepted. The production," the review goes on to note, "is an 
admixture of musical burlesque, of pantomime, of ballets, songs, stage groupings of most picturesque character, of 
fantastic athletic feats… and of great stage spectacles far beyond anything every seen in Queensland, all woven into an 
acceptable whole" (5).   
The same Brisbane critic also notes concerning the narrative that "one does not expect much from the libretto of 
a pantomime; they are, as a rule, dull enough affairs in themselves, [and ion this respect] that of Sinbad the Sailor is not 
altogether an exception to the rule. The fun obtained is generally by means of allusion to local personae or events, or by 
comic songs localised as far as circumstances admit. Sinbad will stand a little more of the local element, though the 
audience last night ‘caught on’ as the Americans express it, to most of the clever references to important public events 
in Melbourne and Sydney"(5). 
1888: Theatre Royal (Melb); 26 Dec. 1888 - 9 Mar. 1889  [67 pfms] 
 - Prod. J. C. Williamson, Arthur Garner, George Musgrove and H. H. Vincent; Dir/S Mngr. E. W. Royce;  
    M Arr. G. Hall; S Art. George Gordon, W. J. Wilson, John Brunton and James Peake; Chor. Marie Reddall,  
    Cost. Miss Nathan and Miss Bremer; Com Sc. John Gourlay. 
- Cast incl. Clara Thompson, Ida Osborne, Florence Harcourt, Sophie Harris, Marie Reddall, Marie Brooke,  
   Lily Moore, Mary Weir, Effey Bevan, Nelly Greenlees, Tilly Lake, Alice Brooks, Laura Healy, E. W. Royce,  
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   Harry Leston, W. F. Clitherow, Baby Nicolls, John Gourlay, H. Benham, Arthur Lissant, Samuel Nelson,  
   Charles and Gus Matthews, Robert Gourlay, Bert Royle, Charles W. Cogill, Robert Poultan, Walhalla  
   Brothers, Borani Brothers. 
1889: Theatre Royal (Syd); 20 Apr. - 24 May   [30 pfms] 
 - Prod. J. C. Williamson, Arthur Garner and George Musgrove; Dir/S Mngr. E. W. Royce; M Arr. G. Hall  
    and W. Robbins; S Art. George Gordon, John Brunton and W. J. Wilson; Chor. Marie Reddall;  
   Com Sc/Harlequinade Dir. John Gourlay. 
- Cast incl. John Gourlay (The Caliph), Edith Blande (Sinbad), Marie Reddall (Lobeide), Fanny Liddiard,  Cora  
   Milne (Sycophant), Affey Bevan (Submarina), Marie Brooke (Jackall), Sophie Harris (Hafiz), Mary Weir,  
   Alice Spencer, Laura Healy, Baby Nicholls, E. W. Royce (Tinbad the Tailor), Harry Leston (The Duenna),  
   Bert Royle (Demon Ogre), Charles Beaver (Doubledyedun), Fred Dark (The Sultan of Tomatososs), R. E.  
   Watson (Policeman), Charles Matthews (Lombardi/Pantaloon), Gus Matthews (Harlequin) Borani Brothers  
   (gymnasts), Walhalla Brothers (gymnasts), Mary Weir (Columbine), Alice Brooks (Harlequina).  
- Dancers: Mildred Trigge, Minnie and Lillian Everett, Agnes and Joey Cassilli, Ethel Clifford, Amy and Hetty  
   Sherwood, Violet Brown, Alice Brooke, Lily Forbes, Vera De Lissa, Lizzie Donnelly, Katie Ward, Alice  
   Mitchell, Lillie Stevens. 
1889: Her Majesty's Opera House (Bris); 5-22 June   [16 pfms] 
- Dir. E. W. Royce; Harlequinade Dir. John Gourlay; Cond. F. Cowan; S Art. George Gordon, John Brunton  
   and W. J. Wilson Chor. Mary Weir and Marie Reddall; Cost. Miss Nathan and Mrs Beaver; S Mngr. H.  
   Bennett. 
- Cast incl. John Gourlay (The Caliph/Clown), Edith Blande (Sinbad), Marie Reddall (Lobeide), Cora Milne  
   (Sycophant), Affey Bevan (Submarina), Marie Brooke (Jackall), Sophie Harris (Hafiz), Baby Nicholls, E. W.  
   Royce (Tinbad the Tailor), Harry Leston (The Duenna), Bert Royle (Demon Ogre), Charles Beaver  
   (Doubledyedun), Fred Dark (The Sultan of Tomatososs), Annette Ivanova (Princess Suchasweetchreetur), Gus  
   and Charles Matthews, The Walhalla Bros (gymnasts), Borani Brothers (gymnasts). 
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Spoons and Our Letter Carriers  (advertisement) 
Argus 1 Sept. 1888, 20. 
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1889 
 
 Alfred Dampier's melodramatic burlesque Marvellous Melbourne (co-written with J. H. Wrangham and 
Thomas Somers), with incidental music and overture composed by Percy H. Kehoe [aka Herbert Percy] premiered at 
Melbourne's Alexandra Theatre on 19 January.  A revised and adapted version of Marvellous Melbourne, written by 
Jack Hibberd and John Romeril, was produced by the Australian Performing Group in 1970. The University of 
Queensland Drama Department also staged the melodrama in 1994, with the text adapted from original sources by 
Delyse Anthony [aka Delyse Ryan] as part of her MA degree. The music for this was composed by Clay Djubal, with a 
soundtrack recording released by Have Guitar Will Travel. 
 The Leslie Brothers, Fred and Will, were a popular act on the Australian stage for many years, specialising in 
routines or sketches based on or around musical instrument performances. While some of these pieces are known to 
have incorporated a structured plot, most are believed to have been presented more along the lines of the vaudeville 
turn. The musical sketches known to have been staged by the pair during 1889, but which may not fall within the 
parameters of this survey include: Wagner Outdone (Gaiety Theatre, Syd, 20 Apr.). 
 
__________ 
 
 
HAPPY NEW SOUTH WALES:   [entertainment]  Txt Adapt/Mus. [n/e] 
 An "Entirely New Musical Extravaganza" which made reference to several prominent politicians, and included 
characters from William Schwenk Gilbert and Gilbert A'Beckett's burlesque The Happy Land.  The story is set in 
"fairyland over a cloud… somewhere near Sydney… [on] January 1, 1889" (SMH: 28 Jan. 1889, 2). 
1889: Alhambra Music Hall (Syd); 28 Jan. - 16 Feb.   [18 pfms] 
 - Prod. Frank Smith; S Mngr. Harry Barrington. 
 - Cast incl.  Male Fairies - Alf. M. Hazlewood (Lutin), Paddy Maher (Phyllon), Harry Cottier (Ethais); Female  
    Fairies - Marie Mackay (Selene) Amy Blackie (Zayda), Bertha Fanning (Darine), Florence Neville (Nevdie),  
    Lorrie St George (Loerine), Connie Jones (Leila), Miss F. Jackson (Cynisca), Ruby Jones (Pandora), Miss F.  
    Fanning (Alethea); Mortals - Alf James (Gladstone), Walter C. Cottier (Salsibury), Frank Walton (Bright). 
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MARBLE-'OUSE SMELL-BURN:  [burlesque]  Txt/Mus. [n/e] 
 A burlesque on Alfred Dampier's production Marvellous Melbourne, then playing at the Alexandra Theatre 
(Melb). The scenes in this burlesque included "The Plot Arranged," "In the Yarra," "The Nobbling of Flashlight," "Falls 
Bridge," The Chinese Den" and "He Must Not Win the Newmarket." 
1889: St George's Hall (Melb); 16 Feb. – ca. 1 Mar. 
 - Prod/Lse. Charles W. and Harry P. Cogill; B Mngr. Fred Duvall. 
 - Troupe: Cogill Brothers Minstrel and Burlesque Company. 
 - Cast incl. Charles W. Cogill, Harry P. Cogill, Millie Herberte, Pollie Robertson, Tilly Lake, Leslie Brothers 
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 LITTLE TROUBADOUR:  [burlesque] Lib/Mus. [n/e] 
 1889: Alhambra Music Hall (Syd); 16-24 Mar. 
 - Prod. Frank Smith; S Mngr. Harry Barrington. 
 - Cast incl. Charlie Fanning. 
 
 SMH: 16 Mar. (1889), 2.   Advert.    
  
 
H.M.S. PINAFORE (IN BLACK): [burlesque] Lib/Mus. [n/e] 
 Staged, according to advertisements in the Sydney Morning Herald, "by arrangement with Messrs. Williamson, 
Garner and Musgrove" (20 Apr. 1889, 2). 
 [NB: It is not clear how much of this burlesque was taken from two earlier productions written by W. Horace Bent. The first was staged 
under the title, H.M.S. Pin-A-4, at St George's Hall in 1880 by Kelly and Leon's Minstrels. The second burlesque staged as H.M.S. Pinafore In Black, 
by Bent and Bachelder's Anglo-Christy Minstrels at the Opera House (Syd) in 1882. While possibly founded on the 1882 production, this version 
nevertheless contains some different characters. It should be noted that the cast also includes long-time associates of Bent's, J. S. Porter and Beaumont 
Read] 
 1889: New Haymarket Music Hall (Syd); 13 Apr. 
 - Prod/Lse. Herman Florack. 
 - Troupe:  Florack's Federal Minstrels. 
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 - Cast incl. George Turner (Sir Joseph Stout), Lucy Fraser (Josephine), J. S. Porter (Captain Corkleg), Lucy  
    Cottier (Hebe), Harry Clay (Chafed Haystack), Kate Carey (Phobe), Arthur Farley (Dead Dick Eye), Miss P.  
    Neville (She-Be), Beaumont Read (Boatswain's Mate), Miss P. Foulsham (Sweetee), Charles Holley (Chief  
    Cook), Frank York (Butter-tub), Master Harcourt (Midshipmate). 
 
  
ONLY A KISS:  [musical comedy]  Lib/Mus. [n/e] 
 Described as an "operetta" in a Sydney Morning Herald review, Only a Kiss is more likely to have been a one 
act musical comedy, or even a musical farce. It was staged by the Faust Family as one of several second part 
entertainments, the other turns being a burlesque musical act by Ted Eugene Faust, several vocal numbers by Martyn 
Hagan, specialties by Lucy Fraser and a farce (described as a pantomime sketch) Les Terrible Infants (SMH: 25 May 
1889, 11). 
1889: Protestant Hall (Syd); 23 May - 
 - Mngr. M. E. Faust; B Mngr. James Morgan. 
 - Troupe: Faust Family Combination Concert Party and the Great London Bellringers. 
 - Cast incl. Faust Family. 
 - Musicians incl. Herr von der Medhen.  
 
 "Amusements."  SMH: 25 May (1889), 11.       [rnib] 
 
 
TWO LOVELY BLACK EYES; OR, THE SAILOR BOLD AND THE 
SMUGGLER SOLD:   [burlesque]  Txt Adapt/Mus. [n/e] 
 An extensively localised version of the Horace Lennard burlesque Too Lovely Black-Eyed Susan (1888). 
1889: Gaiety Theatre (Syd); 15 June - 12 July   [24 pfms] 
 - Mngr. Pemberton Willard; M Dir. J. A. Robinson. 
 - Troupe: Willard-Sheridan English Company. 
 - Cast incl. Gracie Whiteford, Vera Patey, Eva Leamington, Misses K. and M. Howard, Miss Beaufort, Miss  
    Ellis, Miss Casilis, Miss Grant, Nellie Arline, John F. Sheridan, H. M. Imano, Mr Fredericks, Wilfred Carr,  
    Mr Bovis, Mr Crawford, M. Mills, D. Dupp, C. D. Swell, Mr Slingsby. 
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LITTLE RED RIDING HOOD:  [operetta]  Lib. [n/e]; Mus Adapt.  Cecilia Summerhayes (from Franz  
 Abt) 
 Advertised as an operetta written specially for the occasion. It was claimed that the music was an adaptation by 
Madame Summerhayes of Franz Abt’s compositions. The performance of 2 July 1889 was given for those who had 
been unable to attend the first presentation (the date of this is as yet unknown). 
1889: New Masonic Hall (Syd); 2 July 
 - M Dir/Arr. Cecilia Summerhayes. 
 - Cast incl. Essie Maclean, Lulie Summerhayes, Nina Treskow, Effie Marsh, Fitz-Nigel Nicholls. 
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MOUSTIQUE: [aka QUEEN VENUS] [opera]   Lib. Marcus Clarke; Mus. Henri Kowalski 
 Marcus Clarke and French composer Henri Kowalski  collaborated on this three act opera during 1880. Initially 
titled Queen Venus, it was almost completed at the time of the librettist's death the following year. Kowalski continued 
to work on the score over the next year or so and upon his return to Europe set about staging it. Thus although the first 
complete production of the opera in Australia occurred in 1889 (under the title Moustique), it is known to have been 
produced in Brussels in 1883 under the Kowalski's music direction. 
 The narrative, as described in the Sydney Morning Herald of 2 July 1889, concerns a party of bachelor tourists 
who being 'tired of the matrimonial thrall, resolve to emigrate and seek seclusion in some out of the way spot." They set 
sail under the guidance of Captain Cook Jnr. and eventually land on what they believe to be an uninhabited island. One 
of the ship's crew, a young middy named Moustique, sets out to explore the island and discovers that it is peopled  
solely by women. "Consternation ensues among the [men] when they learn this intelligence; and their fears are further 
augmented upon hearing that any man found upon the island must suffer death before sunrise on the succeeding day. 
When the women, led by their ruler, Queen Venus and ministry discover the men they vow to wreck vengeance upon 
them. Moustique is to be spared, however, on account of his youth. In the end, however, 'love conquers the hearts of the 
manumitted maidens, and they succumb to Cupid's influence." Marriage is reverted to, misogyny banishes, and it is to 
be hoped all live happily ever afterwards" (2 July 1889, 3).  
 Although the narrative had been outlined in the Herald's preview, the paper's theater critic assessed the libretto 
following day as 'slight in the extreme," pointing to Clarke's failure to give the story's namesake enough narrative time. 
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'The only one left out in the cold," he or she writes, "is Moustique…. The piece as it stands is rather like Hamlet minus 
the Prince of Denmark" (3). The libretto was viewed by the same reviewer as lending difficulties to the setting of the 
score that the composer was largely unable to deal with. "That there is good work in the opera cannot be denied… [it] is 
invariable light and sparkling, partaking as it does of the Offenbach school, and it contains some pleasing and catching 
compositions… The orchestration is not so able as it might be, but the music ripples along gaily from start to finish" 
(10). Songs known to have been written for the opera are: "I am the Merry Little Moustique" and "Work, Work." 
 Some confusion over Moustique and its relationship to other works by Clarke has occurred during the past five 
decades. The first concerns a possible connection with The Lady of the Lake, believed to be one of his first attempts at 
writing for the stage. The second is a possible connection between Moustique and A Daughter of Eve; Or, A Lesson in 
Love (1880). 
 1. Ian McLaren in Marcus Clarke: An Annotated Bibliography (1982) proposes a relationship between 
Moustique and The Lady of the Lake, a parody of Sir Walter Scott written (and possibly staged) as early as 1864 (see 
page 122). Both stories, however, clearly follow different narrative paths and contain different characters suggesting 
little or no connection.°  McLaren also erroneously states that French composer (and one time Australian-resident) 
Henri Kowalski wrote the music for the burlesque. The chief problem here is that Kowalski did not arrive in this 
country until 1880.  
 2. The second issue, again relating to McLaren's bibliography is the tenuous link between Moustique and A 
Daughter of Eve, which was staged in Ballarat and Castlemaine in July 1880 under the alternate title A Lesson in Love. 
McLaren's suggestion that the work is "possibly the second act of Queen Venus" (123), likely the result of his 
misreading the relevant section in Brian Elliott's biography of Clarke (see page 231), has subsequently been  repeated in 
other publications, the "Annotated Calendar of Plays Premiered in Australia: 1870-1890," for example. An analysis of 
the plot as reviewed in the Sydney Morning Herald (2 July 1889, 3) and the published version (1985, edited by Dennis 
Davidson), indicates, however, that the settings, characters and themes are different in both works, and hence it is 
extremely unlikely that they are related.  
[NB: Moustique has been entered in this chronology under 1889 as no details of the earlier production having been located. See "Musical 
and Dramatic Notes" SMH: 19 September 1896, 4, for a reference to the Brussels 1883 premiere].  
1883: Alcazar Royal, Brussells; no details 
1889: New Opera House (Syd); 2-12 July      
 - Dir. Henry Bracy Lse. John Solomon; Mngr. John Solomon (theatre) and Philip Stuart (for Henri Kowalski);  
    M Dir. Henri Kowalski; S Art. George Campbell; Cost. David Jones and Mark Foy. 
- Cast incl. Lillian Tree, Clara Thompson, Flora Graupner, Isabel Stuart, Kate Freeman, Annie Brown, Francis  
   Trigge, Fanny Montague, Amy De Courcy, Henry Bracy, John Forde, Williams Stevens. 
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TONY AND TINA'S TROUBLES: [musical sketch]  Txt/Mus. [n/e] 
 Described as a "pretty protean specialty," this society sketch, possibly written by Alf Lawton with additional 
material by Clara Spencer, introduced "songs, dances and sayings" (SMH: 11 Oct. 1889, 2). 
1889: Darlinghurst Hall (Syd); 11 Oct. - 
 - Dir/S Mngr. Martyn Hagan; M Dir. Herr von der Mehden. 
 - Cast: Alf Lawton, Clara Spencer. 
 
 
LITTLE LORD FUNKEY-BOY: [burlesque]  Txt/Mus. [n/e] 
 Advertised in the Argus as a burlesque it satirises Frances H. Burnett's play Little Lord Fauntleroy which was 
then playing at the New Princess's Theatre (Melb). Local scenes incorporated into the story included "Yarra Flats" and 
"Castle De Emerald Hill." 
1889: St George's Hall (Melb); 9-15 Nov. 
 - Prod/Lse. Charles W. and Harry P. Cogill. 
 - Troupe: Cogill Brothers New Comedy Specialty Company. 
 - Cast incl. Charles W. Cogill, Slade Murray, Charles Fanning, Alf Holland, Lulu Ryan, Percy Ryan, E.  
   Toussard. 
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 ARG: Nov. (1889), n. pag.        [rnib] 
 
 
 
__________________________ 
 
° A text of The Lady of the Lake survives in the Marcus Clarke papers (Mitchell Library – MS C270). Eric Irvin in "Marcus Clarke and the 
Theatre"also questions Elliott's claim that the burlesque/farce was staged in 1864, arguing that no evidence has yet been found of a production (3). 
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THE BARBER'S DAUGHTER; OR, THE GREAT KAN-KAN DANCE:  [pantomime]   
 Lib Adapt. John W. Morton; Mus. [n/e] 
 Advertised as a comic pantomime extravaganza with topical songs and hits burlesquing Rossini’s opera The 
Barber of Seville. 
1889: New Opera House (Syd); 26-28 Dec.  
 - Prod/Lse. F. E. Hiscocks; Mngr. J. S. Smith. 
 - Troupe: Hiscocks' London Pavilion Company. 
 - Cast incl. W. Horace Bent, Tom Sadler, Mike Big, L. Mike, John Morton, John Fuller, J. S. Porter, John  
    Dornan, M. Charlton, George Turner, Harry Carroll. 
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ALADDIN; OR, HARLEQUIN THE WONDERFUL RING, THE MAGICAL 
LAMP, AND THE PRETTY YOUNG PRINCESS WHO LOVED A GREAT 
SCAMP, THE FUNNY OLD DAME AND THE LATEST EDITION OF THE 
MUSICAL MODEL AND MYSTICAL MAGICIAN:   [pantomime] Lib. E. W. Royce  
and Thomas H. Taylor; Mus. H. Dedrickson 
#  Marcus and Andrew, 1889. 
 Also known simply as Aladdin; Being a New Version of an Old Lamp it was "cribbed, adapted and locally 
treated by Mr E. W. Royce" from the traditional Aladdin pantomime (A: 13 Jan. 1891, 8), with additional material 
supplied by Taylor.  The 1890 Melbourne production was presented under the alternate title, without Taylor’s name, 
however.  
The story opens in Egypt, with the scene containing the Sphinx, mummies, Ptolomy and Cheops, sees Ptolomy 
foretell that the wonderful lamp will be found in Pekin.  Abanazer, who very much desires to possess the lamp wants 
Aladdin to help him in his quest, but this means he must first make amends with the boy’s mother, the Widow 
Twankey. When she finally agrees the pair head off to China. When they arrive there Aladdin becomes smitten with the 
Princess Badroubladour and proposes marriage, which she at first refuses but later, after Aladdin gives her a bouquet, 
agrees to.  The Vizier is not amused with this situation, however, and forces the boy to flee from the city, where he 
comes across a cave guarded by the huge Afreet and numerous reptiles. After being given a magic ring, he is instructed 
to rub it in order to bring forth its genii, who will direct him to the magic lamp. Inside are a mass of jewels, enough to 
allow him the opportunity to win him the Emperor’s consent to marry the Princess.  The lamp is protected by all manner 
of evil looking creatures, but Aladdin manages to seize the lamp and escapes. Act two sees the story unfold back at 
Widow Twankey's place. The widow has been concerned at her son’s long absence, but is filled with delight when he 
returns bringing with him all the riches she could imagine. Meanwhile, the Emperor's wealth has been depleted and 
after hearing about Aladdin's wealth comes calling in the hope that his daughter will provide a means of regaining his 
former splendour. The final act of the pantomime (not including the transformation scene and harlequinade, sees 
Aladdin return to China, where all manner of festivities, acrobatics, singing and dancing are performed. Just when 
things look like ending happily ever after, however, Abanazer contrives to steal the lamp and this gives him the power 
to elope with the princess. Aladdin chases him to Africa where he gets both his revenge and the princess. The 
pantomime culminates with the Emperor receiving a telegram from the Australian premiers announcing Federation. The 
transformation scene consisted of four oil paintings illustrating Nibelungenleid, and which show beautiful "undraped 
nymphs disporting themselves in the depths of the sea." Regarding these scenes, the Age critic proposed that "the most 
classical chastity of thought is here required from the audience to make the appearance of these ladies excusable… still 
it is beautiful, and only those who do not go to the theatres will perhaps object"(8). 
Critical appraisal of the Melbourne production, in particular, was highly favourable, with the Age reviewer 
writing, for example, that it is a pantomime "which affords legitimate scope for wonderful scenic display, and develops 
a very pretty story" (8). The Argus critic also found much to delight in, proposing that  it be "described as a succession 
of beautiful pictures, brilliant pageants, of bright processions and glittering fetes, accompanied by a rapid flow of 
dramatic incident, diverting dialogue and humorous acting interspersed with songs, serious and sentimental, and 
picturesque dances" (n. pag).  
1889: Theatre Royal (Syd); 26 Dec. 1889 - 7 Feb. 1890  [38 pfms] 
- Dir/S Mngr. E. W. Royce; M Dir/Arr. H. Dedrickson; S Art. John Brunton and James Peake; Chor. E. W.  
   Royce, Marie Reddall and W. S. West; Cost. Mde. Bima, John Brunton, Mr Brown and Mr Michau; Com Sc.  
   John Wallace.  
- Cast incl. Jenny Lee (Aladdin), Violet Varley (Princess Badroubladour), George Walton (Widow Twankey),  
   Miss A. Olive, Sophie Harris, Vera Patey, Mary Weir, Mildred Trigge, Laura Healy, Lizzie Donnelly, Slade  
   Murray, Harry Cremar, W. Ford, A. Gonzalez, Mr Adolph, Fred Dark, George Walton, John Wallace, R. E.  
   Watson, W. S. West, Bonhair Brothers (acrobats); Dancers: Royal Ballerinas. 
1890: Theatre Royal (Melb); 26 Dec. 1890 - 20 Feb. 1891  
- Dir/S Mngr. E. W. Royce; M Dir/Arr. H. Dedrickson; S Art. John Brunton and James Peake; Chor. E. W.  
   Royce, Marie Reddall; Harlequinade Dir. Mr Benham; Cost. Miss Nathan and Mde. Beamer; S Mngr. Mr  
   Patterson and H. Bennett.  
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- Cast incl. Jennie Lee (Aladdin), Violet Varley (Princess Badroubladour), E. W. Royce (Emperor of China), C.  
   Brown (The Vizier), Harry Shine (Abanazer), George Walton (Widow Twankey), Miss Lewis (Genius of the  
   Ring), Ada Lee (Genius of the Lamp), Florence Young (Pekoe), H. Benham (Kasarac), Mr Gribblin  
   (Ptolemy), E. Phillips (Oheops), The Walhallas (acrobats), Little Benham (Clown), Mary Weir (Columbine),  
   Laura Healy (Harlequina), H. Walhalla (Pantaloon), Mr Smythe (Harlequin), Mr Patterson (Policeman), Gus  
   Gregory (Old Woman). 
- A second edition of the pantomime was staged from 7 February 1891, with this version containing new songs,  
   new music and new dances. 
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THE LANDLUBBER; OR, A NAUTICAL NIGHTMARE:   [musical entertainment]   
Txt. Garnet Walch; Mus. [n/e] 
Described as a "musical medley" (ARG: 18 Aug. 1889, n. pag.), it was written with the aim of displaying the talents of 
Harry Rickards’ company. The show ended with Rickards' interpretation of "A Night's History of the London Bridge," 
which involved characters such as a gay reveller, a ruined clerk, criminals, and a suiciding ruined woman. 
1889: School of Arts (Syd); 26 Dec. 1889 - 10 Jan. 1890  [14 pfms] 
 - Prod/Lse. Harry Rickards; Mngr. William A. Jinkins. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Georgie Devoe, Marion Constance,  
    Ella Murphy, Pat Murphy, James Bell, Fred Davys, Walter Noye, Manuel Lopez, Mareano Martin. 
1890: Gaiety Theatre (Bris); 3-7 Mar. 
 - Prod/Lse. Harry Rickards; Lse. Stewart and Co. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ada Delroy, Georgie Devoe, Miss M. Constance,  
    Ella Murphy, Pat Murphy, James Bell, Fred Davys, Walter Noye, Manuel Lopez, Mareano Martin. 
1890: Gaiety Theatre (Melb); 19-25 Apr. 
 - Prod/Lse. Harry Rickards; Mngr. John C. Leete; S Art. Harry Grist and John Little. 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
 - Cast incl. Harry Rickards, Kate Leete [Mrs Harry Rickards], Ella Murphy, Pat Murphy. 
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Henri Kowalski (composer of Moustique) 
From Eric Irvin's Australian Melodrama  (1981), 38. 
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 The authorship of a number of short musical comedies staged by Harry Rickards during 1890 remains  unclear 
at this stage. It is believed, however, that several were written for him by local writers such as Garnet Walch and/or one 
of his leading comedians, Fred Davys.  These "new musical and farcical comedies," advertised as being staged for the 
"first time in" wherever they were being presented at the time included: Pink Notes, That Widow, and Cupboard Love.  
 Also staged in Brisbane during 1890 was an "original Australian drama" by Brisbane-based writer Phil Agnew. 
Set in the Kimberly diggings of Western Australia, The Kimberley Nugget was presented as part of a benefit night to 
the playwright at the Gaiety Theatre on 5 April.  Agnew himself impersonated five different characters in the 
production. Another character, Charcoal Tom, was portrayed by George Agnew. Although essentially a non-musical 
work, the drama did contain at least one song (written by Agnew) called "Coo-ee."  The Kimberley Nugget was 
supported by another Agnew piece, the comedietta Had. In reviewing the benefit the Brisbane Courier records that 
"neither the play nor the comedietta… nor yet the songs that were introduced, deserve commendatory notice" (7 Apr. 
1890, 5). 
__________ 
 
 
IN A FOG:  [musical comedy]   Txt. Fred Davys; Mus. [n/e] 
 Described as a "comedietta," the story line has Rickards as a cockney valet de chambre (Adolphus Lavender) 
who leaves the service of aristocracy for that of a country gentleman, Benjamin Bibbington. A "fog" is created in the 
mind of the latter when he mistakes Adolphus for Theophilus Swanhopper Esq, a suitor to his daughter (Madge). 
Another major character is Jemima Jane, a superior but obtrusive housemaid. 
 There is some suggestion that this work may have been written by Garnet Walch (see ACP2: 1997), as it is 
similar to other material supplied by him to Harry Rickards. An advertisement in the Age for the U.S. Minstrels 
Specialty Comedy and Variety Combination (12 Sept. 1891, 12) indicates, however, that it was Fred Davys (aka 
Professor Davys), an established Rickards comedian during the late 1880s, who wrote the piece.      
 [NB: There is no evidence to suggest any relationship between this piece and two similarly named works, Fun in a Fog, staged by Empson's 
Entertainers c 1885; and Fun in a Fog; Or, The Pirates of New Guinea, presented by Hiscocks' Federal Minstrels in 1886 [see 1886 entry for details]. 
1890: Gaiety Theatre (Bris); 21 Feb. - 1 Mar. 
 - Prod. Harry Rickards; Lse. Stewart and Co; Mngr. William A. Jinkins (for Rickards). 
 - Troupe: Harry Rickards' New English and Irish Comedy Company. 
 - Cast incl. Harry Rickards (Adolphus Lavender), Ella Murphy, Ada Delroy. 
1890: School of Arts (Syd), 13 Sept. - 
 - Dir. Dan Tracey; Prod. Harry Rickards. 
 - Troupe: Harry Rickards' New Musical Comedy Company. 
 - Cast incl. Harry Rickards (Adolphus Lavender). 
 - Presented along with Dan Tracey's McGowan the Millionaire [aka The Irish Millionaire] (see 1890 entry) and  
    other minstrel/vaudeville entertainment. 
1891 Victoria Hall (Melb); 12 Sept. - 
 - Prod. J. Billin. 
 - Troupe:  U.S. Minstrels, Specialty, Comedy and Variety Combination. 
 - Cast incl.  Will Whitburn (Adolphus), Fred Davys (Benjamin), Will Stevens (Theophilus), Amy Rowe  
    (Madge), Georgie Devoe (Jemima). 
1892: Garrick Theatre (Syd); 21 May - 
 - Troupe: Harry Rickards' New English Comedy Company. 
 - Cast incl. Harry Rickards (Adolphus), Albert Lucas (Theophilus), Robert Bolder (Benjamin), Annie Edney  
    (Madge), Katie Rickards [nee Leete] (Jemima). 
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UNCLE TOM'S CABIN:  [play with music]  Txt Adapt/Orig Lyr. John F. Sheridan and Bert Royle; Orig  
 Mus. J. A. Robertson; Add Mus/Lyr. [n/e] 
According to the Brisbane Courier theatre critic, this version of Harriet Beecher Stowe's enormously popular 
and frequently staged "moral and religious drama," was "widely different from the orthodox rendering. Indeed, the 
advertising, which calls attention to "the songs, the dances, the lovely melodies, the sparkling humour, the light and 
brightness, the happy tout ensemble of this entire production," suggests that it was more in line with minstrel 
entertainment than with the sentiments traditionally associated with story's dramatic retelling. In this respect the Courier 
notes that "in Mr Sheridan's version the sentimental defects of the original drama have to a great extent been rectified, 
and [that] the possibilities of the plot for scenic display have been more largely availed of." The review further notes: 
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Instead of aiming to make his audience weep Mr Sheridan has sought to amuse them, and though he may have taken liberties with 
the accepted idea of Uncle Tom's Cabin, the end has certainly justified the means. The drama has lost some of its painful original 
characteristics, and has taken on itself lighter, brighter and more healthy qualities. Advantage has been taken of the plantation 
scenes to introduce songs and dances which, while giving a realistic effect, open up quite a fund of amusement. The music was 
rendered by a choir which sang the negro melodies with expression. The dances, such as would be seen at a minstrel 
entertainment, harmonised well with the surroundings of the plantation (6). 
 
 Although details regarding the identity of those responsible for the adaptation of the text have not been firmly 
established, it is very likely that both Sheridan and Bert Royle were responsible to a large degree. Both are known to 
have collaborated on several productions around this time, and the company's advertised cast lists for Melbourne and 
Brisbane indicate that Royle was not utilised as an actor for every production, suggesting that his responsibilities most 
likely also combined stage management and writing duties (with the latter being evident in productions, such as the 
Brisbane season of Black-Eyed Susan (1890) which presents a good deal of additional local material within the 
narrative.  
The 1890 tour under the MacMahon brothers management was advertised as involving to two companies - one 
being specialty artists and the other dramatic actors, thus providing a "powerful combination."  
1890: Opera House (Melb); [no details] 
1890: Opera House (Bris); 5-15 Apr. 
 - Dir. John F. Sheridan; Prod. MacMahon Bros; M Dir/Cond. J. A. Robertson; Orch Ldr. Mr Lindsell. 
 - Cast incl.  John F. Sheridan (Jurisprudence Marks),  Alfred James (Simon Legree), Fanny Wiseman (Topsy),  
     Gracie Whiteford (Eva), Hosea Easton (Uncle Tom), Rosa Towers (Eliza Harris), Lena Salinger (Miss  
    Ophelia), Bert Royle, Clara Edmonds, F. J. Montague, Julius Erickson, Julius Erickson, Lillie Ellis, Kittie  
    Fraser, Wilfred Carr, C. Clitheroe, Alice Austin, Julie Williams, Katie Whiteford, Clara Robertson, Harry  
    Crawford, C. S. Fredericks P. Maher, Nellie Arlins, May Melville, William Bovis, David Marion, Charles  
    Swift, C. Maher. 
 
"Opera House, The."  BC: 8 Apr. (1890), 6.                   [see also adverts. - BC: 5, 12 Apr. 1890, 2] 
 
 
BLACK-EYED SUSAN; OR, THE LASS THAT LOVED YOUNG WILLIAM:  
[aka LITTLE BLACK-EYED SUSAN] [burlesque]  Txt Adapt. John F. Sheridan; Add Txt/Mus/Lyr.  
 Bert Royle; Orig Mus. J. A. Robertson; Add Mus. [n/e] 
 Advertised as a "refined musical extravaganza," this localised version of the F. C. Burnand burlesque on 
Douglas Jerrold's original drama had an extensive musical component, containing according to one source some forty 
musical numbers. The story was set in seven scenes, with these being: Act 1; Sc 1. Susan' Cottage; Sc 2. Rocky Pass; Sc 
3. The Jolly Mugs; Sc 4. Dame Halley's Cottage; Act 2; Sc 1. The Jolly Mugs; Sc 2. The Gaol;  Sc 3. Deck of H.M.S. 
Calliope.  The gaol scene was relocated to an appropriate local setting whenever the burlesque was staged in different 
cities. 
The additional material supplied by Bert Royle no doubt required of him some intensive research into local 
identities and recent events when the production was taken on tour. For example, its staging in Brisbane (1890) saw part 
of the story is set in the Brisbane Gaol, which suggests that the text would have contained satirical hits aimed at the 
local audience. The Brisbane Courier writes in regard to this aspect of the 1890 production, "Mr Sheridan, as Henry 
Irving Smith, a smuggler, and afterwards Captain Crossgrain, was irresistibly funny, and had been supplied with any 
number of local hits" (28 Apr. 1890, 4). When the company returned for a two night season a week later (having opened 
for two nights at Ipswich during the week), the paper's critic further noted that "the dialogue was interspersed with 
many local allusions to persons and occurrences [which] were appreciated, and created a great deal of amusement" (3 
May 1890, 5). 
  The musical programme inserted into the production was extensive, and included, according to the Brisbane 
Courier in 1890, "a magnificent song, 'Traveller's All' [sung] by Mr Montague, [of which] it is said…  had not been 
heard in Australia for over a quarter of a century" (4).  The Sydney season (1891) was commended, too, for the quality 
of the several ballets, the highlights being "The Snow Ballet," which was described as "a scenic and terpsichorian 
display [that ranked] as the most wonderful and picturesque ever presented to an Australian audience" and "The Grand 
Sailor Ballet." (SMH: 25 Apr. 1891, 2). John F. Sheridan also performed two new numbers, "You Can't Think of 
Everything" and "Is He Guilty?," a parody on "Bright Little Glass." Other songs known to have been introduced were 
(Brisbane season): "The Villagers Chorus," "Merry Little Bridesmaids" (female trio), "The Smugglers, Silence and Fun" 
(male trio), "The Coquette" (solo), "How He Carries On" (solo), "On Board the Lugger" (company), "Two Lovely 
Black-Eyes" and "Villains of the Deepest Dye" (quintet), "Heave Away" (solo/chorus), "It's English, You Know" (with 
dialect verses in English, Irish, Scotch, French, Yankee and Dutch sung by J. F. Sheridan), "Farewell My Own," and 
"Pretty See-U-Pass" (company), "Moonlight Killarney" (duo), "The Kranky Boys" (quartette), "Turn on Old Time" 
(trio), "Tooral-I-Oo-Ral-I" (company), "Beautiful Moon" (duet) and "The Blatherun" (solo/chorus).  
1890: Opera House (Bris), 26 Apr., 2-3 May    
 - Dir. John F. Sheridan; Prod/Mngr. MacMahon Bros; M Dir/Cond. J. A. Robertson; Lse. J. B. Hickie;  
   S Art. Mr Campbell.  
 - Cast incl. Gracie Whiteford (William), Alfred James (Doggrass), F. W. Montague (John Pewter), Wilfred Carr  
    (Jack the Terror), Charles Bovis (Nip-Up), Harry Crawford (Flip Flap), William Bovis (Tumble-Up), Alice  
    Austin (Gnatbrain), David Marion (Blue Peter), John F. Sheridan (Henry Irving Smith/Captain Crossgrain),  
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    Lena Salinger (Susan), Nellie Arline (Dolly Mayflower), Minnie Bell (Julia Simple), Mary Melville (Polly  
    Pickle), Tilly Williams (Kitty Combes), Kate Whiteford (Jenny Wren), Sissy Fraser (Pansy Blossom), May  
    Ellis (Carrie Jay), Fanny Wiseman (Dame Halley), Mr Carr (Admiral of the Fleet). 
1891: Garrick Theatre (Syd); 25-30 Apr.  [As Little Black-Eyed Susan] 
 - Dir. John F. Sheridan; Prod. F. E. Hiscocks and W. J. Wilson; M Dir/Cond. J. A. Robertson; S Art. W. J.  
    Wilson; Chor. Mildred Trigge. 
- Cast incl.  Gracie Whiteford (Little Black-Eyed Susan), Nina Osbourne (Dolly Mayflower), John F. Sheridan  
   (Cross-Brush), Bert Royle (Judge of Court), Mildred Trigge (Susie Primrose), Alfred James (Dame Haley),  
   Miss Royle (Polly Pansy), Miss Williams (Lottie Tulip), Miss White (Mary Marigold), Miss Fraser (Barbara  
   Boronia), Miss Livingstone (Truitie Fruitie), Miss White (Rosy Roslyn), Miss Williams (Jenny Juniper), Miss  
   Garner (Lily Lilac), Stella Tudor (William), Alice Austin (Gnat Brain), Henry M. Imano (Doggrass), William  
   Carr (Jack the Terror), Sam Stealem (Bill Bitten), Charles Bovis (Shearer), William Bovis (Shearer), John  
   Tudor (Grabem, the Bailiff), Julius Errickson (Pull-em, an officer) Walter Dalgieish (The Donkey). 
 
Editorial. BC:  28 Apr. (1890), 4.  [rnib]           [see also advert. - BC: 26 Dec. 1890, 2] 
Editorial. BC:  3 May (1890), 5.  [rnib] 
SMH:  25 Apr. (1891), 2.    Advert. 
 
 
THE INFANT:    [operetta]  Lib. Steele J. Robertson; Mus. G. G. Nicholls 
#  Centennial Magazine, 1890 
 A comic operetta with music arranged by G. G. Nichols. 
1890: Wilson Hall, University of Melb; 29 Apr. 
- Troupe: University Union. 
 
 ACP2:  (1997), v. pags. 
 ARG: 30 Apr. (1890), n. pag. 
 
 
BLACK-EYED SUSAN; OR, THE LITTLE BILL THAT WAS TAKEN DOWN:   
[burlesque]   Txt Adapt. Lance Lenton; Mus. [n/e] 
 Adapted by Lenton from the F. C. Burnand burlesque of Douglas Jerrold's original. 
1890: Gaiety Theatre (Melb); 28 Aug. - 5 Sept. 
 - Mngr. Harry Friedman; Lse/Prod. J. S. Smith. 
 - Cast incl. Nina Tulloch, Miss Fernleigh, Emma Markham, Percy St John, James Wilkinson, Alf Santley, W.  
    Perman, T. Duriah, J. Collins, Slade Murray, Polly Robertson. 
 
 ACP2:  (1997), v. pags. 
 
 
DIMPLE'S LOVERS:  [operetta]   Lib. Guy Boothby; Mus. Cecil James Sharp 
 An operetta in one act. 
1890: Government House (Adel); 2 Sept. 
 
 ACP2:  (1997), v. pags. 
 
 
THE IRISH MILLIONAIRE: [aka McGOWAN THE MILLIONAIRE] [musical  
comedy]  Txt. Dan Tracey et al; Mus. [n/e] 
 Australian-based minstrel performer and entrepreneur, Dan Tracey (American by birth) presented his original 
Irish comedy initially under the title McGowan the Millionaire for the first time in September 1890 during his 
engagement with Harry Rickards at the School of Arts (Syd).  The Sydney Morning Herald theatre critic notes that this 
'farcical comedy… had considerably more farce in its composition than comedy" (22 Dec. 1890, 6). Played out in two 
acts (A Street In Sydney and The Reception Room of Mrs Slattery's Ash Factor), Tracey, best known to then as a 
champion clog dancer and Irish impressionist, played the principal role of  Michael McGowan, a squatter from Dubbo. 
Other characters included Buffalo Bill (a larrikin looking for a fight) and his sister (Susey), along with a notorious 
cadger, a la-di-da masher, a landlady, her daughter (a lady of fashion), a newsboy, a policeman and a head waiter named 
Sambo.  
The musical content presented during the original production's second act, has no yet been established, but 
presumably included several songs and dances. The revival, staged during Tracey's  Vaudeville Comedy and Specialty 
Company season at the School of Arts later that same year included the following numbers: "Sweet Heather Bell" 
(Blanche Montagu), "I Hope I Don't Intrude" (song and dance by Ida Tauchert), "Sailor Jack" (Fred Spencer) and "Wait 
Till the Tide Comes In" (Florrie Spencer).  
Changes to the comedy for the December 1890 revival, which saw it programmed as the featured entertainment 
for Tracey's opening night at the School of Arts, included several character name changes - Mary Ann Slattery 
becoming Katie Slattery, Policeman 219X became Constable Bigfoot Wallace, the notorious cadger was given the name 
Bill Stykes, Jimmy Fresh became Jimmy Cheek and Charlie Sweet's name was changed to Fred Montrose. 
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1890: School of Arts (Syd); 13 Sept. - [as McGowan the Millionaire] 
 - Dir. Dan Tracey; Prod. Harry Rickards. 
 - Troupe: Harry Rickards' New Musical Comedy Company. 
 - Cast incl. Dan Tracey (Michael McGowan), Georgie Devoe (Mrs Slattery), Katie Rickards (Mary Ann  
   Slattery), Steve Adson (Buffalo Bill), Johnny Gilmore (Sambo, the head waiter), Fred Davys (A Notorious  
   Cadger), Daisy Blair (Susey), Thomas Leopold (Charlie Sweet), William Leopold (Policeman 219X), George  
    Leopold (Jimmy Fresh, a Newsboy). 
- Presented along with Fred Davys' musical comedy In a Fog and other minstrel/vaudeville entertainment. 
1890: School of Arts (Syd); 20 Dec. - 
 - Dir/Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Comedy and Specialty Company. 
 - Cast incl. Dan Tracey (Michael McGowan), Miss F. Schuler (Mrs Slattery), Blanche Montagu (Katie  
    Slattery), Steve Adson (Buffalo Bill), Will Wallace (Sambo), A. Gordon (A Notorious Cadger), Ida Tauchert  
    (Susey), Harry Duval (Fred Montrose), F. Spencer (Constable Bigfoot Wallace), Mr Winchester (Jimmy  
    Cheek). 
 
"School of Arts."   SMH: 22 Dec. (1890), 6.      [see also advert. - SMH: 26 Dec. 1890, 2] 
SMH: 13 Sept. (1890), 2.  Advert.     
 
 
KING OF THE FIJIS; OR, THE FI-JY-TY KING:   [burlesque]   Txt. Lance Lenton;  
 Mus. Henry Hawkins 
 Advertised as a burlesque presented "for the first time in Australia" (ARG: 22 Sept. 1890, n. pag.). 
1890: Gaiety Theatre (Melb); 22 Sept. - 3 Oct.           [11 pfms] 
 - Mngr. Harry Friedman; Prod/Lse. F. E. Hiscocks and J. S. Smith. 
 - Cast incl. Vera Campbell, Miss Allen, Miss Heath, Miss Holly, Miss Harris, Millie Herbert, Amy Olive, Miss  
    Hunt, Frank Beverley, Ted Holland, Mrs Keenan, E. E. Stevens, Irving Sayles, R. Johnson, J. Evans, Dave  
    Gardner. 
 
 ACP2:  (1997), v. pags. 
 ARG:  22 Sept. (1890), n. pag.   Advert.      
 
 
FAUST IN FOUR FLASHES; OR, THE DOCTOR GAY, THE GIRLS AT PLAY 
AND THE DEVIL TO PAY:  [burlesque]  Txt. Frederick B. Norton; Mus. [n/e] 
 A musical burlesque based on the popular Faust story, and written by Sydney-based theatrical agent Frederick 
Norton.  
1890: Alhambra Music Hall (Syd); 27 Oct. - 22 Nov.  [24 pfms] 
 - Prod. Frank Smith; M Arr. R. Lockead; S Mngr. Harry Barrington; S Art. Harry Whaite. 
 - Cast incl. Harry Leston (Mephisto), Lucy Fraser, Martyn Hagan, Ted Holland, Thomas Delohery, Johnny  
    Cowan, Amy Rowe, Robert Baxter, Mr Fielder, Daisy Blair, Edith Wilson Miss Robinson, Miss Jackson,  
    Miss Clifford, Miss L. Bowen, Alma Obrey, Ruby Jones, Beatrice Cox. 
 
 ACP2:  (1997), v. pags. 
 
 
ILL-TREATED ILL TROVATORE:  [burlesque]  Txt/Mus. [n/e] 
 A popular burlesque subject, with one of the earliest known local productions being staged in 1874 by Sydney's 
Balmain Amateur Dramatic Association (18 Feb.), information regarding those adapting the burlesque is invariably 
difficult to locate. Although the authorship of this 1890 localised adaptation of H.J. Byron's musical burlesque has not 
been established beyond doubt, it appears to share some degree of relationship with a burlesque staged in 1892 under 
the same title by Dan Tracey. The connection here lays with eminent Australian actor, Harry Leston, who was involved 
in both versions. Despite these similarities it is likely that a reasonable amount of new comic business and more 
contemporary songs would have been added to the latter production, and hence they are treated as separate entries. This 
is supported by a Sydney Morning Herald preview of the 1892 production which notes that "new scenery and some 
pretty music have been introduced into the burlesque" (23 Apr. 1892, 9).  
1890: Alhambra Music Hall (Syd); ca. Oct. 
 - Prod. Frank Smith; Dir/S Mngr. Harry Barrington. 
 - Cast incl. Harry Leston. 
 
 
THE HUMOURS OF THE STRIKE:  [burletta]   Txt/Mus. [n/e] 
 A burletta written around the time of the infamous Illawarra miner's strike of 1890. The Gaiety Theatre 
production contained, according to an advertisement in the Sydney Morning Herald, "local hits, local songs, local faces 
[in] forty minutes of fun" (2).  It began its initial season at the Gaiety as a third part entertainment, following the John 
B. Gough play Tempted and a turn by the American Midgets. 
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1890: Gaiety Theatre (Sydney); 8, 10-11, 14 Nov. 
 - Mngr. William Haswell and D'Orsey Ogden; Lse. D'Orsey Ogden and Lawrence Foley. 
 - Cast incl. Miss Walters, Maggie Oliver, Dot Melrose, Maribel Greenwood, D'Orsey Ogden, C. R. Stanford,  
    Will Stevens, N. Douglas, Mr Hartley, Mr Andrews. 
 
ACP2:  (1997), v. pags. 
SMH: 8 Nov. (1890), 2.   Advert. 
 
 
A TRIP TO VENUS:  [aka VENUS REVISITED]  [musical entertainment]   Txt/Mus. [n/e] 
 Advertised as an "entertainment specially written for this occasion" - the re-appearance in Melbourne of Frank 
M. Clarke. It has also been referred to as Venus Revisited (A: 22 Nov. 1890, n. pag.). 
1890: Gaiety Theatre (Melb); 22 Nov. - 24 Dec. 
 - Prod/Lse. F. M. Clark; S Art. Harry Grist; Cost. Mr and Mrs J. F. Dunning. 
 - Cast incl. Dora Busch, Madeline Franks, Beatrice James, Ida Maven, Frank M. Clark, James Wilkinson,  
    E. Lawler, Will Watkins, Johnny Matlock, J. Dornan, Franks and Marion. 
 
 
SYLVIA; OR THE MARQUIS AND THE MAID:   [comic opera] Lib. Guy Boothby; Mus. Cecil  
 James Sharp 
 A comic opera the plot of which concerns love and village life in pastoral mode. 
1890: Theatre Royal (Adel); 4-6 Dec. 
 - M Dir. Cecil J. Sharp; S Mngr. Mr Haggard. 
 - Cast incl. Mrs T. H. Jones, Annie Nelson, Miss O’Sullivan, Miss A. Kugelmarn, Miss Daniel, Arthur Billin,  
    Leonard Parker, Robert Lawrence, R. Nitschke, W. G. M. Sear, H. R. Holder, Lewis Wickstead. 
 
 ACP2:  (1997), v. pags. 
 SAR: 2 Dec. (1890), n. pag.    [rnib] 
 PAUS: Dec. (1890), n. pag.    [rnib] 
 
 
ALADDIN; OR, THE WONDERFUL SCAMP:  [burlesque]  Txt/Mus. [n/e] 
 Described as a "Grand Xmas Burlesque" Aladdin; Or, The Wonderful Scamp, was presented by Alhambra 
Music Hall proprietor, Frank Smith, as part of a season on burlesque which began a few months earlier. Aladdin was 
with little doubt a popular success for Smith, running for a month, despite the competition from big budget pantomimes 
such as George Rignold's Dick Whittington and George Musgrove's Cinderella. Although the authorship is unclear, 
advertising for the second edition of the burlesque indicates that new music and new comic business, along with new 
scenery and costumes, were incorporated into the narrative. Such changes would no doubt have been undertaken by 
various cast members in collaboration with stage manager/director, Harry Barrington. 
1890: Alhambra Music Hall (Syd); 20 Dec. 1890 - 20 Jan. 1891 
 - Prod. Frank Smith; Dir/S Mngr. Harry Barrington. 
 - Cast incl. Blair Sisters.  
 
 
DICK WHITTINGTON AND HIS CAT:  [pantomime] Lib. Frank Ayrton and J. Harding Tucker;  
 Mus. Frank Eugarde; Add Mus. [n/e] 
 Written and arranged expressly for George Rignold by Frank Ayrton, and localised by J. Harding Tucker, and 
with original music by Frank Eugarde, this version of the popular story is believed to be unrelated to George Rignold's 
1891 (Melb) and 1892 (Syd) Dick Whittington productions [see 1891 entry for details]. Despite the comparatively close 
proximity of the two pantomimes and the authorship of the latter pantomime remaining unknown, the use of different 
composers and the presentation of different topicalities, localisations and local scenes suggest that alternate versions 
were produced.  
 According to the Age reviewer, the story line for this 1891 production "wisely kept to the story which every 
child knows… without any complication elements" (5). The story emerges from the enmity existing between King Rat 
and Fairy Silvertone over the fortunes of young Dick Whittington. After having declared war on the Fairy Queen, she 
vows to protect Dick with the aid of Truth and Industry.   
 Some of the scene highlights include: Cheapside, a ballet of Australian flowers, a raft scene, a battle between 
Cat and Rats at the palace of the Emperor of Morocco, and a scene at the Guildhall with a procession of various trades. 
The Age review makes favourable comment on the "many songs full of local and topical hits" (5), and records that 
Maggie Moore, who appears in almost every scene, also has "at least one song in each."  
1890: Her Majesty's Theatre (Syd); 24 Dec. 1890 - 14 Feb. 1891 
 - Dir/Prod/Lse. George Rignold;  Harlequinade Dir. Frank Ayrton; S Mngr. J. W. Hazlitt; M Arr. Frank  
    Eugarde; S Art. Alfred Clint, Mr Owen, Mr Vaughan and Mr Lake; Chor. Madge Seymour and Frank  
    Ayrton; Prpts. Rock Phillips. Cost. Arthur Fredericks, with Mrs Buckley; Lig. J. Thompson and Mr Heaton  
    (electric and limelight), Mr E. Huntley (engineer). 
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 - Cast incl. Maggie Moore (Dick Whittington), Tom Edwards (Thomas the Cat), Stirling Whyte (Alderman  
    Fitzwarren), Frank Ayrton (Sarah, Fitzwarren's cook/Clown), Madge Seymour (Alice Fitzwarren), Henry  
    Hoyte (Idle Jack), Joe Tolano (Bottompad/Pantaloon), Mabel Tracey (Ralph  Mainbrace), W. Fanning  
    (Edward), J. W. Sweeney (Captain O'Kidd), May Ellis (Tom Bowline), Hetty Litton (Ben Trunnion), Frank  
    Harcourt (The Emperor of Morroco), A. J. Ivimey (Rum Tum), G. C. Wilson (Fizzleum), Arthur Rigby (King  
    Rat), Will Leopold (Vice/Fat Thomas) George Leopold (Idleness/Policeman), Miss C. Fitzmaurice (Princess  
    Zorilda), Olivia Kempf (Princess Zaidee), Fannie Reynolds (Princess Badoura), Bessie Rignold (Fairy  
    Silvertone), Julia Phillips (Truth), Frances Hastings (Industry), H. Middleton  (Coppem/Swell), L. Sydney  
    (Kiddem/Harlequin), Miss Osbourne (Columbine).  
 
 ACP2:  (1997), v. pags. 
 "Dick Whittington at Her Majesty's."  SMH: 25 Dec. (1890), 5.                   [see also advert. - SMH: 24 Dec. 1890, 2]    
 
 
CINDERELLA, THE PRINCE, THE FAIRY GOLD AND SILVER, AND THE 
LITTLE GLASS SLIPPER:  [pantomime]  Lib [n/e]; Add Lib. Frank Emery; Mus. [n/e]; Add Mus. H.  
 T. Harrison 
Although the authorship of this pantomime is unclear, Frank Emery no doubt had a hand in the adaptation and 
localisation of the material. Apart from directing the production he was also responsible for inventing and arranging the 
"novel and original harlequinade" (SMH: 24 Dec. 1890, 2). In this respect, too, H. T. Harrison is believed to have 
contributed sections of the score, with most of the songs and dances coming from popular music hall and traditional 
sources. 
Highlights of the production included the Grand Transformation Scene entitled "Cupid and Psyche" (played out 
as 1. The Birth of Cupid; 2. Psyche Carried Away by Zephyrna; 3. And Wedded to Cupid; 4. Her Journey through 
Hades; and 4. The Reunion of the Lovers Cupid and Psyche), and the Grand Processional Ballet. Entitled "Ye Spirits of 
Ancient Pantomime," this portion of the pantomime had been imported in its entirety from London, where it had 
apparently been "the sensation of last year." The final harlequinade was played out against a grand view of Sydney 
Harbour (painted by George Gordon).  
1890: Theatre Royal (Syd); 26 Dec. 1890 - 30 Jan. 1891 
- Dir. Frank Emery; Prod. George Musgrove; Cond. H. T. Harrison; S Art. George Gordon, John Brunton and  
   John Hennings; Chor. Rosalie Duvalli.  
- Cast incl. Aggie Kelton (Cinderella), Vera Patey (Prince Prettypet), Lena Salinger (Dandini, the Prince's  
   Lieutneant) J. R. Greville (Ugly Sister), A. G. Poulton (Ugly Sister), John Forde (The Baron) Harry Benham  
   (Demon King), J. Wilkinson (Buttoni), Frank Emery, Alice St John, Miss S. Harris, W. Stevenson, H.  
   Salinger, Harry Creamer, Miss G. Dallas, Miss J. Lewis, Miss A. Powys, the Famous Trevoa Family. 
 
"Cinderella at the Theatre Royal."  SMH: 27 Dec. (1890), 5.                        [see also advert. - SMH: 24 Dec. 1890, 2]  
 
 
CINDERELLA; OR, HARLEQUIN THE LOVER, THE LACKEY AND THE 
LITTLE GLASS SLIPPER:   [pantomime]  Lib Adapt. Percy St John; Mus. [n/e] 
 This pantomime, localised and adapted by St John, possibly from H. J. Byron’s extravaganza of the same name, 
was presented in three acts in addition to the traditional transformation scene and harlequinade. The amount of local 
references and topicalities infused in to the production is not clear, but the popularity of such practice would have seen 
them included into both the lyrics of the comic songs as well as the comedy routines.   
 The story of Cinderella can to a certain extent be followed via the breakdown of scenes: Act 1; Sc 1. "The Fairy 
Chorus;" The Demon appears and is routed by the fairy forces; Cinderella meets the Prince, Dandini offers odds and is 
accommodated; "Hunting Chorus;" Dandini puts on side, but is reminded that "Gently Does the Trick."  Sc 2.  At The 
Baron's; where the audience is once more introduced to beauty, in the shape of two charming sisters; The Baron gets no 
breakfast; A loud attack on the front door; Cinderella returns, "We Don't Do that in Sandgate Society."  Sc 3. The 
Baron's Reception Hall; Buttoni is knighted; The Prince is introduced to the Baron's two sweet lambs; Cinderella 
appears; Oh rapture; Grand Medley "Australia."  Act 2; Sc 1. The Baron's Kitchen; Cinderella bemoans her fate; An 
invitation to the ball; Family jars; The Baron and his daughters depart for the ball; Appearance of the Fairy Godmother; 
Cinderella goes to the ball, drawn in her carriage by the smallest team of ponies in the world.  Sc 2. The Demon's 
Home; Quartz plots revenge on Cinderella; Demon acrobatic fights; Sc 3. The Ballroom; "Grand Amazon March"; The 
Prince's Fete; The Prince arrives; Consternation of the Baron and his daughters; Arrival of Cinderella; Extraordinary 
specialty acts; Sensational juggling act on the rolling globe; Johnny Sharman and his Clever Performing Dogs; "Grand 
Minuet;" The clock strikes twelve; Flight of Cinderella; The slipper; Great struggle to compress two feet into six inches; 
Cinderella claims the slipper.  Sc 4. Ante Chamber at The Palace; Betrothal of the Prince and Cinderella; Grand Finale 
"True Hearts Across the Sea." Sc 5. Grand Transformation Scene; Harlequinade (BC: 25 Dec. 1890, 2). 
 The 1890 Brisbane season ended in controversial circumstances a little over a week after its commencement 
when the lessee of the Gaiety Theatre, J. J. Liddy died unexpectedly. According to a public notice placed in the 
Brisbane Courier by Charles B. Hicks, who had been managing the theatre on behalf of Liddy, Slade Murray's 
company cancelled their engagement with the theatre at 2pm on the Saturday previous without any notice and despite 
Hick's assurance "to give bonds to carry out said contract until the date 16 January 1891 as agreed upon." To support his 
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position Hicks' published the details of a certification (signed by Murray, St John and Friedman) which stated that 
Murray's company had "no further claims upon Charles B. Hicks, as Manager of the Gaiety."  Although clearly 
outraged by Murray's decision to join D'Arcy Stanfield's company at the New Theatre Royal (where the two troupes 
staged a production of The Forty Thieves) Hick's appears to have been mindful of possible legal ramifications and 
accused Murray and his associates only of "unprofessional conduct" (5 Jan. 1891, 2). 
 [NB: Percy St John later adapted Cinderella into a burlesque format (presented as a second half entertainment). He also did the same with 
another of his pantomimes, Sinbad (1894). Although the pantomime and burlesque productions are are related in terms of basic narrative, the 
burlesques were essentially abridged and updated versions (including new topical allusions and songs) which had the transformation scenes and 
harlequinade deleted. St John also wrote another (possibly unrelated) Cinderella burlesque titled Cinder-Ellen (1898).  
1890: Liddy's Gaiety Theatre (Bris); 26 Dec.1890 - 2 Jan. 1891 
 - Dir. Percy St John and Lachlan McGowan; Prod/Lse. J. J. Liddy; M Arr/Cond. C. H. Bruce; Mngr. Harry  
    Friedman (for Slade Murray); Mngr. Charles B. Hicks; Chor. Mr C. Sorrell; Cost. Mrs L. Evans; S Art.  
    George Perriman, Lig. J. Dalmes. 
- Troupe: Slade Murray's Gaiety Burlesque Ensemble / Liddy's New Star Specialty Company. 
- Cast incl. Marion Norman (Cinderella), Percy St John (Baron Von Hardup/Pantaloon), Slade Murray  
   (Flossie), Ernest Leonard (Tottie), Lachlan McGowan (Buttoni), Emma Markham (Prince Poppetti), Nina  
   Tulloch (Dandini), Joe Smith (Alidoro/Policeman), George Russell (Usher to the Court), Edward Rogers  
   (Lord Bunkum), Harry Lane (Duke Sneekem), Arthur Johnson (Sir Heavy Toff), Tom Stevens (Hon. Ally  
   Sloper), Cecil Vance (Hon. Hookem), Ed Crouch (Lord Guyawack), Madie Bennett (Violet), Fleta Maitland  
   (Pansy), Eva Germaine (Quartz/Harlequin), Master Willie Smith (Amalgam), Master Walter Acworth (Ally),  
   Grace Elvy (Love), Nelly Gaden (Joy), Edith Dawes (Happiness), Annie Bolton (Pleasure), Agnes Makins  
   (Sugar), Jessie Howard (Cream), Lucy Yates (Geranium), Emilia Bagley (Lily), Mellie Lawrence  
   (Heliotrope), Ruby Naylor (Rose), May Perryman (Fuchsia), Nellie Ech (Mignonette), Lucy Wright, Mary  
   Wilson, Nellie Symes, Mary Hogan, Fannie Heiky, Maud Lambrote, Ellen Murphy, Ethel Renken, Lizzie  
   Pearce, Nellie Edgar, Sara Wilton, Annie Bright, Mary Ashton, Lizzie Robson, Maud Brown, Annie Lily,  
   Rose Dawson, Elly Read, Sarah Ellis, Madge Nunn, Annie May, Amy Dalton, Violet Mountford, Ada Mann  
   (Harlequina), Johnny Sharman (Clown), Mlle. Rosina (Columbine). 
    
 ACP2:  (1997), v. pags. 
 "Gaiety - Cinderella, The."  BC: 27 Dec. (1890), 7.                [see also advert. - BC: 25 Dec. 1890, 2] 
  
 
 
 
John F. Sheridan 
Theatre Nov. (1907), 11. 
(Courtesy of the Fryer Library, University of Queensland) 
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1891 
 
 
 The revival of George Darrell's drama The Sunny South, staged at Melbourne's Theatre Royal in late April (it 
originally premiered in 1883), incorporated several musical numbers into the production, including Sir William 
Robinson's popular patriotic song "Unfurl the Flag" (which was performed by Christine Darrell in the role of Babs 
Berkeley).  
__________ 
 
 
HAPPY SIXPENCE; OR, THE FAST AND LOOSE MAN:  [burlesque] Txt. Lance Lenton;  
 Mus. [n/e] 
The narrative of this "screaming" musical burlesque sketch, presented as a second part entertainment by Frank 
M. Clark, centres around the goings-on of workers and management at the factory owned by Mr Kiteflyer. An 
advertisement in the Age records that Mr Clark was to star "in his great break-fast of noughty days and noughty nights 
at the Sealingwax Works" (12). 
1891: Gaiety Theatre (Melb); 10 Jan. - 
 - Prod/Lse. Frank M. Clark. 
 - Troupe: Frank M. Clark's New Folly Company. 
 - Cast incl. Perry Ryan (Mr Kiteflyer), Frank M. Clark (Happy Sixpence, the fast and loose man), Shaw Cross  
    (Fillup Stewpot, Kiteflyer's manager), Ed Lawler (An Attendant, in the know), Harry Crawford, W. Reed,  
    Johnny Matlock, Miss M. Franks, Willie Perman. 
 
A: 10 Jan. (1891), 12.   Advert.      
 
 
ON STRIKE: [burlesque]  Txt. W. Horace Bent; Mus. [n/e] 
1891: Victoria Hall (Melb); 17 Jan. - 
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: US Minstrel, Specialty, Variety, Comedy and Burlesque Combination [aka Representative  
    Metropolitan Company]. 
 - Cast incl. Will Whitburn, W. Horace Bent, Alf Holland, Tom Holland. 
 
 A: 17 Jan. (1891), 12.   Advert.       
 
 
KOCH'S CONSUMPTION CURE:  [burlesque]  Txt/Mus. [n/e] 
 Possibly written by W. Horace Bent. 
1891: Victoria Hall (Melb); 24 Jan. - 
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: US Minstrel, Specialty, Variety, Comedy and Burlesque Combination [aka Representative  
    Metropolitan Company]. 
 - Cast incl. Mr Walsh (Prof. Hope-Koch), Will Whitburn (Calflymf, a student), Mr Fuller (Mr Bulge), Alf  
    Holland (Consumptive Patient), Tom Holland (Doctor Proctor), Mr Stapleton (Impatient Patient), Mr Smith  
    (Dropsy), W. Horace Bent (Walker, of the gout). Other characters incl. Students, Nurses and patients. 
 
 A: 24 Jan. (1891), 12.   Advert.      
 
 
DR F. M.  CLARK-ER'S WILD JEST SHOW:  [burlesque]  Txt. Lance Lenton; Mus. [n/e] 
 This new and side-splitting absurdity…  invented by Lance Lenton (ARG: 31 Jan. 1891, 16), and starring F. M. 
Clark himself, burlesques Dr Carver's Wild West Show, which was ending its very successful season at Melbourne's 
Cremorne Gardens prior to opening at Sydney's Moore Park (3 Feb.). 
 The narrative, which involved numerous puns on drinking (including a "Wild Lagerbeeria" and a "Wild 
Fosteralria"), was set around the antics of "Booze Indians from Collingwood Flat (all very plain)" and the "Milk Boys 
(long beer throwers)." Several songs incorporated into the farce, as was an Indian War Dance.  
1891: Gaiety Theatre (Melb), 31 Jan. - 13 Feb. 
 - Prod. Frank M. Clark. 
 - Troupe: Frank M. Clark's New Folly Company. 
 - Cast incl. Frank M. Clark (F. M. Clark-er), Irving Sayles (He-Knows), Charles Palmer (Orafferli), Charles  
    Pope (Muldoono), Johnny Matlock (Maokinnessthagobbo), Arizona Joe (Long Beer), Harry Crawford (Spud  
    Murphy), E. Rashleigh (Cronk Sam), Albert McKisson (Pigskin Crank), R. George (Wild Coarse Barney),   
    Miss Heath (Squaw). 
 
 ARG: 31 Jan. (1891), 16.  Advert. 
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NORTH, SOUTH, WEST AND EAST LYNNE; OR, THE NAUGHTY (K)NIGHT 
AND THE DA(Y)ZED LADY: [burlesque]  Txt. Lance Lenton; Mus. [n/e] 
 An "Original and Screaming Travesty…  in One Act and Three Scenes," this burlesque on the melodrama East 
Lynne had advertisements suggesting that the manager would "provide buckets and bandanas to catch the tears expected 
to flow during the performance of this harrowing affair" (ARG: 14  Feb. 1891, 16). The three settings were: Sc 1. Bald 
Archie Parboil's House; Sc 2. A Street in North, South West and East Lynne; and Sc 3. At Bald Archie's Again. 
1891: Gaiety Theatre (Melb), 14-20 Feb. 
 - Prod. Frank M. Clark. 
 - Troupe: Frank M. Clark's New Folly Company. 
 - Cast incl. Frank M. Clark (Lady Dizzybell and Mde Fine), Irving Sayles (Willie Parboil), Charles Palmer  
    (Bald Archie Parboil), Harry Crawford (Lord Mount Sevenandsixpence), E. Rashleigh (Sir Francis  
    Heavystone), Miss Heath (Barber Her Hair), Aggie Atkinson (Choice). 
 
 ARG: 14 Feb. (1891), 16.  Advert. 
 
 
UNDER THE GASPIPE: [burlesque]  Txt. Horace W. Bent; Mus. [n/e] 
 Although possibly a spoof on Augustin Daly's 1867 melodrama, Under the Gaslight, a Sydney Morning Herald 
review of the Bent's 1893 revival indicates that part of the action revolved around two waiters who go through "all sorts 
of antics with the knives, plates, bottles, fruit and lamp found on a table conveniently at hand." Among the specialty 
acts included in the production were a butterfly dance and some American trick dancing (26 June 1893, 4). 
[NB: The 1891 production is erroneously referred to as Under the Gaslight in the Argus. It is unlikely that Bent would have retained the 
original title, however, as it was traditional with minstrel burlesque to spoof both the influence work and its name.] 
1891: Victoria Hall (Melb), 14-20 Feb.  
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: U. S. Minstrels Specialty, Variety, Comedy and Burlesque Combination [aka  Representative  
    Metropolitan Company]. 
 - Cast incl. W. Horace Bent, Will Whitburn. 
1893: Opera House (Syd), 24-30 June  
 - Prod/Lse. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. W. Horace Bent, W. B. Warner, Ethel Clifford, Sylvo and Provo (waiters). 
 - The SMH: notes that this burlesque "had been mounted and seen too recently to be much appreciated, although  
    a kind of revised version was presented" (26 June 1893: 4). The earlier production is yet to be identified. 
 
 ARG: 14 Feb. (1891), 16.  Advert. 
 "Opera House, The."  SMH: 26 June (1893), 4. 
 
 
ROBBERY OVER ARMS: [aka ROBBERY UNDER ARMS] [burlesque]  Txt Adapt. W.  
 Horace Bent; Mus. [n/e] 
 Another  Horace Bent burlesque, this time sending up the famous Australian drama by Rolf Boldrewood and its 
stage version by Alfred Dampier. This US Minstrel version was advertised as being produced "by arrangement with 
Rough Bolder(Colling)Wood" (A: 21 Feb. 1891, 12). The 1895 production is believed to have been similar to the 1891 
version even though the advertised cast list contains only five characters (SMH: 9 Nov. 1895, 2).  
The extent to which music was incorporated into this burlesque is unclear. Bent's burlesques invariably 
incorporated some musical performance within the story - typically either grotesque dancing and/or a comic ballet, 
along with at least two or three songs ('ditties'), and thus it is likely that this production had a similar musical 
programme. 
[NB: The 1891 production is erroneously referred to as Robbery Under Arms in the Age. It is unlikely that Bent would have retained 
Boldrewood's title, however, as it was traditional with minstrel burlesque to spoof both the original work and its name.] 
1891: Victoria Hall (Melb); 21-27 Feb.  
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: US Minstrel, Specialty, Variety Comedy and Burlesque Combination [aka  Representative  
    Metropolitan Company]. 
 - Cast incl. Will Whitburn, W. Horace Bent, Alf Holland, Tom Holland, Anderson Sisters, Mr Fuller, Lillie  
    Warren. 
1895: Sydney Music Hall [aka Lawler's Building] (Syd); 9-22 Nov.   [as Robbery over Arms] 
 -  Mngr. W. P. Morrison; Prop. John Lawler; M Dir. Henry Hawkins. 
 -  Cast incl. W. A. Ball (Captain Moonstruck), Sam Rowley (King Billy Murrumbidgee), W. Horace Bent  
    (King Charley Jugiong), Mr Six [?] Major Porridge, Mr Sevens [?] (Captain Thin Soup). 
-  Alfred Dampier's production of the original Robbery under Arms had been playing at Her Majesty's Theatre  
    from the week previous to the burlesque season at the Sydney Music Hall. 
 
 A: 21 Feb. (1891), 12.   Advert.       
 SMH:  9 Nov. (1895), 2.  Advert.      
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THE ART STUDENT:  [burlesque] Txt. W. Horace Bent; Mus. [n/e] 
 Another of W. Horace Bent's "screaming absurdities," The Art Student contained the typical fare - local and 
topical songs, duets, sketches, skits and scraps. 
1891: Victoria Hall (Melb); 28 Feb. - 
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: Representative Metropolitan Company [aka US Minstrel, Specialty, Variety Comedy and Burlesque  
    Combination. 
 - Cast incl. Will Whitburn, W. Horace Bent, Alf Holland, Tom Holland. 
 
 A: 28 Feb. (1891), 12.   Advert.       
 
 
FEDERATION; OR, MOTHER ENGLAND'S LITTLE ONES:  [musical extravaganza]  
 Txt/Mus. [n/e] 
Produced as a "new gigantic song and dance entertainment" focusing on the topical and politically charged issue 
of Federation, the show's advertising  also presented a relatively lengthy statement of intent: "Australia is 
unquestionably one of the soundest and most prosperous countries on the face of this great globe, and the Federation for 
which the US Co. is now preparing and which, with our Herculean aid, will soon be brought about, will bring the 
colonies together, and before many years Australia will have no rival! If Federation has any political significance, we 
can rest assured, says one of our celebrated Statesmen, that it does not mean separation but a drawing closer of the ties 
that bind us to the mother country" (A: 28 Mar 1891, 12). 
1891: Victoria Hall (Melb); 28 Mar. - 
 - Prod. J. Billin; M Dir. Owen Conduit. 
 - Troupe: Representative Metropolitan Company [aka U. S. Minstrels Specialty, Variety, Comedy and  
   Burlesque Combination]. 
 - Cast incl. Alf Holland, Tom Holland, Amy Rowe, Three Leopold Brothers, Will Whitburn, Mabel Murdoch,  
    Ettie Price, Tilly Holden, Lizzie Hawkins, Two Andersons. 
  
 A: 28 Mar. (1891), 12.   Advert. 
 
 
EVA-ANGELINE:  [burlesque]  Txt/Mus. [n/e] 
 Advertised as having been written by "Ricepudding Esq.," this musical spoof of Edward E. Rice's Evangeline, 
was timed to coincide with the latter's Melbourne season at the Opera House (then its final days). "The action of the 
extravaganza [was] supposed to take place during the reign of good weather… Ha! Ha! Ha!" (A: 30 May 1891, 12). 
1891: Victoria Hall (Melb); 30 May - 
- Prop. J. Billin; M Dir. Owen Conduit. 
- Cast incl. Will Whitburn (The Long Fisherman), Mr Edwards (Gabriel, the Karl tin masher), Alf Holland  
   (Benedict, a queer father whose been-addicted to this kind of thing), Mr Stapleton (MacManamny, whom  
   we'll not see grave), Mr Walsh (The Big Un, fat fair and forty-one), Amy Rowe (Eva-Angeline), Tom  
   Holland (A. Sovereign). 
 
A: 30 May (1891), 12.   Advert.       
 
 
LIFE ON THE OCEAN WAVE: [burlesque]  Txt/Mus.  [n/e] 
 Described by "Admiral" Dan Tracey in advertising as a "new and original burlesque… [set] aboard the 
magnificent S. S. Vaudeville… [where] a number of charming ladies who, because of the number of officers, middies, 
stowaways and other cargo, are obliged to take refuge in the rigging where they will take the parts of the very necessary 
A. B.'s 'Before the Mast'" (SMH: 22 Aug. 1891, 2). 
1891: School of Arts (Syd); 22 Aug. - 
 - Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
  
 SMH:  22 Aug. (1891), 2.   Advert.                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                   
 
 
FAIRY:  [musical comedy]  Txt/Mus. Toso Taylor [aka Charles Hilhouse Taylor] 
 Described as being a new and original three act musical comedy, Fairy was "first produced on any stage" at 
Newtown's St George's Hall in September 1891.  The Sydney Morning Herald's "Editorial" coverage suggests that "all 
the comedy of the piece seemed to be contained in "Arry "Ickins, a millionaire from London, a part which, although 
occasionally overacted, still gave rise to plenty of fun and laughter" (7). 
1891: St George's Hall (Syd); 5 Sept. - 
 - Lse. Messrs Maitland and T. D. Hamilton; B Mngr. T. D. Hamilton. 
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- Cast incl. Ruth Wallace (Fairy), C. M. Berkley (Ray Paradise King), T. D. Hamilton (Zeph King, the Gypsy),  
    A. Maitland ('Arry 'Ickins), H. Overton, J. F. Williams, C. F. Searle, Maggie Oliver, Hettie Kennedy, Jessie  
    Brooke. 
 
Editorial. SMH: 7 Sept. (1891), 7.   [rnib] 
 
 
BLACK-EYED SUSAN; OR, THE LITLE BILL UP TO DATE:  [burlesque]  Txt  
Adapt. Percy St John et al; Mus. [n/e] 
The premiere production for Dan Tracey's end of the year "Grand Burlesque season" (which continued well into 
1892), this burlesque operetta was adapted, localised and arranged by Percy St John, most likely in collaboration with 
other members of the troupe. The exact relationship between this version and a production staged at the Gaiety Theatre 
(Melb) in late August/early September 1890 is unknown. That production, adapted by Lance Lenton from the F. C. 
Burnand burlesque of Douglas Jerrold's original drama, and titled Black-Eyed Susan; Or, The Little Bill that was taken 
Down, also featured Percy St John in the cast. As with many other locally-produced burlesques from around this period 
it is likely that the main plot developments from the original source would have been utilised, with additional material, 
including songs and comic routines, being added to the "new" version. John F. Sheridan and Bert Royle also produced a 
Black-Eyed Susan burlesque in 1890, and re-staged it in 1890 [see 1890 file for details]. There is no connection between 
that production and any others, including the St John/Dan Tracey version.  
[NB: Another version of Black-Eyed Susan was produced by Dan Tracey at the School of Arts the following year. Although most likely 
similar in many respects, the 1892 production was arranged by Harry Leston, and is believed to have contained new material - localised subjects, 
songs and comic routines etc. See 1892 file for details of this production] 
1891: School of Arts (Syd); 21 Nov. - 4 Dec. 
 - Prod/Lse. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
- Cast incl. Percy St John, Martyn Hagan (Capt. Crosstree), Emma Markham (Susan), Lucy Fraser (William), J.  
   S. Whitworth, Frank York, Eddie Sampson, Alf M. Hazlewood, Annette Bodin, Florrie Summers, Amy  
   Kennedy, Sherwood Sisters. 
 
Editorial. SMH: 23 Nov. (1891), 5.  
 
 
CINDERELLA: [burlesque]  Txt Adapt. Percy St John; Mus. [n/e] 
 The first known burlesque production of Percy St John's Cinderella pantomime (see 1890) was that staged by 
Dan Tracey at the School of Arts (Syd). As with other several other burlesques adapted from his pantomime creations 
(notably Sinbad, 1894), these were simply cut-down and re-worked from the original three act version, most likely with 
the addition of more contemporary references, comic routines and songs. Thus the Cinderella burlesques were staged as 
second half entertainments, despite invariably being advertised with the full pantomime title and subtitle variations ie; 
Cinderella; Or, The Lover, the Lackey, and the Little Glass Slipper.  
 [NB: See also Cinder-Ellen (1898) a burlesque also written and staged by St John] 
1891: School of Arts (Syd); 5-24 Dec. 
 - Prod/Lse. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
- Cast incl. Percy St John, Lucy Fraser, J. S. Whitworth, Frank York, Eddie Sampson, Alf M. Hazlewood,  
   Emma Markham, Annette Bodin, Florrie Summers, Amy Kennedy, Sherwood Sisters. 
1899: Queensland regional tour; ca. Feb/Mar. 
 - Troupe: Elite Vaudeville Company. 
 - Tour incl. Gympie (22 Feb.), followed by Maryborough, Bundaberg, Rockhampton and Townsville (c Easter). 
1899: Theatre Royal (Bris); 27 May - 4, 26 June 
 - Dir. Percy St John; Prod/Lse. Thomas Delohery, Percy St John and Ted Holland. 
 - Troupe: Elite Variety and Burlesque Company. 
 - Cast incl. Daphne Rowe (Cinderella), Ted Holland (Ugly Sister), Harry Cowan (Ugly Sister), Amy Thornton  
     (Prince Poppetti), Eva Wilson (the valet), Arthur Albert, Lena Young, Gladys Cortroy, Thomas Delohery,  
    Mae Marlow, Jack Williams, Lennon Brothers. 
- The return production (26 June) had several cast changes, incl. Jack Williams (as an ugly sister), Dollie  
   Trenerry (as Cinderella), while Daphne Rowe (who earlier played the role of Cinderella) was cast as the  
   Prince. Amy Thornton, previously the Prince, played his valet, with Alice Dalleen promoted to Fairy  
   Queen. 
1901: Queensland regional tour; ca. July/Aug. 
 - Prod/Dir. Percy St John. 
 - Troupe: Percy St John's Variety and Burlesque Company. 
 - Cast incl. Arthur Crane (Demon), Daphne Rowe (Cinderella), Amy Thornton (Prince Poppeth), Emmie Smith  
    (Dandini), Violet Elliott (Fairy Queen), Will Watkins (Flossie), Jay Watts (Tottie), Arthur Albert, Miss  
    Lynne. 
- Musician: Jeannie Johnstone (piano). 
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- Tour itinerary includes: Bundaberg     23 July - 
     Rockhampton (Theatre Royal)  30 July 
 
CP: 13 Aug. (1901), 2.     [rnib] 
"Local and General News."  BM:  24 July (1901), 2. 
"St John's Variety and Burlesque Company."  MB: 31 July (1901), 6. 
"Theatre Royal."  BC: 29 May (1899), 2.               [see also rev. - BC: 26 June 1899, 6] 
 
 
THE BABES IN THE WOOD; OR BOLD ROBIN HOOD AND HIS FORESTERS 
GOOD:  [pantomime]   Lib Adapt. Frank Ayrton; Orig Mus. Frank Eugarde; Add Mus. [n/e] 
 "Written and arranged expressly for" the Theatre Royal by Frank Ayrton, Babes in the Wood was essentially a 
localised adaptation of the much travestied story. Produced by George Rignold this Christmas pantomime is said to 
have been staged in the traditional fashion, although a significant change was made to the narrative development by 
presenting the babes as cousins in order to provide a "proper amount of 'sweethearting'" (SMH: 19 Dec. 1891, 5). It is 
not clear at this stage which version, or versions, of the story Ayrton used as his foundation. Three of the more famous 
productions to have most likely been a source are:  H. J. Byron's famous burlesque, first staged at the Adelphi Theatre, 
London, in 1859; G. Lash Gordon and G. W. Anson's production, which they first toured throughout the English 
provinces in 1874; and Harry Poulton's 1884 burlesque, produced for Toole's Theatre, London.  
The pantomime was viewed by one critic as having been produced according to the necessities of the cast, 
however, and as a consequence "the youthful innocence [of the babes] was not essayed, and the treatment [could] at 
best be described as serio-comic." In this regard the critic found that the credibility of the work suffered in no small way 
because of the age of the "too old boy," and the "too saucy girl" suggested that the play was "over-burdoned with 
dialogue and characterless music" (SMH: 25 Dec. 1891, 5). 
 Opening in the familiar "Home of Pantomime," a glittering stalactite cave, the Gnome King, the Spirit of 
Pantomime and Father Christmas are proffered subjects for the story until finally they settle of The Babes in the Wood. 
The scene then changes to the exterior of Sherwood Castle where the audience is introduced to the main characters: the 
babes, their wicked uncle Sir Rupert de Guile, the two burlesque ruffians Roger Ruthless and Timothy Trembline, and 
Robin Hood and Maid Marion. The dramatic action loosely follows the usual story, with the babes being lost in the 
woods and various situations, both comic and pathetic ensuing. The second act presented a series of "Dances Of All 
Nations," a "Toy Review" and a cascading fountain of water which flowed beneath coloured lights, while third act 
highlights were played out in the rich interior of a baronial hall, and included a "powder and puff" gavotte and a 
grotesque musical interlude performed by the Leslie Brothers. The transformation scene saw the stage become a blaze 
of colour with the dazzling framework of flowers and fruits leading to the traditional harlequinade.  
1891: Her Majesty's Theatre (Syd); 24 Dec. 1891 - 29 Jan. 1892 
 - Dir. Frank Ayrton; Prod. George Rignold; M Dir. Frank Eugarde; S Art. Alfred Clint and Mr Owen; Chor.  
    Madge Seymour. 
- Cast incl. Frank Ayrton and Madge Seymour (The Babes), Maggie Moore (Robin Hood), Bella Bashall (Maid  
   Marion), George P. Carey (Sir Rupert), Frank Harcourt (Roger Ruthless), Martyn Hagen (Timothy  
   Trembline), J. W. Sweeney (Friar Tuck), Bessie Rignold (Fairy Goodheart), Rosa Conroy (King Envy), Joe  
   Tolano, Arthur Rigby, A. J. Ivimey, Cecil Forde, L. Sydney, Fanny Reynolds, Miss Tres Hartley, Amy De La  
   Vere, Rosa Solomon, Freda Brandon, Eileen Harvey, Nellie Hatford, Lillie Brandon, Leslie Brothers. 
 
"Babes in the Wood."  SMH: 25 Dec. (1891), 5.                 [see also prev. - SMH: 19 Dec. 1891, 5; advert. - SMH: 26 Dec. 1891, 2] 
 "Musical and Dramatic Notes."  SMH: 5 Dec. (1891), 5.                         [see also "Musical and Dramatic Notes" - SMH: 19 Dec. 1891, 5] 
 
 
JACK THE GIANT KILLER; OR, HARLEQUIN FEE-FI-FO-FUM, THE 
DEMON SPIDER AND THE FAIRIES OF THE SILVER LAKE:  [pantomime]  Lib.  
 Garnet Walch; Orig Mus. H. Percy Kehoe [aka Herbert Percy]; Add Mus. [n/e] 
 The Age theatre critic records: "At one time it is said that pantomimes used to have plots, but then it is alleged 
about almost everything that some time or another it had something which it has not got now. For our part, we are 
heartily glad that any semblance of a connected story in pantomime has long been voted unnecessary, and we join with 
those who like to see Mr Stanley, the railway management, sewerage schemes and prodigious sly hits at social evils 
blended in delightful harmony with the story of Jack the Giant Killer" (26 Dec 1891, 10). 
 As the Age review records, Walch's treatment of the famous fairytale, included numerous "hits" at local and 
topical subjects. One particularly popular segment was apparently a burlesque of Mr Stanley's recent lecture at the 
Opera House, described by the critic as "an admirable piece of foolery conceived of in an Artemus Wardean strain [and 
one which] so ticked the house that it was some minutes before the performance could go on" (10). Local scenes 
included in the Grand Harlequinade were "A Street in Melbourne," and "A Well-Known Spot."  
 "The appropriate vocal and instrumental music, including all the most popular airs of the day, [was] composed 
and arranged by Mr H. Percy Kehoe" (A: 26 Dec. 1891, 10). The Age review suggests in this respect that Miss Kelton 
"had many good songs to sing," notably "Sparkling Wine" (sung with the chorus). A topical duet, "I Vote for That" was 
also presented as a vocal gem. The "Ballet De La Rage" was also viewed as one of the show's highlights, having been 
"planned on an elaborate scale [with] some truly gorgeous dance movements" (10).  
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 [NB: This production marked the professional debut of Jack "Porky" Kearns, one of Australia's most popular comedians and personalities of 
the early twentieth century. See Appendix D for further details regarding his career] 
1891: Alexandra Theatre (Melb); 24 Dec. 1891 - 22 Jan. 1892  
 - Dir/Prod/Lse. Alfred Dampier; M Dir/Arr. H. Percy Kehoe; S Art. John Hennings, with Robert Vaughan, M.  
    Alto Tischbatter (?) and Mr Ricketts (Transformation scene); Cost. Katherine Russell [Mrs Alfred Dampier];  
    Chor. Madame Duvalli. 
 - Cast incl. Aggie Kelton (Jack), J. H. Martin (King Glorioso), Reg Rede (Count Rampino), A. Hartford (Lord  
    Stanley), Rose Dampier (Princess Laughing Eyes), Florence Clancy (Prince Noodel), Robert Vernon (The  
    Ogre), J. Caesar (Alciblades McGuffin), Mr Forde (Ah Mee), Julia Merton (Queen Schezaterra), George Dean  
    (The Dame), Carrie Bilton (Spirit of Mischief), Albert McKisson (Tarantual/Spirit), John [Jack] Kearns  
    (Spirit), Nellie Greenless (Columbine), Minnie Campion (Harlequin), Mr Napier (Policeman), Achile Martine  
    (Panatoon), Gus Matthews (Old Woman), Bill Dingaighty, Bankman Ager, Louise Mayo, Little May Renno,  
    Little Daphne, Miss Montgomery, Miss Canham, H. Walhalla, Miss Lee, Miss Darbyshire, Miss Walhalla, D.  
    Purfleet, G. Dodds, Miss K. Campion, Miss S. Poole, Miss C. Thurman, Miss L. Braiding, Miss A. Sella, Miss  
    M. Donnelly, Miss N. Russell, Miss M. Hooper, Miss Gleeson, Miss Shanklin, Miss Travers, Miss Holt, Miss  
    Carl, Miss Spencer,  Miss Frederickson, Miss Chapman, Miss Gilmour, Miss Grey, Miss Hehir, Miss Clarke,  
   Miss Albert, Miss Douglas, Miss Wells, Miss Browne, Miss Ferdyce, Miss Bowker, Miss Pleat, Miss Parker,  
   Miss Janefield, Miss Costigan, Miss Hawke, Mr Brattie, Mr Bamford, Mr Zeal, Mr Gaynor, Mr Chatener, Mr  
   Western, Mr Mixner, Mr Breece, Mr Kelly, Mr Whitworth, Mr Lindsay, Mr Bancroft, Mr  Quelch, Mr  
   Anderson, Mr Turner, Mr Braine, Laura Arnold, Rose Gambrey, May Wells, Florrie Hilton, Minnie Plows,  
   Lottie Graham, Gertrude Robinson, Priscilla Green, May Sullivan, Blanche Meadow, Amy Reece, Lily  
   Campbell, Miss Collins, Lily Reid, Dudley Ursula, Nellie Hodson. 
 - A benefit was presented to Garnet Walch on 19 Jan. 
 
 A: 26 Dec. (1891), 12.  Advert.      
 A: 12 Jan. (1892), 8.     Advert.  Incl. synopsis of events.      [rnib] 
"Jack the Giant Killer at the Alexandra."  A: 26 Dec. (1891), 10. 
 
 
HARLEQUIN AND THE FORTY THIEVES:  [pantomime]  Lib Adapt. Frank Emery et al;  
 Orig Mus. Alfred Plumpton and H. T. Harrison; Add Mus. [n/e] 
Advertised as a "New, Grand, Great, Gorgeous, Glittering, Glorious Xmas Annual, illustrating… the most 
popular of Eastern Legends, with unprecedented regard for strict accuracy of Oriental manners and customs" (SMH: 26 
Dec. 1891, 2).  The exact authorship of the pantomime remains somewhat unclear, although director Frank Emery no 
doubt had a hand in the final version. Emery, interviewed for the Sydney Morning Herald's regular column "Musical 
and Dramatic Notes" indicates in this regard that "we have already been rehearsing from our new book of The Forty 
Thieves for a long time past" (5 Dec. 1891, 5). The production, which also introduced Fred Mason and Rose Dearing to 
Australian audiences for the first time, contained a cast of special overseas artists, including the Wonderful Craggs 
(acrobats), the Almonte Troupe (who performed the Harlequinade), The Fairy Four and Amanda Noel.  
The story is unfolds over three acts, these being: Act 1: Sc 1. The Mushroom Glade; Sc 2. Mount Olympus; Sc 
3. Ali Baba's 'Umble 'Ome; Sc 4. The Grand Bazaar of Bagdad; Act 2. Sc 1. Through the Wood, Across the Lake, Up 
the Hill; Sc 2. Secret Entrance to the Banyon Forest; Sc 3. The Robber's Cave; Act 3: Sc 1. Cassim Baba's House; Sc 2. 
Grand Terrace and Entrance to Palace, Bridal Procession and Joyous Revels; Sc 3.  Sc 3. A Corridor in the Palace; 
Grand Finale - Transformation Scene (The Elements: Earth, Air, Fire, Water), Triumph of Spring, and Harlequinade. 
The score is described in advertising as having been "largely derived from ancient oriental sources, with modern 
music hall melodies… [with original music] composed and arranged by Messrs. Alfred Plumpton and H. T. Harrison. 
Songs incorporated into the narrative include: "A Hard Day's Work" (Harry Shine), "He was Whistling this Tune all 
Day" and all Night" (Rose Dearing), a coster song "Knocked 'Em in the Old Kent Road" (Fred Mason), "The Fat Boy's 
Song" (chorus), "The Rather Girl" (Pattie Browne), "A Villain I Live and Die" (John Gourlay), a topical duet by Mason 
and Shine titled "I Don't Think it's Ever Been Done" and a vivacious finale "Stand by your Guns" (chorus). 
[NB: Another version of the Ali Baba/Forty Thieves tale was staged in Sydney in 1892 by Williamson, Garner and Musgrove. Although the 
libretto was adapted by a different writer (Bert Royle), H. T. Harrison and George Gordon were once again involved. These connections, in addition 
to the presence of George Musgrove, suggest that some similarities between the two productions occurred. They are, however, treated as separate 
works due to variations in the titles, scenic settings, harlequinade and the likely differences in topical/local allusions and songs/dances.] 
1891: Theatre Royal (Syd); 26 Dec. 1891 - 13 Feb. 1892 
 - Dir. Frank Emery; Prod. George Musgrove; M Arr. Alfred Plumpton and H. T. Harrison; Cond. H. T.  
    Harrison; Chor. Mde Duvalli; S Art. George Gordon, with J. Gordon and Mr Brunton; Cost. Mons and  
    Mdme Alias (London and Paris) and Mrs Beaumont (resident costumier of the Theatre Royal). 
- Cast incl. Fred Mason (Ali Baba), Harry Shine (Cogia Baba, his wife), Pattie Browne (Ganem, his son), Rose 
   Dearing (Morgiana), Jennie Opie (Abdallah), John Gourlay (Hassarac), James Wilkinson (Cassim Baba), R.  
   E. Watson (Zaide), J. Bruce (Mustapha), H. W. Gribben, Loey Emeri, Emily Gill, W. Webb, J. Patterson, Ada 
   Carlyle, Amy Johns, A. Davies, Mary Downward, C. Stuart, J. Harvey, Mary Gardiner, Pattie Browne, The  
   Craggs, The Almonte Troupe [Charles, Ted, Will, Mdlle Cissie, Mdlle D'Albert], The Fairy Four, Miss Watts,  
   Amanda Noel, Miss Dwyer, Miss Boleyn, Miss Pembroke, Miss M. Torrens, Miss E. Torrens, Miss Watson. 
 
"Musical and Dramatic Notes."  SMH: 5 Dec. (1891), 5. 
"Theatre Royal."  SMH: 28 Dec. (1891), 5.                [see also advert. – SMH: 26 Dec. 1891, 2, Incl. scene synopsis] 
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THE ZOUAVES (MILITARY AND SPECTACULAR) AND SAPPHO  
BALLET:  [musical entertainment]  Txt. Frederick B. Norton, John F. Sheridan and Joseph Thwaites; Lyr. Bert  
 Royle; Mus. J. A. Robertson 
"A Grand Vocal and Dramatic Spectacular Ballet presented as the final part of John F. Sheridan's Christmas 
extravaganza "The Vienna Summer Garden Entertainments. Sheridan announced the production as "a novel style of 
Entertainments, which has proven extremely popular in England, France, Germany and America" (SMH: 26 Dec. 1891, 
2). The evening included classical music and songs, a performance consisting of "Living Photographs" and an 
"American Sand Dance" presented by Charles and William Bovis, character and popular songs, and several comedy 
duets. Two highlights were John F. Sheridan and Gracie Whiteford performing their version of the latest American and 
English success "Pin-A-Pong" and their famous and mournfully funny "The Little Peach." 
The Zouaves and Sappho Ballet is described in a Sydney Morning Herald review as "a clever conception, which 
embodies musket-drill, marching, counter-marching, the instantaneous formation of fighting squares, and other 
evolutions which are suggestive of the battle-field" (6).  The production was presented in seven tableaus, beginning 
with "The Distant March," and entrance of "The Zouves." It concluded with "The Alarm, the Call to Arms," and "Grand 
Finale." 
The music of The Zouves includes a number of chorus and solo numbers written by J. A. Robertson, with lyrics 
by Burton Royale [sic], including a "Vocal March," a quartet "Sisters of the Red Cross," a drinking song and chorus 
"The Vivandiere," a chorus of the Bivouac "Good Night," and a tenor song "A Soldier's Good Night to His Mother" 
sung by Jules Simonsen."  
[NB: There does not appear to be any relationship between this production and The Black Zouaves, staged at St George's Hall (Melb) under 
the management of Charles Pope and Irving Sayles from 26 March 1892. The latter was presented in six tableaus (1. March at Night; 2. The Bivouac; 
3. Manual of Arns; 4. Silent Drill; 5. Skirmishing; 6. The Defence)] 
1891: Darlinghurst Hall (Syd); 26 Dec. 1891 - 23 Jan. 1892 
 - Dir/Prod/Lse. John F. Sheridan; Mngr. Fred B. Norton; Cond. J. A. Robertson; Chor. Joseph Thwaites (Drill  
    Master); Cost. Kate Whiteford. 
- Cast incl. Jules Simonsen, Miss Tudor, Miss Trigge, Miss Austin, Miss Williams, Miss Synnott, Miss White,  
   Miss Fraser, Miss Royle, White Sisters, Miss Livingston, Daisy Blair, Rosy Blair, Miss Leamington, Miss  
   Lindsay, Gracie Whiteford, Members of the New South Wales Artillery. 
 
"Darlinghurst Hall."  SMH: 28 Dec. (1891), 5-6.                    [see also advert. - SMH: 26 Dec. 1891, 2] 
 
 
FAUST UP TO DATE:  [burlesque]  Txt Adapt. Percy St John; Mus. [n/e] 
 Presented as the second part entertainment by Dan Tracey at the School of Arts, and adapted from the G. R. 
Sims and Henry Pettit burlesque (the original score was written by Meyer Lutz). As with the two earlier School of Arts 
burlesques, Black-Eyed Susan and Cinderella, this one is also believed to have been adapted by Percy St John. One of 
the highlights of the production was said to have been the Sherwood Sisters "sensational skirt dance" (SMH: 28 Dec. 
1891, 6). 
 [NB: The London Gaiety Burlesque Company, who toured Australia during 1892/3, presented Faust up to Date as the opening production 
of their Sydney season. Advertising in the Sydney Morning Herald promoted the company's version as being "presented for the first time in Sydney, 
the most successful of all the Gaiety Theatre productions" (SMH: 10 Sept. 1892, 2)] 
1891: School of Arts (Syd); 26 Dec. 1891 - 8 Jan. 1892 
 - Dir/Prod/Lse. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Lucy Fraser, Percy St John, J. S. Whitworth, Frank York, Eddie Sampson, Alf M. Hazlewood,  
    Emma Markham, Annette Bodin, Florrie Summers, Amy Kennedy, Sherwood Sisters. 
 
"School of Arts."  SMH: 28 Dec. (1891), 6. 
 
 
THE BROOK:  [burlesque]  Txt. Charles W., Harry P. Cogill and W. Horace Bent; Mus. [n/e] 
 Described as a musical, farcical, whimsical burlesque comedy in two acts, The Brook was played out in the 
following scenes: Act 1. Ante-room, Shrewby's Villa; The Night of a Masquerade Ball; Shrewby's Trials and Troubles; 
The Scapegrace Nephews; Plot and Counterplot; All's Fair in Love; Cards, Horses, Billiards and Bigamy; A Duel to the 
Death; An Awful Disaster; The Wounded Lovers. Act 2 "The Brook - The Picnic." A Lovely Spot; Spreading the 
Lunch; A Gypsy Life; A Fishing Episode; Bagged; No Wood; The Picnickers off to Look for the Rest of the Party; 
Arrival of Doodles; He Feels Off, Very Much Off; He Sees Luncheon; He Gorges; Discovered; Dismay of the Party; 
No Watermelon, but Theatrical Wardrobe; Grand Medley. 
 Songs introduced into the burlesque included: "That is Love" (Harry Cogill), "What is Love?" (Charles Cogill), 
"Excelsior medley" (Cogill Bros, Hodson, Roberts and Saroni), "The Silvery Moon" (company), "Ive Got 'Im, No I 
Haven't" (fishing song), "Couldn't Find any Wood" and "Bric-a-Brac (grand medley by company). 
 [NB: It is possible that this burlesque was later adapted and/or reworked by Jack Kearns and Harry Sadler (see The Brook, 1916)] 
1891: Garrick Theatre (Syd); 26 Dec. 1891 - 1 Jan. 1892 
 - Prod. Charles W. Cogill and Harry P. Cogill; S Mngr. Harry Hodson. 
 - Troupe: Cogill Brothers' Comedy Burlesque Co. 
 - Cast incl. Charles W. Cogill (Tracy Thatchett, an experienced heir/Doodles), Harry P. Cogill (Felix Tilbury,  
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    another heir), Harry Hodson (Ponsoby Shrewby, a wealthy gentleman), W. Horace Bent (Chawles, a head  
    waiter), A. Hulme (Jeames, the footman), C. Maher (Robert, the groom), Laura Roberts (Violet Winsome, an  
    operatic star in love with Tracey), Fanny Saroni (Kitty Dimples, in love with Felix), Nita Elwyn (Stella  
    Morgan), May Clive (Phoebe Spooner), Blanche Young (Nellie Spooner), Gladys Leigh (Maggie Fortescue),  
    Jessie Thornton (Marion Miles); Masqueraders, picnicker, guests incl. Anderson Sisters, Misses Mowbray,  
      Lorne, Williams, Dellwood, Shadbolt, Holly, Sisson, Ross, Dallas, Olive 
 
 
UNDER THE SEA; OR, MERMAIDS AND MINISTERS:  [burlesque]  Txt/Mus. [n/e] 
A "New and Original Grand Christmas Burlesque" marking the special engagement of Australian comedian 
Fred Dark. 
1891: Alhambra Music Hall (Syd); 29 Dec. 1891 – ca. Jan. 1892 
 - Dir/Prod. Frank Smith; S Mngr. Harry Barrington. 
 - Cast incl. Fred Dark (Hon. G. R.), Alf James (Sir Harry), Johnny Gilmore (Hon John). 
 
 
DICK WHITTINGTON AND HIS CAT; OR, HARLEQUIN DEMON BAT, AND 
THE GOOD FAIRIES OF THE BELLS, PICKED UP AND PUT TOGETHER BY 
A VERY OLD HAND AND ONE OF HIS GALS:  [pantomime]  Lib. [n/e]; Orig Mus. H.  
 Diederichsen; Add Mus. [n/e] 
 A fairy burlesque pantomime produced by George Rignold it was adapted from the traditional story with 
original music by H. Diederichsen and additional music from a variety of popular and classical sources. Rignold had 
previously staged a production of Dick Whittington and His Cat in Sydney the previous year, with the libretto adapted 
by Frank Ayrton and J. Harding Tucker, and original music composed by Frank Eugarde. [See 1890 file for details] 
Despite the comparatively close proximity of the two productions, there has been no evidence found to date that 
suggests that the two are related, other than by the subject matter. Most notable in this respect are the topicalities and 
localisations presented within the two versions. In this 1891 production, for example, the local subjects "guyed" 
included a well-known Melbourne solicitor. An "insane burlesque of the recent Larkin trial" was also presented" (A: 28 
Dec. 1891, 6).  
Rignold staged the pantomime with lavish spectacle, including a "magnificent series of fairy transformation 
scenes," and engaged a cast of well-known local actors and a number of imported stars (direct from the London stage), 
notably Miss Billie Barlow. Despite the production values for both the Sydney and Melbourne seasons, it does not seem 
that the pantomime enjoyed the success that Alfred Dampier's Jack the Giant Killer received. In this regard the 
Melbourne season was advertised to end on 16 January, a week short of the Dampier season. An advertisement in the 
Age also records that the final performance would be presented at the Theatre Royal as an "illuminated day 
performance" and that the pantomime had been declared by "unanimous verdict… enthusiastically given… the best 
panto I have seen… etc." There is reason to suspect at this stage, however, that the final performance fell short even of 
this date, as the size of the ads had become increasing smaller during the preceding week, and end altogether on 14 
January. 
One reason for the pantomime falling short of expectations may well have been due to problems with the book, 
a matter suggested by several critics at the time. "The author," notes an Age critic, "who by the way has modestly kept 
his name out of print, seems to have taken less trouble to write with a dramatic purpose than the genius who fabricated 
Cinder Ellen, that haphazard Melbourne Gaiety burlesque, and it is to be assumed that whatever of point and swing the 
pantomime may require has been left for future development on mature consideration after the actors have explored the 
public humour by extemporised gags" (28 Dec. 1891, 6.) The critic goes on to note further, "it is to be regretted that the 
pantomime is permitted to rely so much for popularity on mere spectacular effect… the acting and dialogue in one 
scene are unredeemed nonsense" (6). Of particular concern, apparently, was the failure of the plot to explain important 
developments, such as why Dick returns to London having saved the Sultan's kingdom, and why he didn't take the 
princess as his bride (part of the deal for ridding the country of rats), how he and Alice Fitzwarren marry, and how he 
becomes Mayor of London. 
The musical score comprised of a variety of styles and sources - including martial songs, an excerpt from 
Beethoven's Pastoral Symphony, music hall ballads and comic songs. The Age critic suggested, however, that the 
pantomime's management would need to "introduce a great many new topical songs, much more catchy music [along] 
with a large infusion of amusing dialogue" (28 Dec. 1891, 6). 
Highlights of the production included a moving cyclorama, the Electric Palace of Morocco, and a 
transformation scene illustrating War and Peace. 
1891: Theatre Royal (Melb); 26 Dec. 1891 – ca. 16 Jan. 1892 
 - Dir. George Walton; Prod. George Rignold; M Dir. H. Diederichsen; S Art. John Brunton; Chor. Mde  
    Duvalli; Cost. Mrs May (London) and Mrs Robins; Prpts. William Hassan; Lig. John Milne (limelight and  
    gas); S Mngr. Mr Manson. 
- Cast incl. Billie Barlow (Dick Whittington), J. R. Greville (Judy O'Branagan), Edith Vane (Alice), George  
   Walton (Idle Jack), Lillian Davies (Captain Trimtop), the Barnes-Lucelle Troupe (Grace Lucelle, Harry  
   Barnes, George Hall, Arthur Lorraine, Wallace Hone, Amy Leslie, Louie Sanders, Beattie Fay, Marie  
   Baruard). 
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1892: Her Majesty's Theatre (Syd); 16 Apr. - 6 May 
 - Dir. George Walton; Prod. George Rignold; M Dir. H. Diederichsen; S Art. John Brunton; Chor. Grace  
    Lucelle; Cost. Mrs May (London) and Mrs Robins; S Mngr. Mr Manson; Lig. Mr Thompson; Prpts.  
    William Hassan. 
- Cast incl. Billie Barlow (Dick Whittington), G. Gregory (The Cat), George Hall (Demon Rat), Arthur  
   Louraine (Baby O'Branagan), Edward Kelly (Alderman Fitzwarren), Edith Vane (Alice), George Walton (Idle  
   Jack), Harry Shine (Judy O'Branagan), Lillian Davies (Captain Trimtop), Mr Daniels (Bill Bobshaw), Mr  
   Foster (The Emperor of Morroco), Mr Jones, Miss T. Hartley, Mr Nogrod, Miss Bruce, Miss Ellis, N. De  
   Lisle, J. O'Connell, Miss Stuart Gleeson, Polly Bennett, Elsie Philips. 
 
"Theatre Royal - Whittington and His Cat." A: 28 Dec. (1891), 6.             [see also advert. A: 24 Dec. 1891, 8] 
SMH: 16 Apr. (1892), 2.  Advert. 
 
 
JACK AND THE BEANSTALK:  [pantomime]  Lib Adapt. Cyril Sandham; Orig Mus. Edward Lloyd  
 and Cyril Sandham; Add Mus. [n/e] 
Adapted and localised by Cyril Sandham from Sir Augustus Harris and Harry Nicholls' Drury Lane production 
(BC: 28 Dec. 1891, 6), this pantomime contained incidental, dance and vocal music by its music director/conductor, 
Edward Lloyd. Additional local songs by Sandham were also incorporated into the production. The Brisbane Courier 
critic writes of Sandham's contribution: "The localisation… was very well performed; some of the jokes were smart and 
crisp, and there were some very good local hits… some humorous  songs which attracted commendation during the 
performances by other companies recently visiting Brisbane have [also] been localised and introduced" (2). 
 The production also incorporated a procession of scenes titled "Shakespeare's Beauties" (described in the 
Brisbane Courier as more like a minuet), which included hits on such plays as Hamlet, Twelfth Night, Romeo and 
Juliet, Much Ado About Nothing, Othello, Macbeth and Anthony and Cleopatra, among others. The transformation 
scene was titled "A Dream of Fairyland."  
1891: Gaiety Theatre (Bris); 26 Dec. 1891 - 20 Jan. 1892 
 - Dir/Prod. John Wallace and D'Arcy Stanfield; M Dir/Arr. Edward Lloyd; Mngr. James Stewart (theatre);  
    S Art. George Perriman.  
- Cast incl. Eva Clements (Jack), D'Arcy Stanfield (King Henry), John Wallace (Queen Tottie), Linda Henry  
   (Princess Diamond), J. A. Ryan (Mrs Simpson, Jack's mother), J. Taylor (The Cow/Clown), D. MacAndrew  
   (Giant Gorribuster), H. Marshall (Phlunkey), Jack Wade (Cabman 1891/Policeman), Marie Mackay (Oberon,  
   King of the Fairies/Columbine), Ethel Adele (Titania, his Queen), Lucy Moreland (Puck), Lottie Harcourt  
   (Johnny Dehboi), Amy Shelton (Gussy Old Flah), Sibyl Grey (Algie Hallothah, Josephine Travers (Bertie Old  
   Chapie), Lilian Melville (Mary, the Pride of the Dairy), Maude Claridge (Polly), Hetty Blanche (Ariel), Annie  
   Harwood (Peach Blossum), Grace Harding (Blushrose), Katie Clifford (Rainbow), Tully Lewis (Pantaloon),  
   H. Montague (Harlequin), Mr Maher, Mr Coote, Mr Capper, Mr Martin. 
- Musicians: Francis H. Reynolds (Ldr), J. K. Scott (piano). 
- A second edition of the pantomime was presented from 9 January onwards. 
 
 "Gaiety Theatre: Jack and the Beanstalk."  BC: 28 Dec. (1891), 6.        [see also advert. - BC: 26 Dec. (1891), 2 - incl. synopsis of scenes] 
 
 
ROBINSON CRUSOE:   [pantomime]  Lib Adapt. G. Essex Evans; Mus. [n/e] 
 Described by the Brisbane Courier critic as a pantomime "burlesque," Robinson Crusoe was adapted and 
localised by G. Essex Evans (Christophus), who is described in the review as "a gentleman whose many published 
writings are standing denials to any statement that the children of his imagination could be correctly dull, and regularly 
slow." The critic goes on to note that "the humour which he has infused into this burlesque is far above mediocrity" (28 
Dec. 1891, 6). 
 The production is said to have introduced several grand marches (including "March of the Indians"), ballets 
(notably the "Grand Statue Ballet"), transformation scene (The Birth of Love") and the concluding harlequinade (set on 
a street in Brisbane). Musical highlights included the songs performed by the principal boy Miss Jennie Lee, 
particularly "His Heart was True to Poll," "Those Golden Slippers" and "Wink your other Eye." 
1891: Her Majesty's Opera House (Bris); 26 Dec. 1891 - 11 Jan. 1892 
 - Dir. Frank Beverley; M Dir/Cond. Frank Fowler, R.A.M; Mngr/Lse. James B. Hickie; S Art. Charles  
   Marques and E. McLean. 
 - Cast incl. Jennie Lee (Robinson Crusoe), Frank Beverley (William Atkins), Hosea Easton (Friday), Alex  
    Andrews (King Hoopdedoodendoo), Gerald Lytton (Davy Jones), Chris Johnston (King Tyranny), Marie  
    Payne (Liberty), Edith Danvers (Messenger), Lily Melrose (Billy Bowline), Phoebe Levy (Charlie Bunting),  
    Minnie Hope (Sgt. Splendid Shilling), Flo Holmer (Picalilli), Cecil Sorrel (Daddy Pigtail), James Smith  
    (Cutpurse), C. Tindal (Gougeye), F. Williamson (Wankey Fum), C. Sylvester (Hokee Pokee), H. Rockley  
    (Stanley). 
 - The season closed early due to the severe illness of the lessee Mr James B. Hickie (BC: 12 Jan. 1892, 2). 
 
 "H. M. Opera House: Robinson Crusoe."  BC: 28 Dec. (1891), 6.        [see also advert. - BC: 26 Dec. 1891, 2] 
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1892 
 
 Alfred Dampier staged a "special copyright version of Goethe's immortal masterpiece, Faust" at Melbourne's 
Alexandra Theatre beginning 30 April, with himself in the role of Mephistopheles. The production incorporated a 
number of original songs written by H. Percy Kehoe. These were: "Gentle Patron" (anthem), "Welcome Once More" 
(soprano aria), "Salamanders Creep Away" (basso recitative), "Walpurgia Night" (grand chorus), "Midst Sulphurous 
Hall" (demon recitative chorus) and "Brightly Gleans Thy Glory" (angels' chorus). Between the fourth and fifth acts the 
orchestra also performed the latest craze from London, the "frenzied half-dance, half dirge, 'Ta-ra-ra-boom-der-ay'" 
(ARG: 30 Apr. 1892, 12). 
__________ 
 
 
FRA DIAVOLO:  [burlesque]  Txt/Mus. [n/e] 
 Advertised as introducing "a number of new songs and dances, that bid fair to become popular" (SMH: 11 Jan. 
1892, 7), this was the follow-up production to Dan Tracey's popular 1891 burlesque Faust in Four Flashes. 
1892: School of Arts (Syd); 9 Jan. - 
 - Prod/Lse. Dan Tracey. 
 - Troupe:  Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Frank York, Alf M. Hazlewood, Ida Tauchert, Sherwood Sisters, Will Wallace. 
 
 Editorial. SMH: 11 Jan. (1892), 7.  
 
 
LURLINE:  [burlesque]  Txt/Mus. [n/e] 
1892: School of Arts (Syd); 30 Jan. - 12 Feb. 
 - Prod/Lse. Dan Tracey. 
 - Troupe:  Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 
 
KENILWORTH:   [burlesque]  Txt/Mus. [n/e] 
 A musical burlesque into which was added a "popular" female tug-of-war. 
1892: School of Arts (Syd); 13 Feb. - 
 - Prod/Lse. Dan Tracey. 
 - Troupe:  Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Rosy and Daisy Blair, Amy Kennedy, Ida Tauchert, Emma Markham, Alf M. Hazlewood, J. S.  
    Whitworth, T. W. Rhodes, Percy St John, Will Wallace, Bertha Fanning, Madie Bennett, Anetta Bodin, T.  
    Rossman, Manuel Lopez, P. Rochford. 
 
 
FAYETTE; OR, BUSH REVELS:  [comic opera]  Lib. James Brunton-Stephens; Mus. G. B. Allen 
#  Watson and Ferguson, 1892. 
 Fayette is said to be loosely based on incidents that occurred during the Victorian gold rush era. It story tells of 
a digger who goes to Melbourne to celebrate striking it lucky and while there invites a variety troupe to return with him 
to the goldfields. "The only return that he asks the troupe for their passage to the diggings is that they shall keep him 
amused on the way." At the close of one of their little plays, which they call "Bush Revels," the company spot a dazed 
and aimless traveler coming towards them and decide to play a trick on him. They leave their camp with all sorts of 
good things (including champagne) in plain sight and conceal themselves in the undergrowth to watch. Thinking he is 
hallucinating, a situation made worse by the fact that he becomes a little drunk, the traveller looks into a mirror and sees 
the reflection of what he thinks is an angel. The vision, which causes him to collapse, is only that of one of the actresses 
who has sneaked up behind him. When he regains consciousness the traveller continues on to the diggings where he 
soon has an extraordinary change of luck and becomes a wealthy man. Unable to get the angel out of his mind he 
refuses to look at any women lest their faces distort his memory of her image. His friends rally around him and find the 
antidote to his misery by replaying the camp scene to him (essentially a play within a play). When he looks into the 
mirror once again and sees the features that have enchanted him he is cured. The play ends with word coming to him 
that he has struck an even richer vein of gold. By now content ("his spirit love has become a mortal fact") he tells his 
mates to share the find (TBT: 12 Feb. 1892, 5-6).  
 Subtitled "An Original Comic Opera in Three Acts" the first (and perhaps only) staging of Fayette was in 
Brisbane in 1892 when it was presented at a benefit for its composer G. B. Allen. With a cast of principal singers 
numbering almost twenty, and a chorus of forty, the rehearsals began well over a month prior to its premiere. Such a 
long pre-production period (unusual for an essentially amateur production) had been forced upon it after the initial 
performance date was cancelled due to wild Queensland storms. The extra time afforded its cast and musicians is 
perhaps one reason for the largely positive reviews of the production. The musicians were also said to be the best 
available in Brisbane at the time.  
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 The songs known to have been composed for the opera are: 'In Such an Hour' (duet), "If this it is to Dream" 
(aria) and "We are Spendthrift Prodigals." One particular criticism of the musical score, however, was the "great 
absence of chorus singing." The Brisbane Courier review records, for example: 'The music as a whole is bright, 
sparkling and attractive... it needs the finishing stroke of the master's hand here and there, particularly as regards the 
orchestration, which is palpably weak in many places' (24 Mar. 1892, 5). With regard to the libretto, the same critic 
records: "The scenes portrayed are purely Australian and for that reason it appeals to the sympathies of all colonial 
audiences; but it may fairly be asked whether it was worth while to include in it colloquialisms which do not redound to 
the credit of our country... [however], both libretto and music are a credit alike to the authors and to the colony with 
which they are associated" (5).  
A professional production was to be staged in Sydney at the Opera House from the 17th February 1900. The 
season was cancelled, however, apparently due to the sudden and serious indisposition of leading man Howard Vernon 
(the production and cast details are given below as published prior to the cancellation).  
An extract from the first act can be found in Volume 27 of Margin, published in 1992. 
1892:  Centennial Hall (Bris); 23 Mar. 
 - Cond. G. B. Allen. 
- Cast incl. Mrs Kelly, Mrs Menser, Mrs Robinson, Mrs Lewis, Mrs Pole, Miss Gardner, C. R. Jones, Denbigh  
   Newton, Mr McSwaine, Mr Alpin, Mr Hausemann, Mr Yorston, Mr Stewart, J. Faulds, W. Kaye. 
- Musicians incl. R. T. Jefferies (Orch Ldr), Mrs Buzzacott (harp). 
- A public recital/dress rehearsal was held on 22 March. 
1900:  Opera House (Syd); 17 Feb.    [season cancelled] 
 - Cast incl. Julie Davies, Howard Vernon, Maud Hewson, Alice Howard Vernon, Frank H. Weekes. 
 
 "Australian Opera, An." TBT: 12 Feb. (1892): 5-6. 
Editorial. BC: 23 Mar. (1892), 4.    [rnib]          [see also advert. - BC: 22 Mar. 1892, 2] 
 Brunton Stephens, J.  Fayette. M: 27 (1992): 13-19.  Extract.   [rnib] 
"Fayette: A Queensland Opera."  BC: 24 Mar. (1892), 5. 
Rees, Leslie. Making of Australian Drama, The.  (1973), 74-75. 
 SMH: 17 Feb. (1900), 2, 14.  Advert.     
 SMH: 19 Feb. (1900), 11.    Cancellation notice.       [rnib] 
 Williams, Margaret.  Australia on the Popular Stage. (1983), 190. 
 
 
LITTLE DON GIOVANNI:  [burlesque]  Txt Adapt. Harry Leston; Mus. [n/e] 
 With its material arranged by Harry Leston, and most likely from H. J. Byron's burlesque Little Don Giovanni; 
Or, Leporello and the Stone Statue (1865), this burlesque heralded the first appearance of the well-known Australian 
actor/comic as both producer and principal for a short season of burlesque at Sydney's School of Arts. American-born 
entrepreneur, Dan Tracey, had no doubt keenly sought Leston after the actor's previously successful burlesque 
engagement with Frank Smith at the Alhambra in late 1890. 
 The production, which included local songs and dances, was presented as a second part to an evening's 
entertainment of minstrelsy and vaudeville. 
 [NB: A similarly titled production of Little Don Giovanni – subtitled The Maid, the Masher and the Marble Man – was staged by Amy 
Horton's Burlesque Company in late April / early May 1886. That production was adapted by F. W. Hume and Frank St Clair. There is not believed to 
have been any relationship between the two works, apart from their use of the same source. See 1886 entry for details of the earlier production.] 
1892: School of Arts (Syd); 12 Mar. - 1 Apr. 
 - Dir. Harry Leston; Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Harry Leston (Leporello), Lizzie Hastings (Little Don Giovanni), Johnny Cowan (Police Sgt.). 
 
 "Amusements." SMH: 14 Mar. (1892), 5. 
 
 
LA SONNAMBULA:  [burlesque]  Txt Adapt. Harry Leston; Mus. [n/e] 
 A topical and musical burlesque founded on the Bellini opera, it was resented as the second production for 
Harry Leston's season of burlesque under the Dan Tracey management. During the same week there was also a 
production of the original Bellini opera presented at the Garrick Theatre under the auspices of William Hughes 
management.  
[NB: Another burlesque of La Sonnambula is known to have been presented at Frank Smith's Alhambra Theatre (Syd) from 21 January the 
previous year.  There does no seem to be any relationship between the two productions, however.] 
1892: School of Arts (Syd); 2-8 Apr. 
 - Dir. Harry Leston; Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Harry Leston. 
 
 
IXION: [burlesque]  Txt Adapt. Harry Leston; Mus. [n/e] 
 A "Classical, Humerous, Celestial and Mythological Burlesque" in which "Ixion, King of Thessely, who being 
invited to visit Olympus by Jupiter fell in love with several goddesses, and was punished by being selected as the Man 
at the Wheel" The characters of the burlesque were arranged by Harry Leston, who also impersonated the character of 
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Ganymede, and "into which he introduced a considerable amount of humour." The Sydney Morning Herald review 
notes, too, that "new and pretty scenery was introduced, and popular solos, duets, quartets, and choruses were given at 
short intervals" (16 Apr. 1892, 2). 
1892: School of Arts (Syd); 9-22 Apr. - 
 - Dir. Harry Leston; Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Harry Leston (Ganymede), Lizzie Hastings (Ixion), Dora Bush (Jupiter), Madie Bennett (Venus),  
    Johnny Cowan (Cupid), Alf M. Hazlewood (Minerva), Alf Lawton (Bacchus), J. Whitworth (Mars), Amy  
    Kennedy (Apollo), Florrie Summers (Mercury), Emily Watts (Juno), Nelly Girand (Diana), Grace Elvy  
    (Prosepho), Miss Mabo Ross (Podasokus), Tom Edwards (Tondapanelbomenas), Tom Bowman (Hercules),  
    Clara Spencer (Hebe), Blair Sisters. 
 
 "Amusements." SMH: 11 Apr. (1892), 5.                     [see also advert. - SMH: 16 Apr. 1892, 2] 
 
 
BARNEY'S LUCK:  [musical sketch]  Txt. Charles Taylor; Mus. [n/e] 
 Presented as the final part entertainment, Barney's Luck was advertised as "Charlie Taylor's musical Irish 
sketch.. in which [he] and Miss Carrington will introduce musical specialties" (BC: 9 Apr. 1892, 1). 
1892: Gaiety Theatre (Bris); 9 Apr. - 
 - Mngr/Dir/Lse. Charles Taylor and Ella Carrington. 
 - Troupe: Taylor-Carrington Company. 
 - Cast incl. Charles Taylor and Ella Carrington. 
 
 BC: 9 Apr. (1892), 2.   Advert.      
 
 
BLUEBEARD:  [burlesque pantomime]  Txt/Mus. [n/e] 
 A second part burlesque entertainment staged by the Cogill Brothers, Bluebeard was built on pantomime lines 
in that that it contained a harlequinade. The Age critic noted that both aspects of the production "were amusingly like 
reality, and in some instances excelled it… The pantomime was produced with the most astonishing detail, and the 
interest of the spectators was well maintained throughout. An artistic transformation scene brought the entertainment to 
a close" (18 Apr. 1892, 6).  
1892: St George's Hall (Melb); 16 Apr. - 
 - Dir/Prod/Lse.  Harry P. and Charles W. Cogill. 
 - Troupe:  Cogill Brothers' New Minstrels. 
 - Cast incl. Charles W. Cogill, Harry P. Cogill. 
 
 "Amusements."  A: 18 Apr. (1892), 6. 
 
 
ILL-TREATED ILL TROVATORE: [burlesque]  Txt Adapt. Harry Leston; Mus. [n/e] 
 Adapted from the H.J. Byron burlesque, with Harry Leston, who again "had the arrangement of the piece," 
impersonating Azucena, "and as such was responsible for many outbursts of laughter." Brough and Boucicault had 
presented a production of the original opera at the Criterion Theatre, Sydney back in February, which was reason 
enough, perhaps, for Dan Tracey or Harry Leston to propose a burlesque version - although the usual practice was to 
attempt to time such productions more closely. It is more probable that the burlesque was chosen because Leston had 
himself been involved with another localised, and successful, adaptation of Ill Trovatore when appearing at Frank 
Smith's Alhambra Music Hall in October 1890. This suggests, too, that there may be a relationship between the 1890 
and 1892 burlesques [see 1890 file]. Even so, it is likely that a reasonable amount of new comic business and more 
contemporary songs would have been added to the latter production. This is supported by a Sydney Morning Herald 
preview which notes that "new scenery and some pretty music have been introduced into the burlesque." Interestingly, 
the preview also advertises that "a performance especially suited to ladies and children will be given this afternoon (23 
Apr. 1892, 9).  
A popular burlesque subject, one of the earliest known local productions was staged in 1874 by Sydney's 
Balmain Amateur Dramatic Association (18 Feb.). The extent to which it was localised or adapted by a local author is 
unclear. 
1892: School of Arts (Syd); 23-29 Apr.  
 - Dir. Harry Leston; Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Harry Leston (Azucena), Alf M. Hazlewood (Maurico), Johnny Cowan (Count di Luna), Albert  
    McKisson and John "Jack" Kearns (acrobats), Blair Sisters (dancers). 
 
 "Amusements." SMH: 25 Apr. (1892), 7.           [see also prev. - SMH: 23 Apr. 1892, 9] 
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BLACK-EYED SUSAN; OR, THE LITTLE BILL UP TO DATE: [burlesque]  Txt  
Adapt. Harry Leston; Mus. [n/e] 
The last of Harry Leston's burlesques for Dan Tracey at Sydney's School of Arts, Black-Eyed Susan; Or, The 
Little Bill up to Date contains, according to a Sydney Morning Herald review, "a number of local hits" and a stage 
design which included a steamer deck. The music incorporated into the show consists of "some favourite songs, duets 
and choruses" which "were given at intervals" throughout the productions (5).  
A production of Black-Eyed Susan, adapted by Percy St John, was staged by Dan Tracey at the School of Arts 
in late November 1891. [See 1891 file for details]  Although Leston's burlesque may well have been based on the earlier 
one, it is quite likely that the nature of the business would have been required of him that he add (at the very least) some 
new comic routines and songs.  
1892: School of Arts (Syd); 7-20 May 
 - Dir. Harry Leston; Prod. Dan Tracey. 
 - Troupe: Dan Tracey's Vaudeville Minstrel and Specialty Company. 
 - Cast incl. Harry Leston (Dame Hatley), Alf M. Hazlewood (Doggrass), Johnny Cowan (Captain Crosstree),  
    John "Jack" Kearns (Hatchet), J. S. Whitworth (Raker), Will Wallace (Admiral's Clerk), Albert McKisson  
    (Marine Sgt.), Pat Rochford (Gnathrain), Florrie Summers (Dolly Mayflower), Emily Watts (Shann  
    O'Ploughshare), Nelly Gerard (Polly), Rene Hamilton (Jack Woods), Grace Elvey (Bill Bowline), Amy  
    Vallancy, Lizzie Hastings. 
 
"Amusements." SMH:  9 May (1892), 5. 
 
 
BULBO: [comic opera]  Lib/Mus. H. T. Harrison 
 H. T. Harrison, who had been managing Her Majesty's Opera House (Bris) since the Maggie Moore season 
(beginning 18 Mar.), presented this "new and original comic opera" for its Australian premiere as part of a season of 
comic opera under his own direction. The opening night performance was reviewed as being well received by the 
audience, although the company "appeared under disadvantages which few visiting companies have to contend against." 
The Brisbane Courier refers here to the fact that the company was newly formed and that the opera was being staged 
for the first time. "They consequently had not the important advantage of having played together before, or the equally 
weighty advantage of having previously produced the opera." The critic goes on the note that "in judging the merit of 
their first performance, it is only reasonable that these circumstances should be kept in view, for they doubtless operated 
adversely both upon the production and the impression made upon the public… who showed a marked dispensation to 
make fair allowance and to applaud unstintedly every part of the performance" (BD: 7 Aug. 1892, 6). 
 Set in the mythical country of Paflagonia, a hundred years in the future (1992), the story revolves around Prince 
Bulbo, "the perfect prince," who visits the court of King Valoroso for the purpose of marrying the latter's daughter 
Angelica. Valoroso is described as a monarch with a temper of his own. During the festivity's of a state banquet the 
King becomes intoxicated and makes improper passes at a charming waiting maid, Rosabela. Unfortunately she has 
previously won the affection of the king's nephew, Prince Giglio. Impetuously he flaws the king with a blow from a 
warming pan and flees. When the King recovers consciousness he orders the arrest and execution of the prince. Unable 
to find Giglio the court decides to arrest and execute Prince Bulbo in default. Meanwhile Rosabela is arrested and 
threatened with torture unless she divulges the whereabouts of her lover. Giglio returns to save Rosabela, at which time 
thy sing the duet "By Thy Side, Dearest One." Upon hearing of Giglio's return King Valoroso falls into a revengeful 
rage, demanding his guards seize the prince immediately and kill him. In desperation Rosabela summons to her aid her 
fairy grandmamma, Blackstick, who helps Giglio first escape, and then worst the king in a fight. All ends happily ever 
after with Valoroso taken prisoner, Giglio then ascends the throne with Rosabela as his queen, and Bulbo marries 
Angelica. 
 The Brisbane Courier critic writes of Harrison's work: "He has used his experience and his musical ability with 
considerable though not always equal success. His music is light and tuneful. Some of the numbers are pretty and will 
no doubt win their way to popularity. There is good material in the opera and the fact that the encores were very 
numerous and even minor numbers were warmly applauded is strong evidence that the audience were pleased with it.  
 Apart from the aforementioned duet, other songs known to have been written for the opera were: "Quaff the 
Brimming Wine Cup" and "Cruel to be Kind" (Giglio), "For Him" and "Ours the Sweetest Occupation" (Rosabela), 
"What Do You Think of the Prince" (Bulbo) and "Let Me But Hear a Murmur" (King Valoroso). 
1892: Her Majesty's Opera House (Bris); 6-13 Aug.  
 - Dir/S Mngr. John Wallace; Prod/Cond. H. T. Harrison. 
 - Cast incl. C. M. Leumane (Prince Gigho), Aggie Kelton (Rosaleba), Denbig Newton (King Valoroso), G.  
    Boultan (Prince Bulbo), F. W. Montague (Captain Hedzoff), J. E. Leonard (Archbishop), A. Lynne  
    (Glumboso), John Wallace (Jenkins Gruffanuff), Letty Durand (Angelica), Belle Lindsay (Fairy Blackstuff),  
    George Sims (Countess Gruffanuff), Dorine Lesmore (Mandolina), Florrie Branscombe (Headsman's  
    Daughter). 
 - The role of fairies was undertaken by a chorus of little girls, who were under the supervision of Mrs Harrison. 
- The production was advertised to premiere on 3 August, but was postponed until the 6
th
 when Aggie Kelton  
   succumbed to an illness just prior to opening night. 
 
 "Mr H. T. Harrison's Opera Company – Bulbo."  BC: 7 Aug. (1892), 6.      [see also advert. – BC: 9 Aug. (1892), 2] 
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BLUE BEARD:  [pantomime]  Lib. [n/e]; Orig Mus. Frank Eugarde; Add Mus. [n/e] 
 George Rignold's follow-up Christmas production to his successful 1891 pantomime Babes in the Wood; Or, 
Bold Robin Hood and His Foresters Good.  The story, told in three acts, begins in "The Home of Discord," where the 
rival forces of good and evil are marshalled. The spirits of Blue Beard and Fatima are then called up and the plot of the 
fable is foreshadowed, before the whole of the stage is opened up to reveal the "Grand Square of Aleppo" and host of 
pretty chorus girls in Eastern dress.  The second act follows the original story closely, and is itself followed by the 
Transformation Scene and Grand Harlequinade. A number of allusions to topical subjects and personalities were 
sprinkled through the pantomime, including a duet by Martyn Hagan and George Walton, who were made to resemble 
two premiers of the day. Other members of the ministry were also targeted, leading the Sydney Morning Herald critic to 
note that the pantomime "bore witness, once more, to the smartness with which a poor "book" had been localised" (6). 
 The sets for the Sydney production, designed by Clint and Vaughan, showed scenes such as Bluebeard's Castle," 
"Selim's Palace of Precious Stones," and "Cupid's Bower of Roses," with the transformation scene portraying "The 
Nativity of Rotomahana." Advertisements indicate that Rignold spared no expense with the costumes, their being over 
150 different designs put together by a team of some seven costumiers. The properties also included an eight-foot high 
pacing elephant, "with moveable ears that flapped and a life-like trunk," and which created a riot with the audience as it 
carried out a number of "ludicrous pranks."  
 The songs and dances incorporated into the story included the chorus numbers "Oh Selim," and Chevalier's song 
"The Future Mrs Awkins," a Turkish dance, invented by Madame Duvalli, "I've Just Come Away From the Inquest" 
(Martyn Hagan), "Garn'away, What D'you Take Me For" (George Rignold), "Jodel" (Lilly Napier), "Drink Boys," "Airy 
Mary Green" and "The Seventh Fusilliers" (Maggie Moore), the choral march "Here Comes the Great, The Brave Blue 
Beard, Sing a Rum-Tiddley-Um-Tum-Tum," and "The Masher up to Date" (George Walton).  
1892: Her Majesty's Theatre (Syd); 24 Dec. 1892 - 27 Jan. 1893 
 - Dir. George Walton; Harlequinade Dir. Frank Harcourt); Prod. George Rignold; M Dir/Arr. Frank Eugarde;  
    S Art. Alfred Clint and Mr Vaughan; Chor. Rosalie Duvalli; Cost. Edel and Russell, with Arthur Frederics;  
    Lig. (electric and limelight) Thompson and Heaton; Prpts. Rock Phillips. 
- Cast incl. Maggie Moore (Selim), Lilly Napier (Fatima), George Walton (Sir Henry Blue Beard), Martyn  
   Hagan (O'Shacabac), Lionel Rignold (Sister Ann), Little Ivy Scott (Cupid's Messenger), Bessie Rignold  
   (Queen Felicity), J. W. Sweeney (Ibraham), Lene Loveday (Cupid), Joe Tolano, Eileen Harvie, Frank  
   Harcourt, Marie Bernand, Arthur Rigby (Demon Discord), Nina Field, A. J. Ivimey, Agnes Bristow, Cyril  
   Knightley, Alice Brown, H. Rowley, Lily Rowley, T. Ambrose, Dora Selwyn, C. Barwell, L. Sydney, C.  
   Barker, Edward Fanning, Trevoe, Martin and Francis. 
 
"Her Majesty's."  SMH: 26 Dec. (1892), 5-6.                       [see also prev. - SMH: 24 Dec. 1892, 10] 
 
 
LITTLE RED RIDING HOOD AND HARLEQUIN BOY BLUE; OR, THE 
WICKED BARON AND THE NAUGHTY WOLF:  [aka LITTLE RED RIDING 
HOOD; OR HARLEQUIN BOY BLUE, THE GOOD FAIRY, THE WICKED 
WOLF, THE BOLD BAD BARON AND THE WICKED DAME] [pantomime]  Lib. Bert  
 Royle; Orig Mus. Lovell Phillips; Add Mus/Lyr incl. Dr Byrne, Robert Courtneidge  
The inaugural production for the newly formed partnership of J. C. Williamson and George Musgrove, Little 
Red Riding Hood and Harlequin Boy Blue also opened Sydney's newly built Lyceum Theatre when it premiered there in 
December 1892. The pantomime was unanimously praised by the critics, not only for its spectacle and well-written 
storyline, but also because it greatly appealed to the adults audience, a matter which one noted when he or she wrote: 
"the scheme of Mr Bert Royle's pantomime at the Lyceum Theatre differs somewhat from the ordinary Christmas 
burlesque, inasmuch as it touches an occasional note of serious interests" (31 Dec. 1892, 5). The narrative (at least in 
the 1893 Melbourne production) is said to have contained numerous references to topical issues, in addition to a 
burlesque of I Pagliacci. The Melbourne version, which was advertised using the alternative title) also included a 
procession of sporting representatives (lady jockeys, footballers, cricketers, sailors, fishermen, billiardists, golfers, 
bicyclists etc), which does not appear to have been presented for Sydney audiences.  
The pantomime's story begins in the "Wolf's Lair" at Spider Web Valley, where the Wolf and his accomplice, 
Fox the Lawyer hatch their evil plan. The action then moves to the "Happy Village of Maypole" where characters such 
as the Dame (Principal of the school) and Little Red Riding Hood are introduced. After wandering in the woods Red 
falls asleep only to be captured by the Wolf. Little Boy Blue later mounts a rescue which leads to a duel to the death.  
The final scene, described as a "genuine pantomime feature" saw the inclusion of a Dolls Quadrille, "in which dolls of 
every height and shape, from giants to the veriest dwarfs, solemnly descended a grand staircase at the back of the stage, 
and amidst shrieks of laughter joined in the dance" (27 Dec. 1892, 6). 
The score for the Sydney production was roundly praised by the Sydney Morning Herald. In reviewing the 
premiere performance, the critic notes for example that the pantomime's air of refinement, "apart from the musical-hall 
ditties of the usual type… was due to the charm of Mr Lovell's music… the orchestration throughout the evening was 
full of piquant device and imaginative freshness." One particular musical moment, the duel scene between Little Boy 
Blue and The Wolf, in which the Fairy Queen and chorus sang a dramatic song, was described, too, as a "pleasant 
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excursion into operatic regions" (6). In a later issue it was suggested that the original music written for the chief scenes 
by Mr Lovell Phillips is unusually graceful, the orchestration being full of varied and dainty devices" (31 Dec. 1892, 5). 
Among the songs presented were several popular London music hall numbers, including "If the River Could 
Only Sing" (Queen Rose), "You Can't Think of Everything" and "Come and be Mine" (Alice Lemar), and "There's a 
Maiden Fair" (Addie Conyers). The choreographed highlights included  the "Grand Double Maypole Dance," a "Grand 
Ballet" in Act Two, in which a troop of chorus girls regaled in rich oriental robes presented a cymbal dance, and  dance 
by seven tiny children in bonnets and pelisses to sung nursery rhymes. Songs incorporated into the Melbourne 
production included "Tommy Atkins," a burlesque on the popular American song by Charles K. Harris, "After the 
Ball," and a waltz composed by Dr Byrne of Brisbane. 
A number of the leading members of the cast for both productions had been engaged from the London Gaiety 
Burlesque Company who had been touring the country since earlier in the year. Principal actors included Alice Leamar, 
Addie Conyers, Rosie Nott and Bert Haslem.  
1892: Lyceum Theatre (Syd); 24 Dec. 1892 - 18 Feb. 1893 
 - Dir. Walter Raynham; Prod. J. C. Williamson and George Musgrove; M Dir/Cond. Lovell Phillips; Orch  
    Ldr. George Hall; S Art. George Gordon, J. Gordon and Phil Goatcher; Cost. Mde Beaumont (Aust), Mons  
    and Mde Alias (London); Lig. Prof. H. D. Smith. 
 - Cast incl. Alice Lemar (Little Red Riding Hood), Robert Courtneidge (Dame), Addie Conyers (Boy Blue),  
    Slade Murray (The Baron), M. P. Bentley (Johnnie Stout), J. Beattie (Johnny Green), R. E. Watson (Simple  
    Simon), Bert Haslam (Fox, the Crafty Lawyer), Cora Tinnie (Jack Horner), Nellie Rubery (Tom Tom), Ada  
    Lee (Jack), Ada Page (George Porgy), Edina Cablyle (Miss Muffitt), Flo Evelyn (Mary Mary), Alice Verdy  
    (Jill), Rosa Dark (Lucy Lockett), Gus Walhalla (Master Jacko), Master Grimalkin (The Cat), Albert Lucas  
    (The Wolf), Ada Walker (Queen Rose), Cissy Hughes (Simplicity), Kate Royle (Truth), Lillia Wilde  
    (Progress), Amy Olive (Patience), Laura Bernard (Perseverance), Edward Walhalla (The Spider/Pantaloon),  
    Mr Doubleback (The Dragon),  John Walhalla (clown), R. E. Watson (Harlequin), Miss Stanley (Columbine),  
    Miss Walhalla, J. Harvey (Village Policeman), Gus Walhalla (Old Woman), plus a chorus of Huntsmen,  
    Peasants, Scholars, Demons and Fairies. 
- The orchestra included some twenty musicians.  
 - A second edition of the pantomime was presented from 21 Jan. 1893. 
1893: Princess Theatre (Melb); 26 Dec. 1893 - 9 Feb. 1894 
 - Dir. Walter Raynham; Prod. J. C. Williamson and George Musgrove; M Dir. Lovell Phillips; S Art. George  
    Gordon, J. Gordon and Phil Goatcher; Cost. Mde Beaumont (Aust), Mons and Mde Alias (London); Cost.  
    Mons Chor. Mde Phillipini; Orch Ldr. H. Weinberg; Lig. H. Jones (electric/limelight); S Mngr. C. Beaver. 
 - Cast incl. Mr Courtneidge (Dame), Jennie Lee (Boy Blue), Violet Varley (Little Red Riding Hood), Ethel  
    Haydon (Queen Rose), J. R. Greville (Baron), Sydney Dean (The Wolf), Ethel Haydon (Queen Rose), Jack  
    Kearns (Johnny Stout), Albert McKisson (Johnny Green), R. E. Watson (Simple Simon), Walter Reid (Fox),  
    Belle Russell (Tom Tom), Miss F. Esdaile (Jack), Mildred Osbourne (Jill), Rosie Nott (Jack Horner), Ada  
    Page (Georgy Porgy), William Hassan (McGoose), Maie Saqui (Miss Muffit), Minnie Everett (Mary Mary),  
    Rosa Dark (Lucy Lockett), Ida Ingersoll (Miss Midget), Ina Lawrence (Simplicity), Miss A. Mitchell (Truth),  
    Ada Lee (Progress), Miss C. M. Bain (Patience), Lena Cassellie (Perseverance), Master Grimalkin (The Cat),   
    Signorina D'Argo (dancer), Mary Weir (dancer), Signor Caicedo (wire-walker).  
 
 "Little Red Riding Hood."  SMH: 27 Dec. (1892), 6.     [see also prev. - SMH: 24 Dec. 1892, 10] 
 "Musical and Dramatic Notes."  SMH:  31 Dec. (1892), 5. 
"On and Off the Stage."  TBT:  5 Jan. (1894), 7. 
"On and Off the Stage."  TBT: 12 Jan. (1894), 8. 
"Princess's Pantomime - Little Red Riding Hood."  A: 27 Dec. (1893), 5.          [see also advert. - 23 Dec. 1893, 12] 
 
 
THE SQUATTER'S HOMESTEAD:  [musical entertainment]  Txt/Mus [n/e] 
 An original first part comical entertainment with singing and dancing, and described in advertising as 
"immensely original and intensely amusing" (SMH: 24 Dec. 1892, 2).  
1892: School of Arts (Syd); 24 Dec. 1892 – ca. Jan. 1893 
 - Mngr/Lse. Ralph Walshe; M Dir. Prof. Stynes; S Art. J. Campbell; S Mngr. Harry Clay. 
 - Cast incl. Billy Warner, Blair Sisters, Eddie Sampson, Frank Yorke, Harry Clay, Marcella Day, Kate Clay, F.  
    W. Montague, Clarke Sisters, Crawford and Mooney. 
 
 
THE INVISIBLE PRINCE:  [pantomime]  Lib. Percy St John and James Wilkinson; Mus. [n/e] 
 The plot turns on the love of the good Prince Amiable, son and heir to the throne of King Buonocore, for 
Princess Violet, whom he has never been permitted to behold. The good fairy Roseatinta provides him with six magic 
roses which possess the power of causing those who smell them to become invisible (the white ones) or visible (the red 
ones) at will. The prince sets out on a journey with his companions, the Counts Muffio and Spoonio, in search of his 
ladylove, with each in possession of a white and red rose. Eventually they arrive at the court of King Turco the Terrible, 
the father of Princess Violet, and are arrested and sentenced to death. Their only avenue of escape from the hangman's 
noose is to marry Princess Violet's decidedly old and ugly sisters, Tartarella and Dragonetta. The narrative's 
complications involve numerous "absurd situations" such as the Prince and his companions having to use the roses in 
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order to escape King Turco's evil plan to kill them after the marriage; and King Turco using the last of the white roses 
to turn himself invisible in order to spy on his prime minister (but without the power to rectify his mistake).  
 Songs known to have been incorporated into the story are: "Justice in Australia" (sung by Alice St John, Amy 
Johns and Emma Markham), "Ta-Ra-Ra-Boom-De-Ay" (James Wilkinson), "He Always Likes to Have a Finger in the 
Pie" (Leonard and Hawthorne), "Gentlemen of the Jury" (Percy St John), "Australia by the Sea" (Amy Johns), "The 
Militiaman" (Emma Markham) and "Take a Day Off, Mary-Ann." Several marches were also warmly received, 
particularly the "Prize Princess Show" which served to introduce princesses of all parts of the earth in national costume, 
even the Princess of Woolloongabba.  
1892: Gaiety Theatre (Bris); 26 Dec. 1892 – ca. Jan. 1893 
 - Dir. Percy St John and James Wilkinson; Mngr/Lse. J. Stewart;  M Dir/Cond. V. Benvenuti;  S Art. Messrs  
    Vaughan, Agnew and Day; Cost. Markham and Johns; Lig. (limelight) Dalmar. 
- Cast incl. Alice St John (Prince Amiable), A. McLean (King Buonocore), Alice Sturgess (Princess Violet),  
   Lily Forbes (Fairy Rosetinta), Amy Johns (Count Muffio), Emma Markham (Count Spoonio), James  
   Wilkinson (King Turco), Edmund Leonard (Tartarella), Frank Hawthorne (Dragonetta), Percy St John (Prime  
   Minister Gruffangrimio), J. Williams (Meelimug). 
 
"Gaiety Theatre: Christmas Pantomime."  BC: 28 Dec. (1892), 7.                                [see also prev. - BC: 26 Dec. 1892, 6; and advert. -  
            BC: 26 Dec. 1892, 2] 
 
 
ALI BABA AND THE FORTY THIEVES:  [pantomime]  Lib. Bert Royle; Mus. H. T. Harrison 
 The Age critic writes of this version of "the juvenile classic" that it "is not impeded by any slavish adherence to 
the original, and this is fortunate because if it were we might have been deprived of the comic donkey, many passably 
funny topical allusions and some rollicking coster songs, besides any amount of clever fooling by Messrs Lonnen, 
Snazzle and Bolder, and dancing in every graceful variety" (27 Dec. 1892, 6). 
 The story begins in Toadstool Swamp where a conclave of Mepistos plan the overthrow of the forty thieves. 
The narrative's humorous intent is demonstrated in the scene that follows the grand ballet (set in the Temple of 
Terpsichore). Ali Baba and his wife arrive on the scene in a tandem dog cart drawn by two eccentric and humorous 
donkeys. The cart falls to pieces and the occupants are thrown out just as Ali's son turns up in the company of a 
policeman, Cerulo. This leads to "all sorts of amusing repartee and funny antics [which keeps] the action briskly 
moving until the arrival of Hassarac and his band of desperados.  
 Songs incorporated into the production included: "The Flag of the Forty Thieves" (Hassarac), "The Fat Boys 
Chorus" (juvenile chorus), "I've Chucked up the Push for my Donah" (a larrikin song by Little Nipper), "Stand to your 
Guns," and "Down the Bay" (Little Nipper and E. J. Lonnen).  
 The Argus records that one of the features was George Gordon's scenic art. "The only fault to be found with 
these," writes the critic, is "that they are too good to be appreciated by that demonstrative section of the audience which 
will howl its applause at the brainless inanities of a concert-hall song, and will fail to perceive, or will only regard with 
frigid indifference, such a succession of beautiful pictures as those which this gentleman presented to them on Saturday 
evening. These were worthy indeed of any theatre in Europe." Gordon's illustrations included a rocky promontory in 
Greece crowned by a Doric temple and the monument of Lysicrates (Sc 2); the Grand Bazaar in Bagdad (Sc 4); and in 
Act 3, the interior of Cassim Baba's house, described as a "triumph of scenic composition in the sumptuousness of its 
construction and decoration [and] its suggestions of space and oriental opulence." The transformation scene is said to 
have involved five pictures illustrative of as many divisions of the globe – the churchyard of Stoke Pogis (Europe); 
dome-like pagodas and choultries rising up from the banks of a river (Asia); the colossal temples of Egypt (Africa); 
Mirror Lake, Yosemite Falls (America); and Stevenson Falls (Australia)  (27 Dec. 1892, 7).  
[NB: Another pantomime version of the Ali Baba/Forty Thieves tale was staged in Sydney in 1891 by George Musgrove. Although the 
libretto was adapted by a different writer (director, Frank Emery), that production also saw H. T. Harrison engaged as music director/composer, and 
George Gordon commissioned to produce the scenic artist. These connections, in addition to the presence of George Musgrove, suggest that some 
similarities between the two productions occurred. They are, however, treated as separate works due to variations in the titles, scenic settings, 
harlequinade and the likely differences in topical/local allusions and songs/dances.] 
1892: Princess's Theatre (Melb); 24 Dec. 1892 – 15 Feb. 1893 
 - Dir. John Wallace; Prod. J. C. Williamson and George Musgrove; M Dir/Cond. H. T. Harrison; Orch Ldr.  
    H. Weinberg; S Art. George Gordon and J. Gordon. 
 - Troupe incl. London Gaiety Burlesque Company, and the Faust Family 
 - Cast incl. E. J. Lonnen (Ali Baba), Katie Barry (Ganem, his son), Alice Lethbridge (Morgiana), W. Reid  
    (Cassim), Harry Daniels (Mustapha), Miss Holbrooke (Florabella, Queen of the Fairies), Leila Rose  
    (Abdullah), G. H. Snazzle (Hassatac), Mary Knight (Ahmed), Alice Austin (Mirza), Addie Capper (Stubbs),  
    Miss Clitherow (Dot), S. Lyme (King Furgi, guardian of the Mushroom Glade); Political Mushrooms - Mr  
    Edwards (Wildcat), Mr Browne (Pot Hat), Mr Whitehead (Tarantula), and Mr Flavel (Applebob); Linda  
    Henry (Inspector Know-all), H. W. Gribben (Cerulo); Bagdad Force – Mr Tremble (Ali Huzz), Mr Clearquick  
    (Ali Buzz); and Harry Zetter (Little Nipper), Robert Bolder (Cogia, Ali's wife), Mr Hassan and Mr Hart (The  
    Two Assess); The Nations – Miss Clitherow (France), Miss Darbyshire (Germany), Miss Mckay (Italy), Miss  
    Bacchus (Austria), Miss Downward (America), Miss Knight (Africa), Miss Gardiner (South Africa), Miss  
    Austin (Britannia), Miss Capper (Federated Australia); Harlequinade – Ted Faust (Clown), E. Faust  
    (Pantaloon), Eugene Faust (Harlequin), Daisy Faust (Columbine), Victor Faust (Madame Bonnyface), D.  
    Tective (Policeman), Mr Cane (Schoolmaster).  
 309 
 
 "Princess's Pantomime: The Forty Thieves, The."  A: 27 Dec. (1892), 6.     [see also advert. – A: 24 Dec. 1892, 10] 
 "Princess's Theatre: The Forty Thieves."  ARG: 27 Dec. (1892), 7. 
 
 
LITTLE CINDERELLA AND HER GREAT BIG SISTER; OR, THE LOVER, 
THE LACKY AND THE LITTLE GLASS SLIPPER:  [pantomime]  Lib Adapt. George K.  
 Fortesque et al; Mus. [n/e] 
 Staged as a second half feature, following a shorter than usual minstrel first part, Cinderella and Her Great Big 
Sister was to be the last production presented by Frank Smith at the Alhambra Music hall prior to handing over the 
theatre's management to long-serving stage manager, Harry Barrington. The pantomime was also unusual for Smith in 
that he had largely refrained from staging such productions, including burlesques and farces, at the Alhambra. It is 
possible that Cinderella was a last ditch effort to remain in business as a result of the early 1890s depression. While the 
pantomime did not compete in terms of spectacle and extravaganza values with J. C. Williamson's lavish Little Red 
Riding Hood production (Lyceum Theatre), Smith was able to engage several top-line minstrel performers in J. S. 
Porter, the Bovis Brothers, Lucy Fraser and George Turner. It is not clear whether Charlie Pope and Irving Sayles, who 
were members of the minstrel first part, also appeared in the pantomime. The adaptation by American burlesque 
specialist, George K. Fortesque, would have very likely included much input by the aforementioned performers, 
especially in terms of the comic business.  
 The pantomime was arranged in seven scenes, within which the Sydney morning Herald said "absurd and 
impossible situations occurred" (SMH: 27 Dec. 1892, 6). The transformation scene was entitled "The Butterflies 
Bower." 
1892: Alhambra Music Hall (Syd); 26 Dec. 1892 – ca. Jan. 1893 
 - Dir. Harry Barrington; Prod. Frank Smith; M Arr/Cond. Robert Lockhead; S Art. Harry Whaite. 
 - Cast incl. Viola Fortesque (Cinderella), Lucy Fraser (Prince of Salerno), Miss R. Jones (a step-sister), George  
    K. Fortesque (the other step-sister), Alma Obrey, Eva Howard, Miss G. Elvy, L. Seymour, Charles Bovis,  
    Will Bovis, George Turner, J. S. Porter, A. W. Hulme. 
 
 "Alhambra Music Hall, The." SMH: 27 Dec. (1892), 6.      [see also advert. - SMH: 24 Dec. 1892, 2] 
 
 
 
 Fayette; Or, Bush Revels (advertisement) 
Brisbane Courier 22 Mar. (1892), 2. 
(Courtesy of the Fryer Library, University of Queensland) 
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1893 
 
 
 In December, Dan Barry staged the romantic Australian bushranging drama, Ransom, at the Alexandra Theatre, 
Melbourne. Described in advertising as "abounding in sensation, pathos, sentiment and rollicking humour… [with] a 
cleverly woven plot based on actual facts with a vein of comedy running through it," Ransom contained at least two 
songs, sung by the character Tom Chivey (23 Dec. 1893, 10). The play's incidental music was selected and arranged by 
David Cope. 
  A farcical comedy titled, Gay Paris, first known to have been staged in Australia by Harry and Charles Cogill's 
New Minstrel Company at St George's Hall (Melb) on 18 June 1892, was revived by Harry Rickards at the Tivoli theatre 
(Syd) on 16 December 1893. Rickards extended on the original production's grand ballet sequence (titled "Fin De 
Siecle"), however, by incorporating two grand ballets - "Pas-De-Plaisure" and "Paris." 
 
__________ 
 
IMMOMEENA:  [play with music]  Txt. Harry Congreve Evans; Mus. Mauritz Heuzenroeder 
 Set on a sheep station near the Murray River, this two act musical play concerns a squatter, Harry Crosby, his 
cousin, Kitty, and her friend Violet. Both women are involved in an amorous intrigue with a handsome police trooper, 
Alex Fergus, and his friend James Main, an adventurer. Other characters, who have arrived at the homestead to attend 
the squatter's ball, include a pompous Alderman who is looking for his long-lost son; Professor Bingham (an eccentric 
"new chum" scientist searching for the mythical bunyip); Billy-the-Hatter (a crazed stockman); Harold Montague (a 
"masher);" and Maggie (an Irish servant girl). Juxtaposed with the various incidents that make up the dramatic action, is 
a strong sense of nationalist sentiment. Leslie Rees, in The Making of Australian Drama, points out, for example, that 
"the opening chorus of stockmen and girls set the patriotic tone" of the opera: 
 
Men: Coo-ee! 
Girls:  Coo-ee!  
Men:  'Tis our Australian cry 
In peril or in fear 
Or when our friends are near 
We raise our voices high 
 Coo-ee!  
 
While the final chorus, "Song Of Australia," which was performed by the entire cast, who gathered before an allegorical 
tableaux depicting bush scenes, displays an even more unblushing and prophetic nationalism.  
 
Our land with milk and honey flows, Australia!  
Each heart with patriotism glows, Australia!  
And though we're but an infant state 
We shall be, at no distant date 
A power among nations great, Australia! 
(qtd 77). 
 
 Elizabeth Wood suggests, however, that Immomeena was not simply just an opera steeped in nationalist 
sentiment, but through its inclusion of a diverse selection of characters, from the socially cultured to rouseabouts and 
stockmen, "presented a more realistic picture of colonial society and the democratic spirit than most 'exotic' indigenous 
dramas (5). Although only one ballad, along with the libretto, remains from the entire score today, it is clear that 
Immomeena, and more particularly the music, was met with much approval fro- critics and public alike. The 1893 
production, for example, was praised by the Adelaide Register critic, who suggested that those people who gushed over 
"any new importations because they come from London or Milan or some place a long way from over the water," 
should not knock this local product (qtd Rees 77). This was despite the fact that the company had only been given one 
stage rehearsal before the opening night.  
1893: Theatre Royal (Adel); ca. Oct. 
 - Cond. Mr Quinn 
 - Troupe:  South Australian Comic Opera Company. 
 - Cast incl. Edith Roberts. 
 -  Heuzenroeder was to have been production's conductor but fell ill at the last moment. The role was therefore  
     undertaken by Mr Quinn 
 -  The company is said to have contained some sixty cast members (including ballet and chorus). 
1894: Theatre Royal (Adel); [no details] 
 
 Rees, Lesley.  Making of Australian Drama, The. (1973), 76 - 7. 
 Wood, Elizabeth. "Moritz Heuzenroeder - A Musical Pioneer."  LNQ: 3.1 (1974), 4 - 8. 
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JACK THE GIANT KILLER:  [pantomime]  Lib. [n/e]; Orig Mus. Frank Eugarde; Add Mus. [n/e] 
A pantomime based on G. Lash Gordon's burlesque of the popular fairy tale, this George Rignold production 
draws much of its topicality from the combined effects of the economic depression and drought which had by taken a 
serious hold on much of Australia. The narrative opens in the traditional manner, when Demon Depression, deep in his 
underworld cavern, throws rejected fairytales into the flames with defiance.  As book after book is burnt in his fiery 
furnace, and clouds of smoke billow out of the mountainside, he declares that there are no more stories left. Sunshine, 
Queen of the Fairies, then conjures up a miniature Jack, with his sword pointed towards a gory giant's head, and it is 
accepted. The story then develops according to the usual incidents, with the addition of the King Arthur legend. The 
fairy element, too, is well retained in the second act as Jack, Little Bo-Peep and Widow Doughnut do battle against the 
giant. The story was regarded by one reviewer, however, as revealing "a plenitude of mediocrity," with the chief reason 
for its probable success being the spectacle and beautiful scenery (SMH: 25 Dec. 1893, 6). 
Frank Eugarde's original music, which included "some pretty ballads and sentimental pieces" (SMH: 25 Dec. 
1892, 6) was incorporated into the narrative along with pre-existing songs from various sources. One of these was, for 
example, Dr Arne's somewhat difficult setting of Shakespeare's "Under the Greenwood Tree," sung by Minna Phillips. 
It would seem, however, that Eugarde's contribution to the musical score was more favourably received than the non-
original works. The Sydney Morning Herald reviewer suggested, for example, that many of the comic songs in 
particular were "both commonplace and dull," and if not for Mr Eugarde "the defect would have been serious" (6).  Two 
songs which, on the other hand, made hits with the audience were Marietta Nash's version of "The Old Black Crow" 
and "Nellie's the Girl I Love," sung by Aggie Kelton.  
According to the reviewer one of the most engaging features of the pantomime was the 20 ft high, mechanically 
operated Giant Cormoron. This apparition is described as having had its "head and shoulders lost to view above the 
proscenium arch, leaving in view a giant hand in the grasp of which Sir Galahad appeared struggling amidst the 'flies' - 
a Lilliputian powerless in the grip of a Brobdingnag" (6).  
1893: Her Majesty's Theatre (Syd); 23 Dec. 1893 - 26 Jan. 1894 
 - Dir/Prod. George Rignold; S Mngr. J. W. Hazlitt, Frank Emery and H. Hodson; Chor. Rosalie Duvalli; Cost.  
    Arthur Fredericks; Lig. (electric) Prof. Thompson. 
- Cast incl. Aggie Kelton (Bo-Peep), Marietta Nash (Jack), H. R. Roberts (King Arthur), Harry Hodson  
   (Mordred Mildew), Joe Tolano (Sir Galahad), Virgie Vivian (Sir Lancelot), Athena Claudine (Princess  
   Tootsecumsa), John Ford (Widow Doughnut), J. W. Sweeney (Biddy), G. G. Rider (Dickun), J. Cass (Moko),  
   Arthur Rigby (Depression), Eugene Faust (Ruin), E. Faust Snr (Drought), Gu3 Lynch (Flood), Minna Phillips  
   (Sunshine), Dora Wallis (Moonray/Sir Watt Pryce), Ada Page (Starlight), Faust Brothers, Edward Fanning,   
   Mr Jordan, G. Majeroni, Clifford Baker, F. Foster, Mr Vernon, Mr Cousuin, Aggie Bristow, Gwen Dallas,  
   Miss B. Henderson, Eva Goble, F. Harcourt, Ethel Buckley. 
 
 "Her Majesty's Theatre - Jack the Giant Killer."  SMH: 25 Dec. (1893), 6.                   [see also advert. - SMH: 23 Dec. 1893, 2] 
 "Sundry Shows." B: 30 Dec. (1893), 6. 
 
 
THE BABES; OR, WHINES FROM THE WOOD:  [pantomime]  Lib. Harry Paulton (UK);  
 Add Lib. Cyril Sandham; Orig Mus. George F. Pack; Add Mus. [n/e] 
Cyril Sandham localised and adapted this pantomime from the previously adapted version by Harry Paulton 
(author of Niobe and Erminie), the Australian rights to which had been secured from Willie Edouin by John Gourley.  
The 1893 Sydney production is known to have been the first staged in Australasia.  
Songs known to have been incorporated into the narrative are: a parody on "After the Ball" (Charles K. Harris) 
and "Poor Little Dolly." Spectacle highlights were the "Historical Procession of the Kings and Queens of England," the 
grand transformation scene, titled "The Home of the Water Nymph" and the Harlequinade, which incorporated the 
Ballet d'Action Comique á la L'Enfant Prodigue (described as being the rage of Paris). 
1893: Theatre Royal (Syd); 23 Dec. 1893 - 12 Jan. 1894 
 - Dir. George Walton; M Dir/Cond. George F. Pack; S Art. William Kinchela, George Campbell, Joseph Little  
    and John Hennings; Cost. Mrs George Walton and Mrs Wisby; Lig. (limelight) Alf Tidy. 
- Cast incl.  John Gourley (Dolly), George Walton (Booty), Evelyn Harte (Tessie), George Chalmers (Sir  
   Rowland Buttre), Flora Hastings (Lady Buttre), Cecily Staunton (Patty Buttre), Alma Obrey (Ertie  
   Patchoulie), Marion Lockhart (Victor), Madge Denison (Toffie), May Cullen (Reginald), John Williams  
   (Governess), Miss M. Dunoon (Maud), Nella Lyons (Alice), Robert Baxter (Bolus/Pantaloon), Irve Hayman  
   (Ben Bosun), W. Lewis (Nathaniel), Willie Cameron (Court Jester/Harlequin), Mrs Irve Hayman (Chorus),  
   Ada Juneen (Ralph Reckless), Miss Marshall (Columbine), J. Smythe (Policeman). 
- The role of Pierrot (the French Clown) in the harlequinade was alternated each evening between John Gourley  
   and George Walton. 
 
"Theatre Royal - The Babes."  SMH: 25 Dec. (1893), 6. 
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SINBAD THE SAILOR:  [pantomime]  Lib. Garnet Walch, with Tom Queen (Harlequinade); Mus incl.  
 Garnet Walch and Mr Leumane; Add Mus. [n/e] 
 The third Christmas pantomime put on by George Coppin, following the success of his previous productions 
Dick Whittington and The Babes in the Wood.  Although most likely based on John Strachan's Sinbad pantomime (as 
was Garnet Walch's 1880 pantomime Sinbad the Sailor; Or, The Pet and the Peri, the Old Man of the Sea, and the 
Dwarf of the Diamond Valley), this 1893 version differs in a number of respects. Most notable is the "new business and 
topicalities, "along with a score for which Walch provided a number of songs. It is also clear that Walch reworked the 
original story, presenting "a lengthy list of characters [comprising of] names on various rungs of the histrionic ladder," 
including Little Jack Horner and his mother, the Emperor of Jumbuckfoo, and Princess Dazzlina, Sinbad's lady love 
(TBT: 22 Dec. 1893, 5). 
 The songs incorporated into the narrative include drawing-room ballads, coaster songs, airs and burlesques. In 
this respect, too, the Age reviewer notes that the "songs constitute the main portion of the pantomime [and] as most of 
them are tuneful and popular they will no doubt prove welcome" (27 Dec. 1893, 5). Indeed, Maggie Moore's numbers 
proved to be among the most popular with audiences - notably "Two Little Maids in Blue," which she presented in both 
editions. Mr Leumane, who sang two numbers within the show provided a song of his own, "That's What I Want to 
Know" for the first edition.  
 The Harlequinade, "invented and produced by Tom Queen" was designed so as to show his ability as an acrobat 
and contortionist, in addit)on to presenting the skillful Perman Trio. Also included as part of the evening's entertainment 
was a "Moving Panorama of the Royal Marriage," painted by Harry Grist. 
[NB: A full list of songs and music for the pantomime's second edition, including at what time of the evening they were to be performed, is 
presented in an advertisement in the 26 January 1894 edition of the Age] 
1893: Theatre Royal (Melb); 26 Dec. 1893 - 10 Feb. 1894 
 - Dir. John Wallace; Harlequinade Dir. Tom Queen; Prod/Lse. George Coppin; S Art. John Hennings, John  
    Brunton, Harry Grist; M Arr/Cond. J. Phillips Cost. Mrs Robbins; Lig. Mr Lowe (gas and limelight);  
   S Mngr. J. Edwards. 
 - Cast incl. Maggie Moore (Sinbad), Bella Perman (Rose Attar, Sinbad's Sister), Isabel Webster (Princess  
    Sazzlina), Miss Sinclair (Zillah), Lily Moore (Carlo Monte), Daisy Chard (Topsee Wopsee), Martyn Hagen  
    (Captain Ben Taph Rael), Mr Leumane (Jack Horner), Richard Stewart Snr (Emperor of Jumbucktoo), Harry  
    Daniels (Bosun Ali Quid), W. Perman (Dame Horner), P. Perman, Sydney Reid, Harry Sutton, Tom Druid,  
    Georgie Smithers, Baby Nicholls, Miss Sinclair, Miss Matford, Miss St Clair.  
 
"On and Off the Stage."  TBT:  22 Dec. (1893), 5. 
"On and Off the Stage."  TBT:  5 Jan (1894), 7. 
"On and Off the Stage."  TBT:  12 Jan (1894), 8. 
"Theatre Royal - Sinbad the Sailor."  A: 27 Dec (1893), 5.                   [see also adverts. - A: 23 Dec. 1893, 12 and 26 Jan. 1894, 8] 
 
 
BEAUTY AND THE BEAST: [pantomime] Lib. Toso Taylor [aka Thomas Hilhouse Taylor]; Mus. [n/e] 
This pantomime version of the classic fairytale utilises several indigenous themes and topicalities within its 
narrative. One notable feature, for example, is the unusual presentation of the forces of evil as spiders and mosquitos, 
who battle the forces of good, represented by butterflies and bats. The narrative also incorporated a performing boxing 
kangaroo and an electric snake dance. Other special features of the production were, a beautiful tableaux showing the 
outside of the Chicago Exhibition, and George Gordon's spectacular transformation scene which disclosed "Beauty's 
Bower."  
Beauty and the Beast was advertised as being "constructed on lines calculated to please an audience… of all 
ages, and although doubtless psychological problems and theories may or may not be expounded in the course of the 
entertainment likely to satisfy the cravings of those who yearn for higher things, every effort will be made, and no 
expense spared, to achieve success and to satisfy the public in the fullest degree" (SMH: 23 Dec. 1893, 2).  The libretto 
was seen by one reviewer as affording "some dramatic moments… [although it] was too often obscured by the comic 
scenes, and attention was demanded more for the dazzling mise-en-scene than for anything else" (SMH: 27 Dec. 1893, 
12). 
1893: Lyceum Theatre (Syd); 26 Dec. 1893 - 3 Feb. 1894 
 - Dir. George Lauri; Prod. J. C. Williamson and George Musgrove; Cost. Kate Greenaway. 
 - Cast incl. Nellie Stewart (Beauty), Howard Vernon (Chimpanzee), Florence Young (Prince Lionel), Arthur  
    Lissant (The Beast), George Lauri (Daddy), Elsie Cameron and Polly Emery (Beauty's sisters), Richard  
    Stewart Jnr (Black Spider), May Pollard (Eola), D'Arcy Stanfield, Fred Dark, H. Gribben, A. G. Poultan, Amy  
     Leyton, Nina Osbourne, Mabel McKay, W. Rosevar, Lucy Cobb, Catherino Batho, Ted Faust, Bob Faust, L.  
    Sydney, Mater Willie Herbert, Baby Faust. 
1894: Princess's Theatre (Melb); ca. 26 Dec 1894 - 26 Jan. 1895 
 - Cast incl. Alice Saker (Beauty), Alfred Saker (Daddy), Marie Luella (Prince Lionel). 
 
"Lyceum Pantomime, The."  SMH: 27 Dec. (1893), 12.     [see also advert. - SMH: 23 Dec. 1893, 2] 
"Lyceum Theatre."  SMH: 16 Dec. (1893), 7. 
"Dramatic and Musical Notes."  SMH: 29 Dec. (1894), 5.       [rnib] 
"On and Off the Stage."  TBT: 5 Jan. (1894), 7. 
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♦ THE WHIPPING BOY:  [comic opera]  Lib. Arthur H. Adams; Mus. Alfred Hill 
#  ABC Library, n. yr.  [manuscript] 
 After completing his music studies in Europe Alfred Hill returned to New Zealand in the early 1890s, and began 
to establish himself there as a violin teacher, recitalist, chamber musician and conductor of choirs and orchestras. One 
of his early collaborations with then journalist Arthur H. Adams was the comic opera The Whipping Boy (1893). 
Although no full production of this work was ever undertaken, several excerpts are believed to have been presented in 
Wellington during 1896. The work is also significant in terms of serving to cement the creative relationship between the 
Hill and Adams and provided the foundation for their later collaboration Tapu. 
  
  
 
 
 
Predatorus; Or, The Handsome Ransom (advertisement) 
Age 12 Nov. (1894), 8. 
(Courtesy of the Fryer Library, University of Queensland) 
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1894 
 
 
 Ma Mie Rosette, Paul Lacombe's French operetta was staged at the Lyceum Theatre (Syd) in September and 
starred Nellie Stewart in the role of Rosette.  One of the musical highlights was the song "I Was Dreaming." Introduced 
into the second act it had been written especially for the actress by Sydney-based music director/conductor/composer 
and pedagogue Auguste W. Juncker.  The song was also performed by Gladys Moncrieff in the same role when the 
operetta was revived at Her Majesty's (Syd) in 1915 and again in 1924.  
  
_________ 
 
 
THE HANDSOME RANSOM; OR, THE BRIGAND'S BRIDE:  [aka 
PREDATORAS; OR THE BRIGAND'S BRIDE]  [operetta]  Lib. Francis Hart; Mus. Sir William  
 Robinson 
This operetta by three-term Governor of Western Australia, Sir William Robinson, his first foray into music 
theatre, was given its premiere in January 1894 (under the title The Handsome Ransom) before some 250 invited guests 
at Government House.  The West Australian editorial noted in this respect, "it is of somewhat unique interest that a 
Governor of a British Colony should be the composer of an opera and should present its first performance in the colony 
of which he is ruler, and for this reason alone to-nights entertainment will elicit very keen interest. Following the 
Government House premiere the operetta was transferred to a hall in the city, where it was received with enthusiasm by 
the public. While holidaying in Melbourne during July of that year, Sir William responded to requests from friends to 
present the operetta. The production, which included the librettist Francis Hart as Mr Potts, was mounted in the large 
salon of the Vienna Café without stage mounting, chorus or orchestra, and with about 100 guests in attendance. Re-
titled, Predatoras; Or The Brigand's Bride, Robinson and Hart had reworked the operetta, adding considerably to its 
length, which according to the Table Talk reviewer allowed it to "fill the whole evening in its performance" (13 July 
1894, 5). Several months later the work was re-staged (after some two months of rehearsal) under the auspices of the 
Williamson and Musgrove organisation. Interestingly, the advertising for this production indicated that the operetta was 
being "produced for the first time on any stage" (A: 12 Nov. 1894, 8).  
Set in near Catania, Sicily, with Mount Etna in the distance, the story concerns a British family, the Potts, who 
while touring the countryside are captured by a gentlemanly brigand chief called Predatoros. His followers include a 
lieutenant, Burgaloros, and Guida, "the decoy duck" who leads the unwary into the brigand's traps. The brigand and 
Angelina Potts, described as an "up-to-date Miss," recognise each other from a previous time in Paris, and having 
entertained affectionate feelings for one another back then, now contrive to be together as man and wife. As a means of 
becoming a regular citizen, Predatoros decides to sells his "business." Mr Potts sees as an opportunity for exhilaration, 
and thus becomes the new brigand chief. After his first "escapade," however, Mr Potts decides his new life may be a bit 
more than he can handle, and so resells the business, this time to Burgaloros. A sub-plot engages with a love triangle 
between Angelina's brother, Algernon (described as a "somewhat-out-of-date mister"), Guida and Burgaloros.   
Angelina eventually marries her brigand, who in turn reveals himself to be a Greecian prince. The operetta is divided 
into two acts, the first set in "A Mountain Pass in Sicily," and the second in the "Interior of a Cave."  
The West Australian music/theatre critic records that although "the Handsome Ransom is not the first attempt at 
libretto writing on the part of Mr Hart… he has never, we think, produced so sustained a character as that of Mr Potts… 
the libretto throughout shows most careful preparation, accompanied by a just recognition of the exigencies of the 
lighter operatic stage" (3). In relation to the music the same critic goes on to note, in one of the longest (3 full columns) 
and most glowingly positive reviews yet found on Australian music theatre, that "of the concerted and more dramatic 
parts of [Governor Robinson's] music, it may be generally said that [his] aim has evidently been to illustrate faithfully 
the situations created by the author of the libretto, and certainly the recitatives and the working up of the various 
situations are admirably done, and afford great scope to the performers" (3). Writing of the Melbourne productions an 
Argus critic wrote the music is "more in the style of the French opera comique than of the burlesque composition of the 
day" (5). The Melbourne critics generally found Robinson's music to be adequate, and occasionally charming, although, 
as the Argus review notes, "not of a class to become quickly or widely popular" (6). The Age critic also suggests that the 
composer "seems to be too much afraid of venturing boldly into the unknown and untried" (6).   
The score for the Perth production comprised some seventeen numbers (solos, duets, sextets, choruses etc) 
included in the following order: 1. "Overture" 2. "Clink Your Glasses" (opening chorus) 3. "The Brigand's Greatest 
Glory" (Predatoras), 4. Melodrama; 5. "Potts' Tourist Song" and dance (Mr Potts), 6. Concerted Piece "I'm a British 
Tourist;" 7. "The Temple of Home" (Mrs Potts' ballad); 8. "In the Days when but a Little Boy (serio-comic song by 
Predatoras); 9. "Still I Think that You had Better Choose Some Southern Maiden Fair" (Predatoras and Angelina, duet); 
10. "They've Taken all My Money" (Ensemble); 11.Concerted Piece "Viva L'Amore;" 12. "Why Beats My Heart with 
Wild Delight" (Algernon); 13. "Oh Love of Mine" (Guida); 14. "What the Sun is to the Rosebud" (Burglaros); 15. 
Dance a la Gavotte; 16. "I Sometimes Think it Might be Wise" (Angelina); and 17. "Handsome the Ransom" (finale).   
1894: Ballroom, Government House (Perth); 11 Jan.  [as The Handsome Ransom] 
 - Cond. Julius Herz; Orch Ldr. Arthur Taylor; S Art. H. C. Prinsep. 
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 - Cast incl. F. D. North (Predatoras), Nelle Wigglesworth (Angelina), Francis Hart (Mr Potts), C. Griffith  
    (Burglaros), G. Raikes (Algernon), Miss Wainscot (Mrs Potts), Miss Prinsep (Guida), Miss Watkins, Mrs  
    Jackson, Miss Dumsday, Miss Forbes, Ida Stone, Miss Orchard, Mr Jackson, Mr Elgee, Mr Baker, Mr  
    Stephens, Mr Neville, Mr Ord. 
1894: St George's Hall (Perth); 18-19 Jan. [as The Handsome Ransom] 
 - Cast and production mostly as for previous Government House staging. 
 - No orchestra was used for this production due to the unavailability of several key musicians. The musical  
    accompaniment was therefore undertaken by Julius Herz and Arthur Taylor (pianos) 
1894: Vienna Café, Collins Street (Melb); 11 July   [3 pfms, as Predatoras] 
 - Cast incl. F. D. North (Predatoras), Katherine Hardy (Angelina), Francis Hart (Mr Potts), Gladstone Wright  
    (Burglaros), C. Saunders (Algernon), Elsie Cameron (Mrs Potts), Clara Morivale (Guida). 
- Musicians: Mr Herz (piano), Herr Weinberg (violin). 
1894: Princess's Theatre (Melb), W&M; 12 Nov. [as Predatoras] 
 - Dir. George Musgrove; Prod. J. C. Williamson and George Musgrove; Cond. Leon Caron; S Art. George  
    Gordon.  
 - Cast incl. Wallace Brownlaw (Predatoras), Nellie Stewart (Angelina), George Lauri (Mr Potts), Sydney Deane  
    (Burglaros), Elsie Cameron (Mrs Potts), Joseph Tapley (Algernon), Florence Young (Guida). 
 
 Editorial. WA: 11 Jan. (1894), 4.   
 "Handsome Ransom" Last Night's Performance, The."  WA: 19 Jan. (1894), 3.       [see also prev. - WA: 18 Jan. 1894, 1] 
 "Handsome Ransom" Last Night's Performance, The."  WA: 20 Jan. (1894), 3. 
"Handsome Ransom: Operetta at Government House."  WA: 12 Jan. (1894), 3. 
 "Princess Theatre - Predatoros."  A: 13 Nov. (1894), 5. 
"Princess Theatre - Predatoras; Or, The Brigand's Bride." ARG: 13 Nov. (1894), 5.          [see also prev. - ARG: 12 Nov. 1894, 5] 
 "An Australian Opera."  TBT:  13 July (1894), 5. 
 Kornweibel, A.H.  Apollo and the Pioneers.  (1973), 76-80. 
 
 
SINBAD THE SAILOR; OR HARLEQUIN TINBAD THE TAILOR, THE 
WICKED OGRE AND THE GOOD FAIRY: [aka SINBAD THE SAILOR; OR THE 
SWEET PRINCESS AND THE WICKED OGRE]   [burlesque]  Txt . Percy St John; Mus. [n/e] 
Although it is believed that the various productions of Sinbad the Sailor by Percy St John over the years were 
essentially based on the same narrative, it is likely that the comic business and the songs presented would have differed 
to a large extent. In this respect, for example, the Brisbane Courier in 1899 records that since the burlesque was first 
staged in Brisbane some six years previously, it "has been revised and brought up to date both in dialogue and music" 
(11 Feb. 1899, 7). The relationship between the Sinbad pantomimes and the similarly titled pantomime-inspired 
burlesques staged by St John is less clear, however. The latter works were presented as a second half entertainment for 
his variety programmes in the late 1890s and early 1900s. Another of his pantomimes also staged as a burlesque was 
Cinderella.  It is likely that the burlesques were simply cut down and re-worked (with more contemporary references) 
versions of the pantomimes. In favour of this argument is the fact that the 1901 burlesque of Sinbad is sub-titled The 
Sweet Princess, the Demon Ogre and the Fairy Silver Star, which is not dissimilar to the 1894/98/99 pantomimes.  
The 1898 production was played out over seven scenes: Sc 1. Port of Bustarorah; Sc 2. Vestibule of the Palace; 
Sc 3. Port of Bustarorah (including Grand Lantern March; Sc 4. The Vestibule of the Palace; Sc 5. The Tropical Island 
(including Serpentine Dance and Primrose Ballet); Sc 6. The Palace; and Sc 7. Gardens of the Palace. The production 
ended with a vocal finale and Tableaux of Australia. 
The 1899 pantomime (Brisbane) is reported to have been staged with "many very pretty costumes, pretty 
dancing, good local hits and fresh song" (BC: 13 Feb. 1899, 3). One of the songs known to have been incorporated into 
this production was "Sons of Britannia" (sung by Arthur Crane).   
A report in the Brisbane Courier indicates that Sinbad was first staged by St John in Brisbane in 1893, although 
the exact date is yet to be confirmed.  
1894: Queensland regional tour; ca. Jan - Feb.  
 - Dir/Prod. Percy St John; S Art. Harry Whaite; S Mngr. George A. Jones. 
 - Troupe: Percy St John/Gaiety Theatre Company. 
- Cast incl. Priscilla Verne (Sinbad), T. C. Callaghan (The Caliph), Florrie St Clair (Princess  
   Suchasweetcreetur), Ettie Williams (Zobeide), J. S. Parlatto (The Duenna), Amy Rowe (Submarina), 
   George Rockton (Demon Ogre), Miss B. Ponsonby, Ada Lempriere, Jake Friedman, Emma Markham,  
   Connor Brothers, George A. Jones, Mons. Provo, J. Tudor (Harlequin Clown). 
- Itinerary incl. Theatre Royal, Charters Towers (12 Feb. -) 
 
 
CINDERELLA; OR, THE LITTLE GLASS SLIPPER:    [pantomime]  Lib. Toso Taylor [aka  
 Thomas Hilhouse Taylor); Mus. [n/e] 
The "book" for this version of the popular pantomime story is said to have followed the "long-accepted lines of 
the conventional Cinderella revival." The Sydney Morning Herald review suggests, too, that the production's success 
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was primarily due to Taylor having emphasised "the salient incidents of the fairy legend... the beacons on the ocean of 
topical verbiage" (6).   
Songs incorporated into the narrative, a large number of which were recent successes from London and 
America, included: "Alas I do not Know" and "O That We Two Were Maying" (sung by Ray Jones); "I Seek For Thee 
in Every Flower" and "Sweet Marie" (James Norrie); "Swim Out, Gormano," and "At Trinity Church I Met My Doom" 
(Horace Wheatley); "Sligo," "Sweet Marie," and "Songs My Mother Sang" (James Norrie); "Musical Madness" (duet by 
Hagan and Fraser); "Ours is a Happy Home" (Martin Hagan); "Out on The Spree" (Lucy Fraser); and "Hush-A-Bye, My 
Little Pickaninny." Additional musical performance included a "Clog Hornpipe" (dance by Horace Wheatley), "The 
Fairy Apple Blossoms Ballet" and "The Unique, Red, White and Blue Ballet." The Brisbane season included such songs 
as "Little Alabama Coon" (Marie Luella) and the instrumental/dance numbers, "The Toilet Minuet," "The Tricolour 
Barn Dance" and "All Nations Ballet." 
Other highlights of the production included: "The Tableaux Vivants 'Nursery Tales,'" "The Sports Procession 
'Pan-Britannic Festival'" (which included the "Champion Lady Cyclists" and "Popular Jockey's Hornpipe"), "The 
Processions of Fairy Toilet Articles," "The Brilliant Electric Carriage," "The Dazzling Illuminated Palace," and "The 
Death ad Burial o Poor Cock Robin." The Harlequinade, titled "Fun in a Kitchen," and described as being produced "in 
the old-fashioned classic style by gesture only," was performed by the Gregory Troupe and William Hassan. The act is 
described as "a breathless rally in which [the performers] scrambled in and out of doors and leaped from the top of one 
architrave to another in quite an exhilarating fashion" (SMH: 24 Dec. 1894, 6). 
 Scenic artists Goatcher and Gordon presented numerous visual spectacles - some of which were "Borders of 
Fairyland," 'The Royal Ballroom," "The Wealth, Produce and Progress of Australia," "The Pearl Fisheries," and "Dream 
of Federation." The Brisbane Courier suggests that the most exquisite pictorial illustration of all was the transformation 
scene, representative of the wealth and products of Australia. The critic writes:  
 
It is from the brush of Phil Goatcher, and depicts colonial progress from primeval forest to federated Australia. There 
was a forest, tall and wild, out of which pioneers hewed their homes and the primitive teamster tolling over the 
unmade road, pictures of Ballarat and Broken Hill, and the interior of a gold mine followed succeeded by the Pearl 
fisheries, with craft lying lazily on a summer sea and concluding with an allegorical scene "United Australia" (BC: 24 
May 1895, 5). 
 
1894: Lyceum Theatre (Syd), W&M; 22 Dec. 1894 - 25 Jan. 1895 
 - Dir. John Wallace; Prod. J. C. Williamson and George Musgrove; M Dir/Arr/Cond. George Hall; S Art.   
    Phil Goatcher and George Gordon; Mngr. George L. Goodman.  
 - Cast incl. Ray Jones (Cinderella), James Norrie (Prince Peerless), William Hassan (Cinderella's Cat), Horace  
    Wheatley (Baron Gormano), James J. Hasker (Father Time), Lucy Fraser (Dandini), Linda Henry (Chippi  
    Chappi),  Maie Saqui, Lily Everett, Edith Courtney, Ida Ingersoll, F. Duvalli, H. Rowley, F. A. Highland,  
    Gregory Troupe, Ouda (gymnast), Thyer Family (juvenile gymnasts). 
1895: Opera House (Bris); 22 May - 5 June 
 - Cast and production mostly as for previous Sydney season. New cast members incl. Katrherin Hardy  
   (Cinderella), Marie Luella (Prince Peerless).  
 - Cast members not identified in the Sydney season but appearing in Brisbane include: Martyn Hagen  
    (Clorinda), Harry Steele (Thisbe), John Wallace (Pickles, menial to the house of Gormano). 
        
"Lyceum - Cinderella."  SMH: 24 Dec. (1894), 6.                  [see also advert. - SMH: 15 Dec. (1894), 2. 
"Musical and Dramatic Notes."  SMH: 8 Dec. (1894), 5.         
"Opera House - Cinderella."  BC: 24 May (1895), 5. 
 
 
THE HOUSE THAT JACK BUILT: [pantomime]  Lib. Bert Royle; Orig Mus. Frank Eugarde; Add  
 Mus. [n/e] 
Staged with no less than twelve scenes in its three act division, along with the traditional harlequinade and 
transformation fantasy, and with many of the scenes again subdivided, the production was said to "bristle with incident" 
(SMH: 24 Dec. 1894, 6). Topical allusions, "atrocious puns" and "awful political squibs" aimed at prominent local 
politicians were said to be numerous.  Indeed, the Sydney Morning Herald critics records that "during a casual lapse 
into plot, one gathers from the dialogue that the house that Jack was to build was a new house for the Legislature of this 
long-suffering colony. This transpires in fitful flashes in the utterance of heroic metre that permits itself generous 
license as to scansion; but it is made perfectly plain in the elaborate set piece that is arranged to illustrate the idea" (6).  
Musical highlights included the song "I Don't Suppose You Have," sung by Florrie Forde; "The Charming Slave 
Ballet"; and "The Fire Ballet," with the latter having been devised by George Rignold.  Set in the witch's cave, and 
performed by the Fairy Butterflies, this sensation dance required the dancers to be surrounded by flames, an effect 
which was claimed had never been tried on any stage in Australia.  The Sydney Morning Herald review describes the 
ballet thus: "several highly materialised spooks… [dance] a la Macbeth round a cauldron. Presently they set fire to a 
pile of faggots underneath, and the cauldron is transformed into a sort of shell, wherein rests a beautiful maiden. The 
flames rise, surround her, and play furiously about her beautiful form, but she preserves a serene smile as one whose 
conscience is easy and who has a heavy life insurance policy. Then she rises and dances gracefully amid the flames, and 
soon she is joined by dozens of others… " (6). Other theatrical and visual highlights included "Christmas In England - 
Revels in the Snow," "The Ascent of the Flying Machine," and "The Ogre's Palace of Cards."  
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A number of performers from the 1984 Her Majesty's (Syd) season were engaged for a tour under the title the 
Royal Variety and Ballad Company. Jack the Giant Killer's "Grand Pantomime Harlequinade," which had been 
invented and arranged by Will Perman, was staged as a second part extravaganza (with the first part being essentially a 
minstrel/vaudeville programme. Advertising for the Brisbane Theatre Royal season indicates that the harlequinade was 
staged in two scenes: Sc 1. "Regent Street in Humpybong"; Sc 2. "Any Place You Know Of." 
1894: Her Majesty's Theatre (Syd); 22 Dec. 1894 - 15 Feb. 1895. 
- Dir/Prod. George Rignold; M Dir/Arr. Frank Eugarde; S Art. John Brunton; S Mngr. J. W. Hazlitt. 
 - Cast incl. Florrie Forde (Jack), Florence Esdaile (Princess Daisy Bell), Bert Royle, Edwin Lester, Steve  
    Adson, Kate Towers, Fred Dark, Grace Freeman, Minna Phillips, Nelly Ogden, Perman Family. 
1895: Theatre Royal (Bris); 13 Apr. - [Grand Pantomime Harlequinade only] 
 - Dir. Will Perman; M Dir. Thomas W. Rhodes; S Mngr. Billy Akarman; B Mngr. George Buller.  
 - Troupe: Court Variety and Ballad Company.   
 - Cast incl. Will Perman (Clown), Fred Dark (Pantaloon), Florrie Forde (Harlequin), Bella Perman (Columbine  
    1), Amy Sherwood (Columbine 2), Percy Perman (Chinaman), James Mooney (Policeman), Sam Rowley  
    (Soldier), W. F. "Billy" Akarman (Old Gent). Other characters were: Policemen, Chinamen 
 
 "Her Majesty's - The House that Jack Built."  SMH: 24 Dec. (1894), 6.        [see also prev. - SMH: 8 Dec. 1894, 5] 
 BC: 13 Apr. (1895), 2.   Advert.  
 
 
MULDOON'S PICNIC:  [comedy with music]  Txt Adapt/Mus. [n/e] 
 Frank H. York and George A. Jones' Empire Minstrels staged at least one production of Muldoon's Picnic 
during the year, and possibly again in 1895. Claimed by Frank M. Clark as his original farce, and staged by him in that 
format as early as 1886 (see Appendix E), Muldoon's Picnic is also known to have been produced as a farce by various 
other companies, including the Cogill Bros in 1887 (with Dan Tracey in the lead role) and Delohery, Craydon & 
Holland in 1895 and 1898 (see Appendix E). James Craydon is also known to have produced a revusical version for the 
Jack Kearns Revue company in 1916 (see 1916 file).  
 The York and Jones 1894 version, billed as "the most comical of Irish comedies" and staged over two acts, 
included a number of "incidental" specialties - notably the songs "To the Ball" (company), "Daddy Wouldn't Buy Me a 
Sweetheart" (Jenny), "Which of the Two" (Ella and Jenny), "Johnny Duggan's Wife" (Muldoon) and "Schoolhouse 
Bells" (Smith, Clunes and the Gray Sisters). The settings were - Act 1: Muldoon's Home and Act 2: The Picnic 
Grounds.  
 [NB: A connection between the 1887 Cogill Bros and 1894 York/Jones productions may have occurred through George A. Jones, who had 
been a member of the Cogill's company in the late 1888s and is believed to have appeared in their version on a number of occasions. It is likely then 
that they were quite similar, with perhaps only the music and topical hits differing.] 
1894: Gaiety Theatre (Bris); 24-30 Nov. 
 - Prod/Lse. Frank H. York and George A. Jones. 
 - Troupe: Empire Minstrel Company. 
 - Cast incl. George A. Jones (Muldoon), Frank H. York (Timmy O'Brien), Harry Gilbert (Mr Mulcahy), Minnie  
    Herberte (Mrs Muldoon), Annetta Bodin (Jenny, Muldoon's daughter), Ettie Williams (Ella, Muldoon's  
    daughter), Harry Steel (Charlie Lovelace) and Frank Wyatt (Parson Brownlow).  
1895: Theatre Royal (Bris); 26 Oct. - 
 - Dir/Prod. Charles W. and Harry P. Cogill.  
 - Troupe: Cogill Brothers' New Minstrel Company. 
 - Cast incl. Charles Cogill, Harry Cogill, Alf Lawton, Clara Spencer, Tom Queen, Gus Gregory, Stella Tudor. 
 
 BC: 24 Nov. (1894), 2.    Advert.  
 
 
LITTLE RED RIDING HOOD; OR, THE CRUEL WOLF, THE GOOD FAIRY 
AND THE POOR GRANNY:  [pantomime]  Lib/Mus. [n/e] 
  Possibly written by, or with contributions by, Lance Lenton, who was acting as York and Jones' business 
manager at the time, this pantomime version of the popular nursery story was staged in collaboration with Mr Coutts-
Duvalli. Lenton is attributed authorship of another burlesque pantomime staged by York and Jones in the New Year 
(Dick Whittington and His Cat - see 1886 file), but no such details have been located for Little Red Riding Hood. 
Although Mr Coutts-Duvalli's Dramatic Academy staged the pantomime in Sydney over Christmas 1895, there is the 
possibility that this version of Little Red Riding Hood was written and/or produced by him even earlier than December 
1894. Evidence for this assumption comes from advertising placed in the Brisbane Courier, through which York and 
Jones announce that they "have arranged with Mr Coutts-Duvalli for the production of this pantomime" (25 Dec. 1894, 
2). 
 The Brisbane Courier theatre critic notes in relation to the "book" that the management was not so fortunate, 
with the story being disjointed and not at all disposed to being brilliant: "There are plenty of puns more or less dreadful, 
some pointed local allusions, some taking songs and altogether material which brought more closely together should 
suffice to make a popular entertainment" (BC: 27 Dec. 1894, 6).  
 While the transformation scene, titled "The Realm of Bliss and the Abode of the Fairies" was described by the 
Brisbane Courier critic as strikingly pretty, much of the remaining scenery was declared "worn and ineffective." Songs 
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incorporated into the production were: "Dear Heart" (Edith Moore), "Mulligan's Off Again (John Williams), His Girl, 
Her Boy" (Annetta Bodin), "He's a Rider" (Frank York), Simply Awful" (Jones and Herberte) and "I Was Dreaming" 
(Lorrie St George). 
1894: Gaiety Theatre (Bris); 26 Dec. 1894 - 14 Jan. 1895 
 - Prod/Lse. Frank H. York and George A. Jones in association with Mr Coutts-Duvalli; Dir. John Tudor;  
   B Mngr. Lance Lenton. 
 - Troupe: York and Jones Empire Company. 
 - Cast incl. Annetta Bodin (Little Red Riding Hood), Millie Herberte (Kate Buttercup), John Williams (Dame  
    Hood), Edith Moore (Jack Woodbine), Frank York (Baron de Wolf), Jake Friedman (Devastino), George A.  
    Jones (Clod Chawbacon), Aggie Gray (Felicia), Annie Gray (Fairy May), Lorrie St George (Fairy Bell), Harry  
    Gilbert (King Fun), Gus Franks (Whimwhag), Frank Wyatt (Punarkarinka), Sam Keenan (Demoniacus), Miss  
    J. Bartella (Joketta), Little Ivy Scott (Cupid Junior), Madame Victor, Frank A. Abosaleh.  
1895: (Syd); ca. Dec.   
 - Prod/Mngr. Mr Coutts Duvalli. 
 - Troupe: The Duvalli's Academy. 
 
 "Gaiety Theatre Pantomime: Little Red Riding Hood." BC: 27 Dec. (1894), 6.     [see also advert. - BC: 25 Dec. 1894, 2] 
 
 
 
Muldoon's Picnic  (advertisement) 
Brisbane Courier 24 Nov. (1894), 2. 
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1895 
 
  
 Among the music theatre productions of indiscernible origins staged during the year was Uncle Tom's Cabin, 
produced by Miss Olivia Kemp's Dramatic Company. With a cast containing several Australian variety performers - W. 
H. Speed, Will Wallace and (possibly) Harry Sadler (along with J. P. West, a long-serving and well-known Australian 
thespian), Uncle Tom's Cabin contained a up-to-date songs, breakdowns, plantation dances and sand jigs. Of the songs 
incorporated into the story, those advertised were: "The Old Ark's A-Moovering," "Gabriel's Going to Blow His 
Trumpet," "Didn't My Lord Deliver Daniel," "Tom, Tell Us," "Sweet By and By" and "Nearer My God to Thee." [See 
Gaiety Theatre, Brisbane, 9 March] 
 J. C. Williamson and George Musgrove's Lyceum Theatre (Syd) production of the Herve comic opera, 
Mam'zelle Nitouche, included several musical additions written especially for the show by Leon Caron. One of these 
was the song "Invocation to Love," described by the Sydney Morning Herald critic as having "been conceived in the 
Oriental style, the use of oboe, bassoon and clarinets giving requisite colour to the plaintive love air, and the cymbal 
accompaniment sustaining the same idea in the more vivacious movement. There was a hearty encore for M. Caron's 
interpolation" (3 June 1895, 5) A dance number titled "Gavotte Fantastique," staged later in the same act by eight 
members of the Royal Comic Opera Company's ballerinas, dressed in Directoire costumes also achieved marked 
success according to the same critic. The production opened on 1 June. 
 Although little is known yet known of a Leslie Brothers musical act, Wooloomooloo, first known to have been 
staged at the Tivoli Theatre (Syd) on 1 August, it is likely that the act fell somewhere within the area of a musical 
sketch.  Will and Fred Leslie were considered top level minstrel entertainers in both Australia and Europe for more than 
twenty years, and specialised in comic instrumental turns.  Another of their sketches Musical Madness, also staged at 
the Tivoli (28 Sept.), saw them "produce the melody of sweet sounds from most incongruous materials." 
 In similar vein to Frank York and George A. Jones (1894), the Cogill Brothers staged a two act production of 
Muldoon's Picnic with incidental music and specialty turns during 1895. Claimed by Frank M. Clark as his original 
farce, and staged by him in that format as early as 1886 (see Minstrel Farce Appendix), Muldoon's Picnic is also known 
to have been produced as a farce by various other companies, including the Cogill Bros and Delohery, Craydon and 
Holland., with James Craydon later producing a revusical version for the Jack Kearns Revue company (see 1916). The 
Cogills 1895 production, which included among the cast Alf Lawton, Clara Spencer and Gus Gregory, was similarly set 
in Muldoon's Home (Act 1) and the Picnic Grounds (Act 2) and involved many of the same characters: Denis Mulcahey 
(a friend of Muldoon's), Michael Muldoon (a well-to-do Irishman), Parson Brownlow (a Salvationist), Ella Muldoon 
(the eldest daughter), Charley Lovelace (Ella's lover), Jennie Muldoon (the youngest daughter), Mrs Muldoon 
(Muldoon's second wife) along with several Salvationists (Elder Jones, Parson Byers, Deacon Skinflint, Deacon Tearum 
and Elder Smith), Policeman XYZ, Jerry the Trotter, friends, guests, more policemen, and picnickers (see Theatre 
Royal, Brisbane, 26 Oct. 1895). 
 On 25 December French-born-Australian-resident composer, Henri Kowalski staged for the first time an excerpt 
from his oratorio Future Life (Her Majesty's Theatre, Sydney).  Although a poetic libretto for this was initially written 
by A. Branscomb Wood, the Christmas Eve production of the work was founded on a version by R. R. Garran. The 
Sydney Morning Herald music critic records that the music of Future Life was "inspiring… elevated in its tendency, 
and marked by breadth of treatment and melodic dignity of idea" (26 Dec. 1895, 6). The characters of The Maiden and 
The Death were undertaken by Hetty Holroyd and H. T. Gordon respectively, while Kowalski conducted the orchestra 
(led by George Hall). The musical numbers presented were "Call for Death" (chorus), "Death Appears" (recitative/aria, 
H. T. Gordon), "Youth Rejoicing" (chorus), "Song of the Maiden (Hetty Holroyd) and "Prayer (solo and chorus). 
 
__________ 
 
SUSAN WITH TWO LOVELY BLACK EYES:   [burlesque]  Txt. Bert Royle; Mus. [n/e] 
Towards the end of the premiere Sydney season of this burlesque version of the popular  Black-Eyed Susan, a 
Sydney Morning Herald, wrote in the paper's "Musical and Dramatic Notes" column that this "dashing burlesque… is 
quite different from Burnand's famous travesty… first produced at the Royalty Theatre as long ago as 29 th November 
1866" (2 Mar. 1895, 2). What is perhaps more unusual and quite different, however, was the decision to present both a 
dramatic and a burlesque version each evening of the season. In this respect George Rignold (in an advertisement 
published in the same paper), suggested that by "producing Douglas Jerrold's celebrated nautical drama of Black-Eyed 
Susan, and [having it] travestied on the same evening, I think there is some claim to originality, my contention being 
that there is no real fun in burlesque unless the subject matter is fresh in the mind of the auditor; and in placing both 
before the audience on the same evening I trust that my theory will prove correct" (16 Feb. 1895, 2). Although the 
paper's theatre critic suggested that the opening night performance of the travesty went on too long, he or she noted that 
"Bert Royle has written plenty of smart lines" and that when "trimmed… there is no reason why the 'new departure' 
should not justify itself by established success" (6).  
Royle's text for the burlesque is said to follow the original closely, though much of the dialogue and all of the 
songs are "obviously new." It is likely, however, that some of the material may well have been based on an earlier 
burlesque of the Black-Eyed Susan story, staged in 1891 by John F. Sheridan, and for which Royle contributed lyrics to 
J. A. Robertson's music [see Little Black-Eyed Susan entry, 1891]. One of the most ludicrous incidents in the burlesque, 
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records the Sydney Morning Herald critic was the scene in which a boat full of tars who rowed gaily over the waves, 
and then, to the delight of the whole house, walked upon the stage with the shell of the boat round their waists." 
Another particular highlight was Crosstree's escape over a human bridge formed by four acrobats (6). 
Musical numbers incorporated into the narrative included the songs "Too Long A-Lingering" (Dark), "The 
Gipps Street Buccaneers" (trio), "At Four O'clock in the Morning" (Forde); and a nautical dance performed by the tiny 
child performer, Kitty Lohr.  
1895: Her Majesty's Theatre (Syd); 16 Feb. - 9 Mar. 
 - Dir/Prod/Lse. George Rignold; S Art. John Brunton; S Mngr. J. W. Hazlitt. 
 - Cast incl. Fred Dark (Dame Hatley), Florence Esdaile (Susan), Frank Harcourt (Hatchett), Florrie Forde  
    (William), Edmond Leonard [Crosstree), Agnes Bristow (Gnatbrain), Stirling White (Judge), Bert Royle Kitty  
    Lohr, Perman Family [including Bella Perman]. 
- The 9 March production was included as part of the bill for a farewell benefit to Florrie Forde. This version of  
   the burlesque apparently had some additional business, in the form of "specialties" incorporated into the  
   introductory passage. 
 
 "Black-Eyed Susan."  SMH: 19 Feb. (1895), 6.                  [see also advert. - SMH: 16 Feb. (1895), 2] 
 "Her Majesty's Theatre."  SMH: 11 Mar. (1895), 3.      [rnib] 
 "Musical and Dramatic Notes."  SMH: 2 Mar. (1895), 2.      [rnib] 
 
 
KATHERINE:  [comic opera]  Lib. Margery Browne; Mus. Guglielmo Lardelli 
+  "Katherine Waltz"  W.H. Paling & Co, 1895. 
 Signor Lardelli (his Christian name is yet to be confirmed) had apparently "occupied a prominent position in 
Sydney for many years" previous to the premiere of his new opera Katherine (SMH: 11 May 1895, 7). Lardelli first 
premiered the music from the production at a private performance in the salon of the Continental Hotel, Wynyard 
Square. Among the forty or fifty people attending were Henri Kowalski and W. J. Wilson. At the conclusion of the 
evening the composer announced that it was his intention to place the opera before a London audience some time later 
that year. The Sydney Morning Herald critic writes of the evening, "Signor Lardelli, who, in addition to his gifts as a 
pianist and singer, has the power of droll expression, took his audience through the two act opera with surprising 
vivacity. It would appear from reviews of the Town Hall premiere, however, that the opera suffered somewhat from the 
"necessarily incomplete nature of the performance" having been "brought forward, as all new pieces are at London 
matinees, more or less 'in the rough' [and that it had yet] to undergo the process of remodelling bestowed upon every 
musical comedy during rehearsal at the theatre" (SMH: 17 May 1895, 3).  
 Songs and musical numbers known to have made up the score are: "The Katherine Waltz;" "Now Rides the 
Night" (sung by Katherine); "Semper Fidelis" (Wizard); "Night is Coming" (duet between Katherine and Archibald); 
and "Eldorado" (Archibald). The libretto, written by Mrs Margery Brown, later to write  the libretto for Alfred Hill's 
comic opera Lady Dolly, is said to have in no way detracted from the composer's "very genuine success" in scoring a 
work described in the paper as "tuneful, animated and always to the point" (22 Mar. 1895, 6). In a review of the full 
stage version the same paper notes, too, that "there are heaps of good things in the work. Mrs Margery Brown's lyrics 
are excellent.. and Signor Lardelli's music shows a true melodic gift, all the romantic numbers are taking, and the 
second part of the opera is musically strong" (SMH: 17 May 1895, 3). Mr Bruce Smith, in his address to guests 
following his private performance at the Continental Hotel, is also quoted as saying that "he was authorised to say the 
"book" was the work of a lady resident in the colony" (Browne was then living in Drummoyne) and that "her libretto 
was so sparkling that he could only hope that such a female "Gilbert" might long collaborate in unbroken amity with the 
"Australian Sullivan" (6).  
 The Sydney Morning Herald (27 Apr.) provides an interesting anecdote concerning Lardelli and the almost 
catastrophic loss of the only copy of the composer's orchestral score. According to a report in the paper's "Musical and 
Dramatic Notes," a friend of Lardelli, to who the score had been entrusted, lost the manuscript "somewhere on the road 
between the city and Redfern" a few weeks before the Town Hall premiere. Luckily, a gentleman driving his buggy 
along the road several hours after the score had been dropped picked it up, took it to his home at Cook's River and 
returned it to the composer several days later.  
 Further interest was generated in the opera following the Continental Hotel performance in response to Bruce 
Smith's comments that it "was a sad reflection that few works of art, music or literature were accepted in Australia until 
they had received the seal of approval of recognition in England. Smith went on to name several novelists who he 
claimed had been driven away because of the "mental attitude of the average Australian" (SMH: 22 Mar. 1895, 6).  In 
the same paper the following day the "Musical and Dramatic Notes" column wrote at length on some of the aspects 
raised by Smith - suggesting that while Smith had "neatly expressed" the problem, the fact was that producers could 
hardly be blamed for wishing to avoid the risks associated on chancing a four week season on untried productions when 
they could avoid such risks by purchasing a big London success.  The writer concludes, however, by suggesting equally 
that "the great mass of concert-goers and the great theatrical public of Australia are remarkably fair and intelligent in 
their verdicts, and care very little for "the seal of English approval." 
1895: Continental Hotel (Syd); 21 Mar.  [concert version] 
 - Musician/Singer: Signor Lardelli (piano). 
1895: Town Hall (Syd), 16 May 
 - Cond. Guglielmo Lardelli F.R.C.O; Orch Ldr. G. Rivers Allpress. 
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 - Cast incl. Violet Birkenhead (Katherine), Mrs Charles Edwards (Hecate), Frank Adams (Archibald), H. Weir  
    (Wizard), Fred Leston (Poet), Harry Leston (Doctor). 
- Madame Lardelli was originally cast as Katherine but fell ill shortly before opening night. Her understudy,  
   Violet Birkenhead (to have played the role of Dame Darling) took on the role instead. 
-  The orchestra is said to have comprised of some 20 instruments, while the chorus comprised over 200 voices  
   (SMH: 11 May 1895, 7). 
-  Selections from the opera were played by the City Organist at the Town Hall during an afternoon recital  
   presented the day before the premiere (SMH: 16 May 1895, 6). 
 
"Musical and Dramatic Notes."  SMH:  23 Mar. (1895), 4.       [re: comments by Bruce Smith after performance] 
"Musical and Dramatic Notes."  SMH:  27 Apr. (1895), 5.                      [re: near loss of score] 
"New Opera Katherine, The."  SMH: 11 May (1895), 7. 
"Signor Lardelli's Comic Opera."  SMH: 17 May (1895), 3.        [see also prev. - SMH: 16 May 1895, 6] 
"Signor Lardelli's New Opera."  SMH: 22 Mar. (1895), 6. 
 
 
ALADDIN JUNIOR:  [burlesque extravaganza]  Lib. [n/e]; Add Lib. J. Steele Robertson; Mus. [n/e] 
 Staged by the Maggie Moore Burlesque Company, this "new version of an old version," was advertised as 
having been localised, updated and "perversely versed… by a new verser… Mr J. Steele Robertson. The production was 
essentially a burlesque extravaganza, rather than a traditional pantomime - there being no fairy opening, transformation 
scene or harlequinade. 
 The synopsis of scenes and songs included in Sydney Morning Herald advertisements (1 May 1895, 2) is as 
follows:  Act 1: Sc 1. Cavern; Sc 2. Market Place in Pekin. "Her Eyes Don't Shine Like Diamonds" and "Under the City 
Lights" (Aladdin), "Apple Blossoms" (Aladdin and Princess), Grand Procession; Sc 3. The Widow's Cottage.  "Our 
Happy Little Home" (Widow); Sc 4. Exterior of the Cave. Sc 5. A Garden of Jewels. "The Coster's Mother" and "The 
Fatal Wedding" (Aladdin); Sc 6. The Wonderful Lamp. "Night is Dark" (Aladdin and Slave of the Lamp). Act 2:  Sc 1. 
The Widow's Cottage. "Sweet Spirit Hear My Prayer" (Princess) and "What Do Ye Think of O'Hoolihan" (Aladdin and 
Widow), The Emperor and his Court/Marriage negotiations; Sc 2. Aladdin's Palace and Illuminated Gardens. "The 
Darkies Dream" (song and dance - chorus). Variety Entertainment - Comic Song (Slave of the Ring), Clog Dance 
(performed by Carlton and Sutton), "Maggie Maguire" (performed by Clarence Lyndon), Acrobatic Act (Leopold 
Brothers), Grotesque Dance (Daisy, Holly and Jessie Williams), "Trinity Church" (Fred Dark), Banjo Solo (Jack 
Walton). Act 3: Sc 1. In China. "Sobbing Song and Chorus," The Magic Ring, On to Egypt, Medley and Dance; Sc 2.  
Interior of the Flying Palace. The Old Spinx Finale. 
 Among the cast for the Theatre Royal production were two seasoned Australian performers, Richard Stewart, 
who played Washee Washee ("a Chinaman afflicted with the extraordinary impression that he is a Scotsman"), and 
Oliver "Olly" Deering, who appeared as the very portly Emperor of China (and who seemed always unable to get 
through any normal-sized doorway).  H. R. Roberts, who directed the production also made a hit as Widow Twankey - 
the traditional widow who always carries a birch rod in her hand, is very old and very ugly, and appears equally ready 
to birch or embrace all and sundry who comes in her way" (SMH: 2 May 1895, 6). 
1895: Theatre Royal (Syd); 1-10 May  
 - Dir. H. R. Roberts; Cond/M Dir. George F. Pack; S Art. John Hennings; Cost. Mrs Rogers; S Mngr. George  
    Manson.  
- Troupe: Maggie Moore Dramatic Company. 
 - Cast incl. Maggie Moore (Aladdin Junior), H. R. Roberts (Widow Twankey), Laura Roberts (Princess  
   Badrouljebadour), Olly Deering (The Great Chow-Chow-Chow, Emperor of China), Harry Daniels (Grone  
   Virgier), Richard Stewart (Washee Washee), E. Hargarth (Abanazer), Norma Ray (Slave of the Lamp), Stella  
   Esdaile (Slave of the Ring), Nellie Osgood Moore (Sou Ching), Carlton and Sutton, Clarence Lyndon,  
   Leopold Brothers, Daisy, Holly and Jessie Williams, Fred Dark, Miss E. Hazlewood, Miss L. Zeplin, Miss M.  
   Galettly, Miss D. Holly, Miss J. Williams, Miss M. Mowbray, Miss J. Hogan, Miss V. Chard, Miss V.  
   Esdaile, Miss E. Stellabras, Miss A. Wheelan, Ida Murray, Jack Walton. 
 
 "Theatre Royal."  SMH: 2 May (1895), 6.                       [see also advert. - SMH: 1 May 1895, 2] 
 
 
ELDORADO:  [opera]  Lib. C. W. Chiplin; Mus. Hugo Alpen 
 "Possibly encouraged by the success of Signor Lardelli in the production of his comic opera, Katherine, Herr 
Hugo Alpen has now completed a romantic three-act piece entitled Eldorado," wrote the Sydney Morning Herald 
columnist in the 19 October issue. The opera was indeed afforded a production, held at the Guild Hall, during 
celebrations for the forthcoming marriage of the daughter of the composer.  The same paper records that "it was rather a 
daring idea to present Eldorado on the operatic stage instead of in concert form, because it is not possible to drill a large 
chorus in the necessary gesture, and concert-room soloists seldom appear to advantage when suddenly called upon not 
only to 'create' characters, but to fill-in all the little details which give life and body to theatrical impersonations" (SMH: 
29 Oct. 1895, 6). In reference to the cast it is apparent that much responsibility fell on the shoulders of the much 
experienced actor/basso Thomas H. Rainford, who played the double roles of Carl and Jack. 
Concerning the narrative aspects of the opera, the Herald's theatre critic notes that the composer "has had to 
contend with the difficulty which besets musicians all over the world, that of securing a suitable libretto. There is no 
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doubt a good deal of intelligent work in Mr C. W. Chiplin's 'book.' but as a whole, it lacks action and the sustained 
interest which leads to success" (SMH: 29 Oct. 1895, 6). The story begins in a vineyard setting in Germany where the 
love of Harold for Dora is made known. Her father, Carl, forges Harold's signature on some loan documents. Old Max, 
Carl's neighbour, and from whom the loan has been made, insists on marrying Dora should the money owed not be 
repaid within a year. Dora's father has no means by which to do this and so the only way to save him, and hence be 
allowed to marry Dora, is for Harold to attempt to seek his fortune in the Australian goldfields and return within a year 
before the loan is called. Harold sails to Australia, and as luck would have it, strikes gold. He returns to the Rhineland 
Vineyard in time to release old Carl from debt and to marry his daughter.  
 Songs and other musical numbers known to have been written for the opera are: "Come Vintagers" (chorus); a 
Bavarian or "Landler" style dance; "On this Bright Morning" (chorus); a wedding chorus "Let the Glad Air Ring 
Again;" "Oh Holy Mother (sung by Dora) and "Hark, 'Tis Thy Wedding Morning" (Anna). 
1895: Guild Hall, Castlereagh St (Syd); 28 Oct. 
 - Cond/Dir. Hugo Alpen; Orch Ldr. Albert Wentzel. 
 - Cast incl. Milly Wynn (Dora), J. Thompson Brown (Harold), Thomas H. Rainford (Carl/Jack the Digger), Mr  
    Clancy (Henri), Mrs Riley (Anna), Mr Nesbett (Ludwig). 
 
 "Herr Alpen's New Opera."  SMH: 29 Oct. (1895), 6. 
 "Musical and Dramatic Notes."  SMH: 19 Oct. (1895), 4. 
 
 
BALLOONACY:  [musical comedietta]  Txt/Mus. [n/e] 
This "original musical, farcical and nonsensical inflation" staged by the "inimitable and versatile merry-
makers," D'Arcy and Eva Stanfield, introduced several "latest musical successes" into its story line. For the 1897 
Brisbane version, for example, this included "A Merry Little Couple," "It Takes a Girl to Do It" and "The Highty-
Flighty Girls." 
1895: Tivoli Theatre (Syd); 9 Nov. - 
 - Prod. Harry Rickards. 
 - Cast: D'Arcy Stanfield, Eva Stanfield. 
1897: Gaiety Theatre (Bris); 24-30 Apr. 
 - Prod/Lse. Thomas Delohery, Charles Bovis and Sydney Deane; T Mngr. Henry Colley.  
 - Troupe: Elite Burlesque, Comedy and Specialty Company. 
 - Cast: D'Arcy Stanfield, Eva Stanfield. 
 
 BC: 24 Apr. (1897), 2.  Advert. 
 
 
CLUB LIFE:  [comic opera]  Lib. A. B. Paterson; Mus. Ernest E. Truman A.C.O. 
+  SLNSW  [NSL:D Q90/245 - chorus score selections with piano part] 
 The first mention of this "new and original" comic opera in print appears to have been in a Sydney Morning 
Herald "Musical and Dramatic Notes" column (9 Nov.) which announced "Mr Ernest E. Truman is making excellent 
progress with his new opera, and it is probable that a rehearsal will be held next week" (4).  A little more than a month 
later the world premiere was staged at Sydney's Criterion Theatre, winning, according to the Herald theatre critic, 
"something more than a "succes d'estime" in front of a crowded and fashionable audience. Among the audience were 
His Excellency Governor Hampden and Lady Hampden.  
 The operetta's story unfolds within the smoking-room of the Cassewary Club, where the members have decided 
to discharge the waiters and take on waitresses instead. The newly engaged waitresses, who are actually society girls in 
disguise, turn the tables on the members, however. Those not intent on finding a rich husband seem to be keen to test 
"the loyalty of their lovers or spying upon their peccant [sic] consorts." This situation naturally calls for a number of 
social and intimate complications, matters which appear, according to the Herald review, to move "the action along 
brightly enough in the first act, and only begins to halt perceptibly in the second. At this point," notes the critic, "it 
becomes evident that a clever sketch which judiciously condensed would make a first-rate "lever de rideau" at the 
regular theatres, has been extended on the rack of an entire evening's entertainment. Still, slight though it might be, 
Club Life is always well written, and the lyrics are smart and generally to the point.  
 As to the music, the Herald's critic proposed that Mr Truman, "who can be a scientific as anyone when he likes, 
has wisely devoted himself to melody. Where [Paterson has] lagged a little he seems to have taken up the running, so to 
speak; and whilst the first act does not lack good songs, it is in the second act that the best music, the more elaborate 
orchestration, has been forthcoming" (6) If there was any major criticism of the music it seems to have been directed 
towards the orchestra, which was seen as the weakest link. In this respect the critic suggests that "a true evaluation of 
the orchestration [was] difficult to judge. 
Songs known to have been written for the opera are: "In Our Society" (opening  male chorus); "All Things 
Come to the Man Who Waits" (sung by Miss Hixon, with the inference that why shouldn't they come to the woman!); "I 
Was Born and Bred" (Hinchcliffe); "Saveloy Duo" (Butler and Austin); "We Parted in Those Olden Days" and "My 
Love, Good Night" (Marks); "Will You Have Me, Sweet?" (Weir and Marks); "The Cigarette Song" (Weir); "A Maiden 
Met" (Rose); "Long Said the Old Man" (Gibson); "Human Vanity" (Gibson and Hixon).   
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A rough manuscript of excerpts from the score for the chorus is held by the State Library of NSW. The 27 page 
manuscript is credited to the chorus master W. J. Banks.  
1895: Criterion Theatre (Syd); 12-13 Dec. 
 - Cond/M Dir. Ernest Truman;  
- Cast incl. Cecilia Marks (Mabel Valentine), Henry Weir (Freddy, Mabel's lover), Leonard Gibson (Sir  
   Frederick Pottspoint) Miss Hixson (Lady Pottspoint), W. F. Hinchcliffe, R.N. (The Butler), Winnie Austin  
   (Waitress), Alison Rose (Clara Valentine), George Clibborn (A Waiter), Captain Dangar (Club Secretary), W.  
   Scott, (Member), Leslie Rolleston (Member), Mr Crabtree (Member), and Mrs Gibson Miss Dangar, Miss  
   Clibborn, Alice Cape, Elsie Cape, Miss Leary, Lizzie Marks,  Miss Kemmis, Mabel Watson, Miss Weston,  
   Miss Gillies, Ellie Dangar (Waitresses).  
 
 "New Opera Club Life."  SMH:  13 Dec. (1895), 6.       [see also prevs. - SMH: 30 Nov. 1895, 2; 12 Dec. 1895, 6] 
 
 
ROBINSON CRUSOE:  [pantomime]  Lib. Bert Royle; Mus. Frank Eugarde 
 "Written expressly for this theatre," Royle and Eugarde's Robinson Crusoe was described in advertising as a 
"Grand Mammoth and Original, Dramatical, Pantomimical, Nonsensical, Nautical, Pastoral, Oriental, Comical, 
Cannibal, Up-to-date Burlesque of Defoe's Mythical, Historical Story" (SMH: 24 Dec. 1895, 2). Staged in three  acts 
and ten tableaux, the "book" was revised by Alfred Woods and Stage Manager, Mr Hodson "with such judgment as to 
save an hour on the 'first night' performance" (SMH: 27 Dec. 1895, 6).   
 After the traditional opening in Fairy Land, where children dressed as elves hammered miniature anvils with 
little golden hammers, the Forces of Evil are called up, and the scene changes back to Earth - a nautical setting on the 
banks of the Thames. From here the story follows, in a fashion, that of Defoe's invention - Crusoe's embarkation, the 
storm and shipwreck, and the island upon which he finds himself stranded.  As is traditional in such burlesques, 
however, the storyline deviates at various intervals. Creative license can be seen, for example, in the Act 2; Scene 2 
"The Fight with the Tigers," and in the final act "The Rajah's Palace," where the Rajah of Chimpanzee, who rules over 
his Eastern Court, consents to the marriage of his daughter with Crusoe, bringing the pantomime to an end.  
The pantomime included the songs: "Molly Riley," "Alabama Coon," "Laxily Sleeping," and "Hear What the 
Sweet Bells Say" (sung by Marie Luella); "At My Window" and "What is it Whispering in My Heart" (Moore), "He Got 
it Where the Chicken Got the Axe" and "Ting a Ling Ting" (Watson); "The Fighting Tailor (Tommy Cosgrove); "I 
Don't Want to Play in Your Yard" (Florrie Ranger); "The Band Played On" and "The Boy in the Gallery" (William and 
Amy Gourley). Other musical music highlights included "The Sinbad Ballet" (performed as Crusoe departs on his 
voyage of discovery); "The Trilby Ballet" (staged with "an entirely new novelty"); "The Cannibal Ballet" and "The 
Harem Ballet" (an Oriental dance) and a thirty-member hornpipe dance performed by children.  Among the numerous 
novelties incorporated into the narrative were: "Peter Jackson the Fighting Kangaroo," and "Henry the Braying 
Donkey." The visual spectacle also saw a depiction of Crusoe's ship wrecked in the thunderstorm, with the staging 
including a mechanical device which allowed Crusoe to be tossed about on his raft. The harlequinade was also 
described a novel, being staged aboard a train which was apparently racing through the countryside. The transformation 
scene was titled "Through the Mazes of Fairy Land to the Home of the Naiads."  
The Boxing Day performance saw a sensational incident occur within the auditorium when a man, John Smith, 
attempted suicide by throwing himself off the top gallery of the theatre and on to the stalls some forty feet below. 
Although Smith broke two iron seats, and hurt himself internally, it is believed his injuries did not prove fatal (SMH: 27 
Dec. 1895, 4). 
1895: Her Majesty's Theatre (Syd); 24 Dec. 1895 - 7 Feb. 1896 
 - Mngr. Alfred Woods; Lse. Woods and Marshall; S Art. William Kinchela; M Dir/Arr. Frank Eugarde;  
   S Mngr. Mr Hodson. 
- Cast incl. Marie Luella (Crusoe), Edith Moore (principal girl), Lilla Wilde (Fairy Queen), Harry Leston,  
   Bobby Watson, Amy William, Alfred Woods, Lily Everett, Edith Barrow, Ada Page, Edith Stellibrass, Violet  
   Desmond, Maud Lita, Ada Montgomerie, Annie Sinclair, Roy Solomon, Edna Elden, Harry Hodson, Charles  
   Woods, J. S. Ryan, Walter Rivers, Frank Foster, Harry Overton, Tommy Cosgrove, E. Carden Wilson, Cecil  
   Calvert, Frank Sceats, Les Tynes and Martini, the Fausts, William and Amy Gourlay, Little Florrie Ranger,  
   Baby Tracey, Master Claude Calvert. 
 
"Her Majesty's." SMH: 24 Dec. (1895), 2.   Advert.    
"Her Majesty's - Robinson Crusoe." SMH: 25 Dec. (1895), 6. 
"Her Majesty's Theatre." SMH: 14 Dec. (1895), 10. 
"Her Majesty's Theatre." SMH: 27 Dec. (1895), 6. 
SMH: 25 Jan. (1896), 2.   Advert. 
 
 
PANTOMIME DE VARIETY:  [musical entertainment]  Txt. [n/e]; Mus. H. Hawkins et al. 
 A combination of variety entertainment in the minstrelsy form along with a "Pantomime De Variety 
Harlequinade," which incorporated a variety of scenes and tableaux. Advertising claimed a company "a legion strong," 
with the production including among its attractions "armour, banners, screens, cannons, guns, lions, [and] shields" 
(SMH: 24 Dec. 1895, 2). 
 324 
 
The music most likely involved a number of songs written for, or appropriated by, the various performers. H. 
Hawkins R.A.M. is known to have expressly composed the Grand Vocal Ballet, titled "Constancy."  
1895: Sydney Music Hall; 24 Dec. - 
 - Dir/S Mngr. George Dean; Mngr. W. P. Morrison; Prop. (theatre) J. Lawler; Cost. Mrs W. P. Morrison. 
- Cast incl. W. Horace Bent, Will Wallace, Richard Shepherd, C. Wilton, Miss F. Murphy, Eva Howard, Alick  
   Rudge, B. Ingersoll, Annie Grey (principal dancer), Gus Franks, Jack Williams, Jim Mooney, Connie Moreni,  
   Agnes Grey. 
 
"Sydney Music Hall."  SMH: 24 Dec. (1895), 2.   Advert.     
 
 
DJIN DJIN THE JAPANESE BOGIE MAN; OR, THE GREAT SHOGUN WHO 
LOST HIS SON AND THE LITTLE PRINCESS WHO FOUND HIM: [pantomime]  
Lib. J. C. Williamson and Bert Royle; Mus. Leon Caron; Add Mus. George F. Pack 
 Described by its creators as a "Fairy Tale of Old Japan," and with echoes of The Mikado throughout, it tells the 
story of Djin Djin, an evil demon, who holds the talisman which can save the life of Princess Iris. She will die unless 
someone defeats Djin Djin and liberates the talisman. To do this they must risk entering the ruined temple where the 
demon and his horde of followers are based. The idea for the show had originally been developed by Williamson after 
contemplating introducing a Japanese ballet into a production of The Mikado.  
Djin Djin was advertised as a "grand spectacular extravaganza," and indeed it had no fewer than thirty-eight 
named performers, with a host of other actors and dancers playing roles such as Mousinées, Flower Fairies, Snow 
Elves, Japanese Ladies, Samurai, Councillors, Officials, Courtiers, Coolies, Guards, Jinrikishamen, Spirits, Demons and 
Monkeys etc. The Sydney Morning Herald  records that the then current Melbourne production was "an orgy of 
splendor," and "a surfeit of rich colour, of Oriental pageantry, rapid and dazzling movements, ballets that are all sparkle 
and glitter, and stage groupings that fascinate the attention by their rapid and kaleidoscopic changes" ("Musical and 
Dramatic Notes" 4). 
 The production of Djin Djin was undertaken by Williamson at a period when his company was faced with a 
serious financial crisis, due to a large extent by the economic depression which in Australia had become exacerbated by 
a devastating drought. From its opening performance, however, the show became a resounding success, with the drama 
critics especially impressed by originality, well-defined plot and spectacle. The production went on to play to large 
houses in both Australia and New Zealand. 
 The music was composed by the J. C. Williamson's house composer, Leon Caron, with additional songs being 
written by George F. Pack. 
1895: Princess Theatre (Melb), 26 Dec. 1895 - ca. Feb.1896 
 - Dir. John Wallace; Prod. J. C. Williamson and George Musgrove; Cond/M Dir. Leon Caron; S Art. George  
    Gordon, Phil Goatcher and W. R. Spong. 
 - Cast incl. Carrie Moore, Oliver "Olly" Deering, Edward Farley, Florrie McRae, Florence Young, Maie Saqui,  
    Leonore Orelli, Arthur Lissant, Flora Graupner, Ivy Scott, John Coleman (a spinster of uncertain age),  
    Marietta Nash, A. J. Boyd,  C. W. Berkeley, F. England, H. Smith, F. Gates, S. Grainger, F. Lear, Stannis  
    Leslie, Sydney Bracey, J. R. Johnston, J. W. Campbell, H. Williams, J. Costello, W. Brew, William Elton (the  
    Prince's valet), Alma Vaughan, Lila Clifton, Beatrice Place, Steela Esdaile, Millie Young, Rosie Morgan,  
    Cilia Morgan, Izabel Henley, Mary Oakey, Dora Taylor, Connie Solomon.   
1896: New Zealand Dominion tour; [no details] 
 - Troupe. Pollard's Lilliputian Company. 
 - Pollard's company by this stage was an all adult troupe, with the juvenile company having been dropped the  
    previous year. 
1903: His Majesty’s Theatre (Johannesburg, Sth Africa), 11 July - 
 - Cast:  Royal Australian Opera Company. 
 
 "Boxing Day - The New Pantomimes."  A: 27 Dec. (1895), 6. 
 Dicker, Ian.  JCW. (1974), 130-33. 
 "Musical and Dramatic Notes."  SMH:  4 Jan. (1896), 4. 
 NLA: Sharp Collection.  Program.      [rnib] 
 Rees, Leslie. Making of Australian Drama, The.  (1973), 75-76. 
 
 
SANTA CLAUS, THE HOUSE THAT JACK BUILT, AND THE 
HISTORICAL GIANT KILLER:  [pantomime]   Lib Adapt. Steele Robertson; Mus. incl. G. A. Sutch  
This production marked the jubilee anniversary of pantomime produced by George Coppin in Melbourne - the 
first being in 1845. Advertising drew attention to the licensing for the production of George Rignold's sensational stage 
effect known as "The Fire Ballet," which he invented, patented, (and which had been staged with immense such in 
Sydney the previous year as a highlight spectacle in The House that Jack Built pantomime). The Age noted that it "this 
wonderful spectacle is a realistic illustration of Living Creation" (25 Dec. 1895, 2). 
The story begins in the house of Mr and Mrs Santa Claus and their troop of fairies, who decide upon a 
pantomime to celebrate the happy season. This is followed by the dormitory scene with Jack and his maternal relative 
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inspecting the children's presents in the house that he designed and had built by juvenile builders.  Jack is then set a task 
by King Arthur, after having rescued the King's sister, and promised a reward. The task is to destroy the Giant. The 
pantomime contains many allusions to topical and political matters of the day while the music, described as "up to date" 
(and partly composed by G. A. Sutch), includes numerous songs and dances.  
1895: Theatre Royal (Melb); 26 Dec. 1895 – ca. Jan. 1896 
 - Dir/Prod. George Coppin; M Arr/Dir. G. A. Sutch; S Art. John Hennings and W. B. Spong (Transformation  
    Scene); Cost. Gena Coppin; Lig. Mr Lowe (limelight) S Mngr. Mr Melville. 
- Cast incl. Florence Wilton (Jack), Frank Litton (Santa), Fred Dark, Florrie Esdaile, Marie Litton, G. Chalmers,  
   E. Coughlan, Herr Kormerand, Miss Kehoe, Miss Violet, Miss Wilgins, Miss Shara, Daisy Coppin, Miss T.  
   Lyndal, Miss C. White, Amie Brooks, Miss Couglan, Miss Yelverton, Leopold Family, Madame Pasta. 
 
"Boxing Day - The New Pantomimes."  A: 27 Dec. (1895), 6. 
 
 
THE MILLER AND THE SWEEP; OR, THE PEOPLE OF THE MIST:  [pantomime]   
 Lib. W. H. Speed; Mus. [n/e] 
 Adapted from H. Rider Haggard's novel The People of the Mist, first published in serial form in 1893, the 1895 
Brisbane season advertised the pantomime as "the most interesting and mythical production ever placed before the 
public because it is fresh and new. The variety throughout the pantomime is brilliant… [and includes] new and 
sparkling songs introduced for the first time in Brisbane" (BC: 25 Dec. 1895, 2). The Brisbane Courier's theatre critic 
reports that while the subject was "perhaps, a welcome change from the more familiar tales of the nursery [The Miller 
and the Sweep] had the disadvantage of not being so well told. The dialogue is weak and the development of what little 
plot can be traced is not ingenious" (27 Dec. 1895, 6). 
 Haggard's original story concerns the penniless Leonard Outram who attempts to redress the loss of his family 
fortune by seeking a new one in Africa. During the course of his adventures he and his Zulu companion Otter save a 
young woman and her nursemaid from slavery and eventually sets out to find the legendary people of the mist, who are 
said to possess a fabulous hoard of jewels. 
 Songs known to have been interpolated into the 1894 version were: "I Won't Play in Your Yard," "All in a 
Row," "What Will You Do in the Winter," "I Love My Love, Boo Boo," "One More Drink, Then Bye-Bye," "I Do Love 
You," "She's the New Woman on the Bicycle," "Girl Wanted," "Ah Henrietta, Don't Scratch the Paint," "Mr Lord 
Knows Who," "Hard Times," "Love Sweet Love," and "The Fellow that Played the Drum." Advertising in the days 
leading up to the Brisbane premiere also indicates that the production would introduce "solos, duets, trios, quartettes, 
violin and harp obligatos [and] quaint and varied jubilee melodies as sung by the Fisk Jubilee Singers" (BC: 21 Dec. 
1895, 2). 
 A review of the 1898 Fremantle production, published in the West Australian indicates, that this revival 
contained a large number of localisms and topicalities, and that the harlequinade had been written by a local (28 Dec. 
1898, n. pag.). Speed had previously been in partnership with Martyn Hagan for a season at Fremantle, but this had 
dissolved sometime during the week 3-10 December. The Miller and the Sweep therefore marked the first major 
production under Speed's solo management.  
[NB: A production of a similarly-titled black-face pantomime is known to have been staged by the American Coloured Minstrels at the 
Haymarket Theatre (Sydney) beginning 3 January 1890. Interestingly, while their would appear to be no relationship between the two 
pantomimes due to Haggard's novel being at that time unpublished, Billy Speed was one of the members of the American troupe around 1890. His 
1895 adaptation may therefore have contained elements from both works. 
1895: Gaiety Theatre (Bris); 26 Dec. 1895 - 4 Jan. 1896 
 - Prod/Lse. W. H. Speed, Thomas Delohery, James Craydon and Ted Holland; B Mngr. W. H. Speed. 
 - Troupe: Speed, Delohery, Craydon and Holland Elite Company. 
 - Cast incl. Ted Holland (The Miller), W. H. Speed (The Sweep), Tom Delohery (Dennis O'Hooligan, and Irish  
    showman and orator), Amy Rowe (Prince Octoroon), Alice Speed (Mad Meg), Carlotta May (Rosebud, the  
    star of the village), Fred Duncan (Lord Senseless), James Craydon (Mrs Lippy O'Hooligan, the model new  
    woman), Fred Garnet (Ko-Koo, the dwarf guide of the mountains), Ernest  Brinkman (Horatio), Trivio  
    Brothers (The Imps of Satan), Addie Barton (Prince Quadroon), Lyola Thompson (Ko-Ko, Mad Meg's spy),  
    Amy Sherwood, Cora Arlington, Miss Fenton, Miss Sutton, Miss Thompson, Cissy Grey, Paul Manfred,  
    Alice Davis, Millie Downer. 
1898: Ye Olde Englysh Fayre (Fremantle, WA); 26 Dec. – ca. Jan. 1899 
 - Dir/Prod. W. H. Speed. 
 - Troupe: W. H. Speed's Silk and Satin Star Vaudeville and Burlesque Company. 
 - Cast incl. W. H. Speed, Bert Leopold, Tom Leopold, George Leopold, Kingsley and Kerr. 
 
 "Gaiety Theatre, The."  BC: 27 Dec. 1895, 6.         [see also advert. - BC: 25 Dec. 1895, 2] 
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1896 
 
 
THE MAGIC CLOAK:  [operetta]  Lib. Bernard Espinasse; Mus. Ernest P. Truman 
1896: Town Hall, Paddington (Syd); 16 Oct. 
 
 
SINBAD THE SAILOR; OR, TINBAD THE TAILOR AND THE WICKED 
OGRES, THE GOOD FAIRY AND THELITTLE OLD MAN OF THE SEA, TO 
SAY NOTHING OF THE BOLD BAD WRECKEROO:  [pantomime]   Lib. Bert Royle and  
J. C. Williamson; Orig Mus. George F. Pack; Add Mus. [n/e] 
J. C. Williamson once again premiered this pantomime on Christmas Eve rather than the traditional Boxing 
Day, a move which the Sydney Morning Herald critic noted "savoured somewhat of a final dress rehearsal." The review 
further suggests that the libretto was in need of a great deal work, particularly with regard to cutting the length down 
from its four hour running time. "Though there is plenty of talent in the cast," writes the reviewer, "the 'book' as 
presented last night hardly disclosed it, and the actors waded through the voluminous verbiage without striking as many 
sparks of fun from it as they may possibly do when the pruning-knife has enabled them to find their way to the jokes a 
little quicker" (6).  
The music of the production saw the following songs and dances incorporated into the story: "Didn't I Run, 
Run, Run" (sung by Will Crackles), "Rosie O'Grady" (Ada Baker), "Il Bacio" and "Canary Polka" (Frank Lawton), 
"Darling Mabel" (Eva Clements), "We'll Just Have Another and Then" (Crackles and Stanfield), "Mary Used to Go to 
Sunday School" (Stella Esdaile), "Remedies" (Stanfield), "Love's Duet" (Phillips and Esdaile), and the "Magnificent 
Trio Dance" (performed by Misses E. and A. Hooper and Frank Lawton). 
1896: Her Majesty's Theatre (Syd); 24 Dec. - 29 Jan. 1897 
- Dir. John Wallace; Prod. J. C. Williamson and George Musgrove; Mngr. C. B. Westmacott; M Arr/Dir.  
   George F. Pack; S Art. W. B. Spong (G. and J. Gordon and P. Howden - Transformation Scene); Chor. Mde  
   Pasta Moore and John Wallace; Cost. Miss Nathan and Miss Donnelly; Harlequinade Dir. Joe Tolano. 
- Cast incl. Stella Esdaile (Sinbad), Ada Baker, Will Crackles (Tinbad), Eva Clements, D'Arcy Stanfield, Frank  
   Lawton (Wreckeroo), Joe Tolano, Little Florrie Ranger, J. Kingston, P. Stewart, A. King, Miss M. Thornton,  
   George Leopold, Mina Phillips, Hettie Holroyd, the Banvards (acrobats), Joe Walhalla, Mons. Provo, the  
   Lucifers (acrobats). 
 
 SMH: 24 Dec. (1896), 2.   Advert.        
 "Christmas Pantomime, The."  SMH: 25 Dec. (1896), 6. 
 
 
MATSA - QUEEN OF FIRE; OR, THE APPLES OF THE ISLE, THE DATES OF 
OSIRIS AND THE LITTLE PEOPLE OF THE MOUNTAINS OF THE MOON, 
ONN AND OPH:  [pantomime]  Lib. J. C. Williamson and Bert Royle; Orig Mus. Leon Caron and George  
 Pack; Add Mus. [n/e] 
Intended by J. C. Williamson to surpass the enormously successful Djin Djin (1895), Matsa was seen, at least 
by the Age critic to have achieved its aim in most areas, notably in the spectacle, ballets and artwork presented.  In this 
respect Williamson himself described the production as the 'most elaborate spectacular… his firm [had] ever attempted" 
(SMH: 27 Feb. 1897, 4), while several critics wholeheartedly agreed that Matsa had "entirely eclipsed" its predecessor 
(SMH: 2 Jan. 1897, 4 and 5 Mar. 1897, 2).  Set mostly in Egypt (with scenes of the Pyramids, Cairo and Ancient 
Memphis), but with a brief return to Melbourne in the final scene, the pantomime concerns the rescue of a beautiful 
young princess by her beloved prince. The princess has been captured by the evil Queen of Fire, who threatens to 
sacrifice her. Characters incorporated into the narrative include Pygmies (and their King), a mummy, warriors, priests, 
and ugly Irish spinster and an American heiress. 
The story, essentially an original fairytale created by Royle, concerns the Queen of Fire, who every hundred 
years demands the life of a maiden. The Fates point to Zelica as the victim, and Pentaur, a revivified mummy, is 
dispatched to modern Cairo to seize her. Pentaur's attempt is foiled by Colonel Boomley, an American speculator, and 
Prince Simbal, Captain of the Khedive's Guard, but he manages to trick them into eating the magic apples of Isis the 
Great, which somehow send them back to Memphis of 3,000 years - a time when Ramesses II ruled Egypt. Zelica is 
eventually saved, but not before several grand adventures occur, including the group's capture by pygmies. 
The musical aspects known to have been incorporated into the story include Leon Caron's "It May Be Love" 
(sung by Nellie Young), along with "Some Things are Better Left Unsaid" (George Lauri), and dances such as the 
"Floral Ballet" and "Fire Ballet." The production included the usual Williamson spectacles - grand marches, sumptuous 
ballets, and elaborate and striking costumes. Some notable features of the production were "The Mist of Past Ages," 
"Ancient Memphis Restored," "The Tomb of the Kings," "The Triumphant Return of Rameses III," "The Great Martial 
Procession" (250 people), "The Land of the Pygmies," "Matsa's Cyclopian Guards," "March of the Elephants, Lions and 
Tigers and Other Animals," "The Home of the Queen of Fire," "Sensational Fire Ballet," "On a P&O Steamer in the 
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Suez," "The Court of the Queen of Air," and the "Astounding Ariel Ballet." The visual highlight of the production 
according to one review were George Gordon's scenes "The Rising of the Nile" and the "Startling Inundation Scene," 
which show the destruction of Matsa'a temple by an inundation of the Nile. "The priestesses," records one account, "are 
seen dancing in the fire, until overwhelmed by the water. The massive temple sinks bit by bit, the Nile rises higher and 
higher, and at last the stage 'looks like a vast extent of water shimmering under a full moon" (SMH: 2 Jan. 1897, 4). 
The music by Leon Caron, with additional assistance from George Pack, was viewed by the Age critic as along 
the "lines of distinct originality, and as pleasing as any old favourites could be… [although] the paucity of topical songs 
and local allusions [was] noticeable" (6). The musical highlights included "Love's Serenade," previously sung in the 
production of The Milk White Flag, "The Honeymoon March, and several numbers sung by Carrie Moore, including 
"Only Me," described as "a beautiful pathetic song" and "the germ of the pantomime." The refrain from this is published 
in the Age (9 Jan. 1897, 12): 
 
Only me, only me     One got the kisses and kindly words 
     Sobbed in a weary tone;       That was her pet, 'Marie"; 
Wrung from an innocent baby's heart,   One told her troubles to bees and birds 
     That felt so much alone.       That one was "Only Me." 
 
Another hit from the production, the children's song  "Won't You Come to My Tea Party," said to be "prettier and easier 
than the great favourite "I Don't Want To Play in Your Yard," (which had already sold some 100,000 copies in America 
and England), also had its refrain published in the Age (12): 
 
   Won't you come to my tea party?   We will have, oh such a good time, 
   All my playmates will be there;   Lots of sweets and oh so much fun; 
   Come and bring your baby sweethearts,  Mamma told me to invite you. 
   Mamma says that she don't care.   To my tea party, won't you come? 
 
The Sydney Morning Herald critic records, in relation to the libretto, that although "the comic element in Matsa 
is not strong… there are some clever lyrics in the libretto… Much [of the production's success, however] is due to the 
grace and gaiety of the music" (7). 
[NB: Following the end of the Melbourne revival in April/May 1897, J. C. Williamson engaged a number of cast members to form the 
Matsa Vaudeville Company. Among those in the company were John Coleman, Alice Leamar, Frank Lawton, the Delavines, the Winterton Sisters,  
Little Gulliver, Ernest Fitts and Mr Leoni Clarke (the "Cat King"). The company is believed to have left for New Zealand sometime around June, with 
Williamson's representative, Harold Ashton, having sailed for Auckland in late May to arrange the tour.] 
1896: Princess's Theatre (Melb); 24 Dec. 1896 - 12 Feb. 1897 
 - Dir/S Mngr. Walter Raynham; Prod. J. C. Williamson and George Musgrove; Cond/M Arr. Leon Caron;  
     S Art. George and J. Gordon, John Brunton; Cost. W. R. Barnes and Emily Nathan; Chor. Mde Phillipini. 
 - Cast incl.  George Lauri (Col. Kidstone Boomley), May Pollard (Matsa), Howard Vernon (Pentaur), Florence  
    Young (Prince Simbal), Carrie Moore (Nokatch, a Cairo donkey boy), Ernest Fitts (Phtha, Matsa's High  
    Priest), Marietta Nash (Mrs McLonely, an Irish spinster), Gus Gregory (Cashup, Boomley's valet), P. Bathurst  
    (Rameses III), F. England (Seti), Juliet Wray (Kitty Truelove), Mary Weir (Ariel), Annie Cubitt (Aetheria,  
    Queen of the Air), Maie Saqui (Ahmed), Little Gulliver (Onn, King of the Pygmies), Little Ivy Scott (Oph,  
    Queen of the Pygmies), Alma Vaughan, Lucy Cobb, Flora Graupner, Mr Leoni Clarke's Trained Cats, Rats,  
    Mice, Monkey's, Canaries and Cockatoos. 
1897: Her Majesty's Theatre (Syd); 27 Feb. - 10 Apr. 
- Dir/S Mngr. Walter Raynham; Prod. J. C. Williamson and George Musgrove; Cond/M Arr. Leon Caron;  
   S Art. George and J. Gordon, John Brunton; Cost. W. R. Barnes and Emily Nathan; Chor. Mde Phillipini. 
 - Cast incl.  George Lauri (Col. Kidstone Boomley), May Pollard (Matsa), Howard Vernon (Pentaur), Florence  
    Young (Prince Simbal), Carrie Moore (Nokatch, a Cairo donkey boy), Nellie Young (Zelica), D'Arcy  
    Stanfield (Mrs McLonely, elderly Irish spinster), Ernest Fitts (Phtha, Matsa's High Priest), Gus Gregory  
    (Cashup, Boomley's valet), P. Bathurst (Rameses III), F. England (Seti), Juliet Wray (Kitty Truelove), Mary  
    Weir (Ariel), Annie Cubitt (Aetheria, Queen of the Air), Maie Saqui (Ahmed), Minnie Hooper (Hassen), Miss  
    M. Myers (Yorak), Lila Clifton (Caseira), Kitty Kehir (Muza), Miss Smith (Hafed), Linda Bergin (Soda),  
    Madge Torrence (Husho), Miss F. McRae (Hene, Zelica's friend), Little Gulliver (Onn, King of the Pygmies),  
    Little Ivy Scott (Oph, Queen of the Pygmies), P. Lear (Shu), H. Smith (Knua), W. Beaumont (Amasis). 
 - According to an item in the Sydney Morning Herald's "Musical and Dramatic Notes" column (27 Feb. 1897,  
    4), Williamson and Musgrove transported the entire chorus, principal musicians, chief mechanist, wardrobe  
   mistress and numerous other leading production staff from the Melbourne season. 
1897: Princess's Theatre (Melb); 15-20 May  [return season] 
- Cast and production mostly as for previous Sydney and Melbourne seasons. Major changes in the cast were:  
   Millie Young (as Prince Simbal), Mina Phillips (Zelica), John Coleman (Mrs McLonely), Lila Clifton (Hene).  
 
 "Her Majesty's - Matsa."  SMH: 29 Feb. (1897), 7. 
 "Her Majesty's Theatre."  SMH: 27 Feb. (1897), 12.              [see also adverts. - SMH: 27 Feb.; 2, 5, 6, 13, 20 Mar. 1897, 2] 
 "Princess's Theatre - Matsa."  A: 17 May (1897), 6.                                        [see also advert. A: 15 May 1897, 12] 
"Princess's Theatre - The Pantomime Matsa."  A: 28 Dec. (1896), 6.               [see also adverts. - 2 Jan. 1897, 2; 9, Jan. 1897, 12] 
 "Musical and Dramatic Notes."  SMH: 2 Jan. (1897), 4.           [see also "Musical and Dramatic News" - SMH: 27 Feb. 1897, 4] 
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* TRILBY BURLESQUE:  [burlesque]  Txt Adapt. Edwin Fin; Orig Mus. George Pack; Add Mus. [n/e] 
 Advertised in 1898 as having its libretto written by Mr Edwin Fin, and the music "composed and arranged by 
Mr George F. Pack," (BC: 3 Sept. 1898, 2), Trilby Burlesque was "especially [created] for the purpose of illustrating 
Maggie Moore's conception of Du Maurier's celebrated character, Trilby O'Ferrall," which she has rendered famous as 
Great Creation. It is believed, too, that both Maggie Moore (ex-Mrs J. C. Williamson) and H. R. Roberts, under whose 
sole direction the piece was produced (1897), also invested considerable input into the work's creation. The Brisbane 
Courier records in this respect that the burlesque was "chiefly a setting for a variety entertainment… [and] bears very 
little resemblance to either the book or the drama. The names of the principal characters are preserved, and there almost 
all the resemblance ends. In the burlesque, as in most productions of the kind, there is little rhyme or reason, but by way 
of compensation there is a large measure of bright and enjoyable entertainment. The degree of success attained in the 
production is due rather to the performers than to the author" (5 Sept. 1898, 5).  
 According to advertising the 1897 season of this "eminently successful and popular musical extravaganza" at 
the Theatre Royal (Syd) was a revival (SMH: 28 Aug. 1897, 2). The Sydney Morning Herald review of that production 
records that "for over two hours the audience was kept in a condition of almost continuous merriment… [and] that since 
Trilby was last presented there has been no substantial change in the cast" (30 Aug. 1897, 3).  
Songs presented in 1897 included the "well-worn and pathetic ballad titled 'Ben Bolt'… given with the 
sympathetic feeling which is one of the potent charms of Miss Moore's vocalisation," along with "Nothing too good for 
the Irish" and "Arrah Go On." Other songs were: "Mesmeric (Trilby and Svengali); "The Hypnotiser" (Svengali); 
"Artists Models" (chorus); and "Willie Brewd a Peck O' Maut" and "The Macgregors Gathering" (The Laird). Reviews 
indicate, too, that additional highlights included H. R. Robert's "pantomimic manipulation of the piano," the "Altogether 
Ballet, and Shubert's "Adieu." The Perth 1898 season indicates that Walter Rivers sang "My Fiddle and Me" while 
Maggie Moore also contributed "My Father's Farmyard" along with "Nothing too Good for the Irish." 
 Among the characters portrayed in the work are Svengali, a mesmerist musician; the Laird of Cockpen; Zen 
Zou, of the Dragoons; Reverend and Mrs Bagot, Little Billie's uncle and mother; and the jealous and moody Gecko, 
sidekick to Svengali.  
 [NB: The rights to stage a dramatise production of Trilby were secured by Herbert Beerbolm Tree c1894/5. According to a report in the 
Sydney Morning Herald, Tree's intention was to first try out the drama in the English provinces before staging it at the Haymarket Theatre in London 
in late autumn 1895 (7 Sept. 1895, 4)] 
1896: (Melb); ca. July 
1897: Theatre Royal (Syd); 28 Aug. - 
 - Dir. H. R. Roberts; Lse. Maggie Moore; M Dir/Cond. George Gardiner; S Art. George Campbell; Chor. Edie  
    Hooper, with Miss Beany Galletely; B Mngr. Percy Ward. 
 - Cast incl. Maggie Moore (Trilby O'Ferrall), H. R. Roberts (Svengali), Walter Rivers (Gecko), Little Gladys  
    Bashford (Jeannot O'Ferrall), E. B. Russell (Taffy, alias Talbot Wynne), Roy Cushing (The Laird of  
    Cockpen), Max Maxwell (Zen Zou), Percy Walshe (Manager Kaw), J. P. West (Rev. Bagot), Maggie Forde  
    (Mrs Bagot), Miss M. A. Melville (Madame Vinard), Ettie Croucher, Florrie West, Sybil Grey, Lily Bentley,  
    Stella Langley, Eva Howard, Lihe Bashford, Fanny Keary, Ella Wilde, Mary Walford, May Connelly, Bertha  
    Davis, Belle Harvey, Lucy George, Annie Sefton. 
- This production also presented for the first time in Australia "the latest orchestral vocal novelty 'Parson  
   Johnson's Chicken Brigade'" (SMH: 28 Aug. 1897, 2). 
1897: Theatre Royal (Melb); 4-10 Dec. 
 - Cast and production mostly as for previous Sydney production. Major changes were J. E. Sheppard replacing  
    Roy Cushing as The Laird; Blanche Lewis as Madame Vineyard, replacing Miss M. A. Melville. Laura  
    Roberts, cast as Little Billee (alias William Bagot) for the Melbourne production had not been engaged for the  
    Sydney season. 
1898: Town Hall (Perth); 4-8 June  [return season; 18-19 July] 
 - Cast and production mostly as for previous Melbourne season. Cast also incl. Nellie Osgood Moore. 
1898: Western Australian regional tour; 9 June - 
 - Itinerary incl. Coolgardie, Kalgoorlie, Kanowna and Fremantle. 
1898: Opera House (Bris); 3-4 Sept.  
 - Dir. H. R. Roberts; Lse. Maggie Moore and H. R. Roberts; M Dir/Cond. Henry Hawkins; S Art. George  
    Campbell; Chor. Edie Hooper; B Mngr. Percy Ward; S Mngr. Herbert Ashton. 
 - Cast incl. Maggie Moore (Trilby O'Ferrall), H. R. Roberts (Svengali), Walter Rivers (Gecko), Little Gladys  
    Bashford (Jeannot O'Ferrall), Alec Cochrane (Taffy, alias Talbot Wynne), Fred Esmelton (The Laird of  
    Cockpen), W. J. Townsend (Zen Zou), J. J. Ennie (Manager Kaw), Herbert Ashton (Rev. Bagot), Marion  
    Willis (Mrs Bagot), Lily Branscombe (Madame Vinard), Irene Connelly, Lucy Bentley, Mary Wall, Alice  
    Massey, Annie East, Hilda Black, Adelaide Massey, Jessie Stevens, Florence Grey. 
- Musicians incl. Hosea Easton (banjo). 
 
"Amusements."  A: 6 Dec. (1897), 6.             [see also advert. - A: 4 Dec. 1897, 12] 
"Maggie Moore Company: Trilby Burlesque."  WA: 8 June (1898), 6. 
"Maggie Moore Season, The."  WA: 6 June (1898), 2. 
"Opera House: Miss Maggie Moore Season, The."  BC: 5 Sept. (1898), 5.        [see also advert. - BC: 3 Sept. 1898, 2] 
"Theatre Royal - Trilby, The."  SMH: 30 Aug. (1897), 3.     [see also advert. - SMH: 28 Aug. 1897, 2] 
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 Dan Barry's Dramatic Company staged a "grand Christmas drama," The Gilded Sin at Melbourne's Alexandra 
Theatre from 27 December (ending 11 Feb. 1898).  The story, whose authorship is unknown at this stage, concerns 
Christmas tide in "old England," with scenes set in a variety of locations, including a small Kentish village church, the 
streets of London and a river. The production naturally incorporated music in the form of carols.  
 Although Alfred Hill's Maori cantata, Hinemoa, with its libretto by Arthur H. Adams, was said to have been 
produced for the first time on any stage when produced by the Sydney Philharmonic Society in July,
1
 it actually 
received a performance at the Auckland City Hall between 1-4 March the same year. The orchestra, comprised largely 
of Ovid Musin's ensemble (then touring New Zealand) was conducted by Hill.  As with Hill and Adams' later, and more 
well-known opera, Tapu (1903), Hinemoa is based around Maori lore and mythology. 
 Self proclaimed "musical monarchs" and "eccentric Ethiopian comedians" German-born Jantz Kohlman and 
Australian Johnny Gardner, staged numerous musical sketches and burlesques at the People's Concerts (Temperance 
Hall, Melb) throughout the year. It is not clear whether all of their sketches were narrative-driven, however. Those 
known to have been staged by the pair during 1897, but which are believed to have likely been created as more or less a 
vaudeville act, include: the instrumental burlesque extravaganza Merry Musical Moments (6 Mar.); and the 
sketches/farces Dissection (27 Mar., also known as Double Dissection),  Bones' Baby (17 July), Mixed and Done 
Brown (31 July), Uncle Tom's Cabin in 5 Minutes (7 Aug.), Our Boys (28 Aug.), Salutation Sisters and Troubles in 
the Kitchen (9 Oct.), also known as Fun in the Kitchen. It is believed that most of these sketches were given return 
seasons throughout the course the year, and over the next few years. Merry Musical Moments, for example, was staged 
every year from 1897 to 1899. Johnny Gardner, who was the brother of Melbourne-based "Eucalyptus Comedian," 
Dave "Murrumbidgee" Gardner, is also known to have staged several of his own original sketches, including The New 
Guinea Chief (26 June). 
 Another double act engaged throughout the year by the management of the Melbourne's People's Concerts was 
that of Boyd and Octavia. Robert Boyd (baritone) and Lilly Octavia (interlocutrix/serio-comic and balladist) specialised 
in musical society sketches. One piece which is known to have included music in the performance, but which might not 
necessarily fall within the music theatre parameters of this survey is Tit Bits, described  as a "musical medley… 
especially written for them" (7 Aug.). Lilly Octavia later teamed up with Dave Warne (see c1904). 
The Cosgrove Musical Comedy Company staged its version of Fun on the Bristol at the Cambridge Theatre 
(Melbourne) in October, with William Cosgrove as the Widow O'Brien (and advertised as having been played by him in 
excess of 1,000 nights). Billed as being "full of novelty" the production also contained "new songs [and] new dances" 
(A: 9 Oct. 1897, 12). 
 
__________ 
 
 
BARNUM'S BABY ELEPHANT: [aka THE BABY ELEPHANT and BARNUM'S 
CIRCUS] [musical sketch]  Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e] 
As with most of Kohlman and Garner's sketches little is yet known of what form their act took. They are 
invariably described as "screaming" or "mirth provoking" absurdities. It is believed, however, that sketches such as 
Barnum's Baby Elephant were in essence simple farces which revolved around some type of musical performance.  In 
this respect Barnum's Baby Elephant (or its alternative title) is sometimes referred to as a farce in advertising. As the 
pair were well known for their instrumental abilities (in similar vein to the Leslie Brothers) it is feasible that musical 
instruments would have been incorporated into some scenes. As to whether other actors were involved, this is yet to be 
established.  
[NB: It is not clear at this stage what relationship Kohlman and Gardner's sketch has with a similarly titled farce, The Baby Elephant 
presented by W. H. Speed as part of Delohery, Bovis and Deane's Elite Burlesque Company program at Brisbane's Gaiety Theatre (15 May 1897).  
1897: Temperance Hall (Melb); 13 Feb., 5 June, 4 Sept. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
- Musicians incl. Nicholas La Feuillade (violin). 
1898: Temperance Hall (Melb); 12 Nov., 19 Nov. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
 - The 19 Nov. production was advertised as Barnum's Circus. 
 
                                                          
1
  Hinemoa is believed to have received at least one revival (Wellington, NZ, 1903). Excerpts were also presented in Australia on several 
occasions. These include a Sydney Liedertafel concert on 29 December 1899, which saw one of the cantata's duets performed, and another on 7 June 
1913 when New Zealand diva, Rita Lyons, sang the "soprano ballad" during one of Alfred Hill's Sydney Repertory Theatre concerts. While visiting 
London in 1926 Hill recorded the "Lake Music" from the cantata with for HMV using the Mayfair Orchestra. A photograph of the March 1897 
Auckland Town hall stage decorations is held in the Alexander Turnbull Library (see Thomson "Alfred Hill" 218) 
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1899: Temperance Hall (Melb); 8 Apr. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
 
 
THE ROMANCE OF CORSICA:  [opera]  Lib. C. P. Pridham; Mus. Auguste W. Juncker 
 A week following the success of a "standing room only" recital of this  romantic opera at Sydney's Oddfellows' 
Hall, Auguste Juncker staged the work at the city's Opera House. The Sydney Morning Herald critic writing of the 
earlier concert version, records that the composer "has not striven after bizarre originality [nor has he] attempted the 
dominating instrumental effects of the modern German school, but [rather] has written simply melodious music of a 
popular character, in which the scoring, though sometimes rather noisy, is often both graceful and ingenious" (6).   
 A review of the Opera House production notes in relation to C. P. Pridham's "book," it "is a creditable 
production… [although] on somewhat old-fashioned lines, and the all-important element of 'comic relief' has been much 
neglected. Still the young author has worked out his elaborate plot carefully, and he has shown judgment in the choice 
of a picturesque period… for dramatic illustration" (SMH: 28 Feb. 1897, 7). 
 The story is set towards the end of the seventeenth century, and concerns Everette, the daughter of Count 
Stephano d'Ornano's deceased older brother. Everette has been raised in poverty as the adopted daughter of Ursino, an 
innkeeper. A band of robbers, led by Paolo, storm Stephano's castle while he is absent and they by chance discover a 
secret will that entitles Everette the right to inherit her father's property. When Stephano finds out that his position is in 
jeopardy he attempts to marry Everette in order that her claim is made redundant. She is happily betrothed to a Corsican 
patriot, however. After many plots and counter-plots the lovers are united and the villain is vanquished.  
 Songs known to have been presented within the opera are: "The Chorus of Mountaineers," "Hail Happy Day" 
(chorus), "The Soldiers' Chorus," "Light Shines" (air), "My Heart's Desire," the aria "Once in Reverie" (sung by Anna 
Petersen), and a waltz chorus "Ding Dong."   
1897: Oddfellows' Temple (Syd); 18 Feb. [concert recital] 
 - Dir/Cond. Auguste W. Juncker; S Mngr. Arthur Hunter. 
 - Cast incl. Jules Simonsen (Carlos), Hans Bassetti (Stephano), Thomas H. Rainford (Ursino), Anna Petersen  
    (Everette), C. W. Anson (Leoni).  
1897: Opera House (Syd); 27 Feb. - 6 Mar. [incl. benefit] 
 -  Cast and production mostly as for previous Sydney season. 
 
 "Mr Aug. Juncker's New Opera."  SMH: 19 Feb. (1897), 6. 
 "Romance of Corsica, The."  SMH: 28 Feb. (1897), 7.  
 
 
TRILL-B!; OR, SVENGALEE THE GREAT HYPNOTISER:  [burlesque]  Txt/Mus. [n/e] 
Advertised for its Brisbane premier as "an original, Musical, Operatic, Fantastic, Burlesque of Du Maurier's 
great work… [with] new songs, dances, sketches, comedies etc." The story is set in "the studi-o for the nudey-oh in the 
very late-in quarter-oh!" Some of the characters are described thus: Trilby - "plenty of sole has our heroine sweet, but 
alas she carries it all in her feet;" Sven-Garlic - "a strong character;" Jacko "up to monkey tricks;" and Madame 
Vineyard "good wine needs no push" (BC: 13 Mar. 1897, 2). 
1897: Gaiety Theatre (Bris); 13-19 Mar. 
 - Prod/Lse. Thomas Delohery, Charles Bovis and Sydney Deane; T Mngr. Henry Colley.  
 - Troupe: Elite Burlesque, Comedy and Specialty Company. 
 - Cast incl.  Will Bovis (Trill-B), Sydney Deane (Sven-Garlic), Ted Holland (Jacko), James Craydon (Taffee),  
    Charles Bovis (The Laird), James Bain (Little Bill), John D. Foley (Rev. Mr Bag-it), Edie Reeves (Mrs Bag- 
    it), Miss B. Mayfield (Madame Vineyard), Miss B. Galletley (The Statue), Miss M. Lingrad (Lay Figure). 
 
 BC: 13 Mar. (1897), 2.    Advert. 
 
 
TWEEDLETON'S DILEMMA:  [musical sketch]  Txt. D'Arcy and Eva Stanfield; Mus. [n/e] 
 Described in advertising as "The Versatile and Inimitable "Merry-Makers," in their Original Musical and 
Farcical Frivolity" (BC: 17 Apr. 1897, 2). 
1897: Gaiety Theatre (Bris); 17 Apr. 
 - Prod/Lse. Thomas Delohery, Charles Bovis and Sydney Deane. 
 - Cast: D'Arcy and Eva Stanfield. 
 - Advertised as the Stanfields' return "to the scene of their former triumphs" after five years. 
 
 
SQUATTOCRACY:  [play with music]   Txt. Harold M. McKenzie; Mus. various trad/popular [n/e] 
 One of the rare examples of a musical comedy from this period which is set in the bush. It deals with squatter 
aristocrats from Bare Plains station, near the Murrumbidgee River.  Duncan Sheerfleece, a squatter in difficulties, and 
his wife Theodocia, have a daughter, Daphne, who is in love with Dick Swingletree. But the course of love cannot, of 
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course, be allowed to run smooth. The Hon. Hubnert Hotpace Giltedge, not long from England and with loads of 
money, is naturally preferred by Daphne’s parents.  
 Although the Sydney season at the Lyceum Theatre was advertised as "the first production in Australia," a 
Sydney Morning Herald  preview records that it had "already been staged before country audiences" (4).  The exact date 
of the 1897 season's closure is unclear, as advertising stops abruptly after 23 April, despite "supposedly" excellent 
patronage and no indication of a nearing "final night." Furthermore, the Cosgrove company's association with the 
Lyceum Theatre, which began with Squattocracy, also seeming ends at that point, suggesting that perhaps the season 
was less successful than the promotion indicates. 
 Aside from the usual songs (including Irish ditties) and dances integrated in to the narrative, McKenzie also 
presented a concert within the play as part of the dramatic action. 
1897: Lyceum Theatre (Syd); 17- ca. 23 Apr.  
- Mngr/Lse. William Cosgrove.  
 - Troupe: Cosgrove Company. 
 - Cast incl. James S. Ryan (Dick), Myra Kemble (Theodocia), Arthur Hunter (Duncan), Maud Lita (Daphne),  
    Jules Simonsen (Herbert), Tom Cosgrove, James Deering, Edward Fanning, Charles Stafford, Walter Cohen,  
    Cecil Hughes, Daisy Holly, Eileen Leslie, S. Ryan, George Herron, G. H. Jones, J. A. Rosier, John Herbert,  
    Minna Phillips, Helen Thorpe.   
- NB: There is an element of  confusion over  several minor roles and the actors supposed to play them. See  
   SMH: preview - 17 Apr. 1897, 4 and premiere advertisement  SMH: 17 Apr. 1897, 2. 
 
 “Lyceum Theatre.” SMH: 17 Apr. (1897), 4.                                [see also advert. - 17 Apr. 1897, 2] 
 “Lyceum - Squattocracy.” SMH: 19 Apr. (1897), 3. 
 
 
THE GIDDY CURATE AND THE GAIETY GIRL:  [musical comedietta]  Txt. [n/e]; Mus.  
 incl. Charles Godfrey 
Another "farcical frivolity" staged by the "inimitable and versatile merry-makers," D'Arcy and Eva Stanfield. 
As with their other musical comediettas, The Gaiety Girl introduced several "latest musical successes" into its story 
line, including "We're Getting Older Every Day," "Romeo and Juliet" and "The Giddy Curate" (with the latter song 
having been presented to D'Arcy Stanfield by Charles Godfrey). 
1897: Gaiety Theatre (Bris); 1-7 May 
 - Prod/Lse. Thomas Delohery, Charles Bovis and Sydney Deane; T Mngr. Henry Colley.  
 - Troupe: Elite Burlesque, Comedy and Specialty Company. 
 - Cast: D'Arcy Stanfield, Eva Stanfield. 
 
 BC: 24 Apr. (1897), 2.  Advert. 
 
 
ROUGH ON RATS: [musical sketch]  Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e] 
Also sometimes referred to in advertising and reviews as Rats. As with most of Kohlman and Garner's sketches 
little is yet known of what form their act took. They are invariably described as "screaming" or "mirth provoking" 
absurdities. It is believed, however, that sketches such as Rough on Rats were in essence simple farces which revolved 
around some type of musical performance. As the pair were well known for their instrumental abilities (in similar vein 
to the Leslie Brothers) it is feasible that musical instruments would have been incorporated into some scenes. As to 
whether other actors were involved, this is yet to be established. 
1897: Temperance Hall (Melb); 8 May, 14 Aug. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
 - Musicians incl. Nicholas La Feuillade (violin). 
 
 
TIPPERARY REVELS:  [musical comedietta]  Txt. Tom Buckley; Mus. [n/e] 
 Essentially a society sketch on an Irish theme.  
1897:  Temperance Hall (Melb); 8 May 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Tom Buckley and Rhoda Rhodes. 
 - Musicians incl. Nicholas La Feuillade (violin). 
 
 
LELAMINE:  [operetta]  Lib. [n/e]; Mus. Alfred R. Moulton 
 Melbourne-based composer and music director, Alfred R. Moulton, had his comic opera Lelamine premier as an 
amateur production under the auspices of Williamson and Musgrove (Princess Theatre, Melb) in early May 1897. The 
work's popularity with both audiences and critics alike led to its revival later the next month, this time over two nights 
(the second of which being a benefit for the composer). According the Age theatre critic Williamson and Musgrove 
spared no expense "to produce the opera with the perfection of mounting and completeness of detail which ought to 
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characterise a professional entertainment" (6). In this respect, for example, they not only provided the talents of George 
and John Gordon as scenic artists, but also engaged leading director John Wallace to oversee the production on their 
behalf.  The critic notes in this respect that although "the general public, as a rule, fight shy of amateur shows… the 
gods, though not present in overwhelming force, were [nevertheless] fairly well represented, and the august approval of 
'high Olympus' was expressed with quite as much warmth and liberality as that of the other parts of the house" (10 May 
1897, 6). 
 The story concerns the somewhat sad coquette, Lelamine, daughter of Pedro, an armorer in a small Breton 
fishing village. Though desperately in love with Theodore (and he with her) a poor villager, she feigns indifference with 
such success that he decides to enlist in the army. The story then follows a sub-plot narrative, which sees the newly 
wedded Graciena desperately seeking help from the village from her new husband, Buvet, whom she now knows is 
brutal monster. The villagers who warmly espouse her cause take Buvet to the nearest horse trough for his lesson in 
humility.  Graciena, realising that he will be even more infuriated attempts to hide. Buvet finds her, but only after she 
bumps into an old flame, Xalostros, a Greek adventurer. The men duel, Buvet is killed, and Graciena and Xalostros are 
forced to flee. Meanwhile, Pedro, who has been "spending the evening over a wine cup," stumbles over Buvet's body 
and promptly collapses into a drunken stupor. He is found and accused of Buvet's murder.  The story is then taken up 
five years later. Xalostros is masquerading as the nephew of the Marquise De Pontignac, and seeking the hand of 
Lelamine, who is now wealthy.  She refuses his proposal, however, on the grounds that she can never marry while her 
father is in prison, but this is just an excuse because she still loves Theodore. The remainder of the story concerns the 
detective work of a servant, Mirabeau, who believes that not only is Pedro is innocent but that Graciena, who has been 
incarcerated at a convent by Xalostros, is the key to Pedro's freedom. Mirabeau tells the authorities of his theory but 
before any one can act both Pedro and Graciena escape their gaolers, with Pedro now on the run from the authorities 
and getting deeper into trouble. The third and final act sees "the knots in the tangles skein duly unravelled." Theordore, 
now a handsome Army Captain, returns to seek out Lelamine and the lovers are united. Pedro is exonerated (although 
initially it seems that his escape from gaol is going to be more a problem than the charge of murder was). Xalostros is 
also let off the hook when Graciena comes to his defense and tells the authorities that it had happened in a fair fight. 
Not surprisingly they too fall in love. 
 Critical responses to Moultan's effort were surprisingly positive, given that the operetta had been conceived 
initially as only an amateur work. "To this story [he] has wedded music of decidedly pleasing quality," writes the Age 
critic. "At times, perhaps, it is not too strikingly original, but if Sullivan has served as a model for several of the 
numbers, the imitation - probably quite unintentional - is rather one of an occasional turn of rhythm than anything like 
melodic plagiarism… Mr Mouton then has given us some pretty ballads, some stirring martial airs and marches, and a 
couple of good 'patter' songs, several talking duets, one capital quintet, and some bright choruses" (6).  
1897: Princess's Theatre (Melb); 8-16 May; 29-30 June    
 - Dir. John Wallace; Prod. J. C. Williamson and George Musgrove; Cond. Alfred R. Moulton; Ldr. H.  
   Weinberg; S Art. George and John Gordon; Chor. Mrs William Green; S Mngr. W. F. Hawtrey. 
 - Cast incl. Earl of Shaftesbury (Captain Theodore), Annie Mau (Lelamine), Edward H. Shackle (Justin Buvet),  
    Harry Atkinson (Conrad Xalostros), Charles S. Cunningham (Don Pedro D'Alvarez), A. McNichol Turner  
    (Pere Joseph), James Wade (Mirabeau), Mat Fitzgerald (Bombominet), Spencer E. Holroyd), Kitty Grindlay  
    (Graciena), Miss Heford-Angus (Marchioness De Pontignae), Rose H. Musgrove (Marie). 
- The 29-30 June season saw the role of Lelamine played by Marie Muller (replacing Annie Mau); and Fred  
   Newman as Mirabeau (replacing James Wade). 
- This was a professional/amateur production. 
 
 "Princess's Theatre - Lelamine: Successful Amateur Opera."  A: 10 May (1897), 6.                       [see also advert. - A: 8 May 1897, 12] 
 
 
TURN HIM OUT:   [musical sketch]  Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e] 
As with most of Kohlman and Garner's sketches little is yet known of what form their act took. They are 
invariably described as "screaming" or "mirth provoking" absurdities. It is believed, however, that sketches such as 
Turn Him Out were in essence simple farces which revolved around some type of musical performance. As the pair 
were well known for their instrumental abilities (in similar vein to the Leslie Brothers) it is feasible that musical 
instruments would have been incorporated into some scenes. As to whether other actors were involved, this is yet to be 
established. 
1897: Temperance Hall (Melb); 29 May  
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
- Musicians incl. Nicholas La Feuillade (violin). 
1899: Temperance Hall (Melb); 24 Feb., 24 June  
- Prod. People's Concerts;  M Dir. "Prof." Frederick Ireland. 
 - Cast incl. Jantz Kohlman and Johnny Gardner. 
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PAIR OF LUNATICS, A:  [musical comedietta]  Txt/Mus. [n/e] 
 Although described as a "sparkling comedietta" it is likely that this Boyd/Octavia vehicle would have essentially 
been a society sketch, staged with one or more songs (A: 29 May. 1897, 12). The 1897 staging may possibly have been 
written by Robert Boyd, with additional material by Lily Octavia. Additional material may possibly have been 
contributed by Will Stevens in the 1898 staging. 
1897: Temperance Hall (Melb); 29 May 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
1898: Temperance Hall (Melb); 22 Jan. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
MUSICAL TROUBLES:   [musical comedietta]  Txt. Will Watkins and Mr Sherwin; Mus. [n/e] 
1897: Theatre Royal (Melb); 12-18 June 
 - Dir/Prod/Lse. Frank M. Clark; B Mngr. J. B. Ford; Lse. George Herbert. 
 - Troupe: Frank M. Clark's New All Star Company. 
 
 BC: 12 June 1897, 2.  Advert. 
 
 
THE CHRISTENING: [musical comedietta]  Txt/Mus. [n/e] 
Described as a "sparkling comedietta," The Christening was another of the society sketches regularly staged by 
Robert Boyd and Lily Octavia for the People's Concerts (A: 3 July 1897, 12). Possibly written, or with additional 
material contributed, by Boyd and Octavia. 
1897: Temperance Hall (Melb); 3 July 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
MUSIC MAD: [musical comedietta]  Txt/Mus. [n/e] 
Described as a "sparkling musical comedietta," Music Mad was another of the society sketches regularly staged 
by Robert Boyd and Lily Octavia for the People's Concerts (A: 17 July. 1897, 12). Possibly written by Robert Boyd, 
with additional material by Lily Octavia. 
1897: Temperance Hall (Melb); 17 July, 21 Aug. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
HUSBAND AND WIFE (aka MATRIMONIAL SQUABBLES / MATRIMONIAL 
TROUIBLES):  [musical comedietta]  Txt/Mus. [n/e] 
 Although described as a "sparkling musical comedietta" it is likely that this Boyd/Octavia vehicle would have 
essentially been a society sketch, with the addition of one or more songs (A: 24 July 1897, 12). Possibly written by 
Robert Boyd with additional material by Lily Octavia. 
1897: Temperance Hall (Melb); 24 July 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
1898: Temperance Hall (Melb); 27 Aug. [as Matrimonial Squabbles] 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
 1898: Temperance Hall (Melb); 23 Dec. [as Matrimonial Troubles] 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - The cast for this presentation of mixtures is unknown. Although Lilly Octavia was engaged as a performer on  
    the program, her name had only recently been re-associated with the company's society sketches or farces.   
    For the past year or so leading up until September 1899, she seems to have been engaged to present a variety  
    of solo singing and comedy turns.   
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DEAR MA-IN-LAW:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "sparkling musical sketch," Dear Ma-In-Law was another of the society "comediettas" regularly 
staged by Robert Boyd and Lily Octavia for the People's Concerts (A: 31 July 1897, 12). Possibly written by (or 
additional material contributed by) Boyd and Octavia. 
1897: Temperance Hall (Melb); 31 July 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
POPPING THE QUESTION: [musical comedietta]  Txt/Mus. [n/e] 
Described as "mirthful and musical," Popping the Question was another of the society "comediettas" regularly 
staged by Robert Boyd and Lily Octavia for the People's Concerts. Possibly written by (or additional material 
contributed by) Boyd and Octavia. 
1897: Temperance Hall (Melb); 14 Aug. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
JACK THE GIANT KILLER; OR, HARLEQUIN FEE FI FO FUM KING 
ARTHUR AND THE KNIGHTS OF THE ROUND TABLE:   [pantomime]  Lib. T. F. Doyle;  
 Add Lib/Lyr. Lance Lenton and Edmund Finn; Orig Mus. Carl Riedle; Add Mus. [n/e] 
One of very few Christmas pantomimes staged by Harry Rickards, this version of the popular children's story 
was both his first, and the production he chose to reopen the Theatre Royal with when his company began a season 
there in December 1897.  Advertised in the Sydney Morning Herald as Rickards' "First Original Grand Magical 
Comical, Historical, Pastoral, Bombastical and Hudibrastic Pantomime" (11 Dec. 1897, 2), the libretto was constructed 
by Englishman T. F. Doyle, who was then late manager of the Theatre Royal, Manchester. It was then localised with 
topical allusions and situations by Lance Lenton (Sydney season) and Edmund Finn (Melb), who both contributed both 
original lyrics to the music of Carl Riedle and adapted lyrics to various popular songs. 
The Sydney Morning Herald critic writes, with regard to the 1898 Sydney return season: "like most pieces of 
this character, Jack is frankly nonsensical - a fact no sooner grasped by the audience than hearty laughter is at the 
service of the actors. Mr Lance Lenton has written in some clever topical allusions, and the dialogue generally has been 
brought forward to suit the whim of the hour" (23 Mar. 1898, 6). 
 One of the more popularly received musical numbers was apparently Reidle's adaptation of "Twinkle Twinkle 
Little Star" (sung by George Lauri and Frank Haytor). The composer's main contribution to the musical score, however, 
was in relation to the original overtures, incidental music and other "melodic morceaux" Songs known to have been 
incorporated into the narrative were "Ding Dong" (to the tune of "Les Cloches"), "She Just Walks On" (Marietta Nash), 
"A Naughty Spirit" (Ivy Scott), "Al Ballo" (Alice Simmons) and "Come to me My Own" (Lottie Moore). The Age 
theatre critic also praised to the Brothers Hurline (musical clowns) for the scenes in which they performed the 
"Heimliche Liebe" gavotte and a concertina duet. The critic also suggested that there were "at least three ballets in the 
pantomime well worth seeing, the best from the point of view of novelty being one in which the performers [had] their 
costumes fitted with bells, and their dance so arranged as to provide a very tuneful and effective accompaniment to the 
orchestral music" (7 Feb. 1898, 6). 
1897: Theatre Royal (Syd); 23 Dec. 1897 - 31 Jan 1898 
 - Dir. Story Gofton; Prod. Harry Rickards; M Dir/Arr. Carl Riedle; S Art. Alfred Clint and J. J. Carroll; Chor.  
    Senora Pasta, with John Tiller (Tiller Troupe only); Cost. Kate Rickards; Lig. John Birrell and John Provah. 
- Cast incl. Addie Conyers (Jack), George Lauri (Dame Hubbard), Dolly Elcon (Princess Pretty Per), Marietta  
   Nash (Liza, the Coster Queen), Lottie Moore (Pansy), Alice Simmons (Fairy Queen), James Huline  
   (Cook/Gulpus, the Giant's Attendant), John Huline (Cook Gripper, the Giant's attendant), Edie Haytor (Sir  
   Galahad), Alice Scott (Sir Lancelot), Ivy Scott (Will O' the Wisp), Story Gofton (Giant Grim Gobbler), Frank  
   Haytor (Thin Schoolboy/Blind and Deaf Beggar), Arthur Haytor (Fat schoolboy/ Blind and Deaf Beggar),  
   Tom Wootwell (Merlyn), Albert Bellman (King Arthur), Clarence Lyndon (Demon Imp), Aggie Bristow (Sir  
   Gareth), Cecil Calvert, Dorothy  Montague, Henry Moss, Essie Graham (Sir Percival), Christine Tennyson  
   (Sir Tristan), Daisy Mansfield (Violet), Nellie Lyons (Daisy), Lulu Zesch, William Smith, Herbert Cato and  
   Tiller Quartette (Maggie Crossland, May Lucas, Nellie Cort, Emmie Franks). 
-  The role of Jack for the first few nights was taken by Edie Haytor, after Addie Conyers sprained an ankle  
   during rehearsals. Georgie Devoe took Haytor's place as Sir Galahad. 
1898: Opera House (Melb); 5 Feb. - 18 Mar. 
 - Cast and production mostly as for previous Sydney season. Major changes were: Rae Cowan as Princess Pretty  
    Per (replacing Dolly Elcon); Nellie Wilson as the Fairy Queen (replacing Alice Simmons). 
 -  Will Whitburn, one of Harry Rickards long-serving Melbourne comics, makes a special appearance in the  
     production from 26 Feb. onwards. 
- A second edition of the pantomime was staged from 5 March. 
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1898: Tivoli Theatre (Syd); 22 Mar. - 1 Apr. 
 - Cast and production mostly as for the previous seasons. The most significant changes were: Edie Haytor as  
    Jack (replacing Addie Conyers), and Owen Conduit as the music director/conductor. New cast members were  
    Lucy Fraser as Liza (replacing Marietta Nash), Martyn Hagan as Dame Hubbard (replacing George Lauri),  
    Rae Cowan as Princess Pretty Per (replacing Dolly Elcon), Charles Fanning as Merlyn (replacing Tom  
    Wootwell) and Nelly Wilson as Fairy Queen (replacing Alice Simmons). 
 
"Opera House - A Christmas Pantomime."  A: 7 Feb. (1898), 6.                 [see also adverts. - A: 5, 12 Feb. 1898, 12] 
"Royal - Jack the Giant Killer."  SMH:  24 Dec. (1897), 6.            [see also adverts. - SMH: 11, 23 Dec. 1897, 2] 
"Tivoli - Jack the Giant Killer."  SMH: 23 Mar. (1898), 6.                  [see also advert. - SMH: 22 Mar. 1898, 2] 
 
 
THE BABES IN THE WOOD; OR, BOLD ROBIN HOOD AND HIS MERRY 
MEN: [pantomime]  Lib. [n/e]; Orig Mus Leon Caron and George F. Pack; Add Mus. [n/e] 
 Although the identity of the librettist for this burlesque pantomime is unknown, he (or possibly they) is likely to 
have been a local writer. In this respect the Sydney Morning Herald review published after opening night indicates that 
this "new version… appeared too talky, but this was probably only a first night defect, which can soon be remedied," 
suggesting that the libretto had not been tested previously on overseas audiences (5). The Age theatre critic, whose 
theatrical sensibilities were no doubt steeped in serious dramatic art forms, makes the observation that The Babes in the 
Wood "suggests high possibilities." He or she goes on to note, however, that "of course there is no standard work in the 
dialogue. That is not expected. The absence of undue inanity, a plentiful degree of point, an ingenious gilding of 
commonplaces with quaint allusion and a rippling of jocosity varied with infusions of genuine humour constitute its 
merits; and these are rare" (4 Apr. 1898, 7). 
 The story, presented in three acts, involved the following scenes: Act 1: Sc 1. Nottingham Fair; Sc 2. The 
Baron's Study; Sc 3. The Nursery; Sc 4. The Home of Santa Claus; Act 2: Sc 1. The Nursery; Sc 2. The Fringe of the 
Forrest; Sc 3. Amidst the Brake and Bracken; Sc 4. The Heart of the Forrest; Act 3: Sc 1. The Courtyard of the Castle; 
Sc 2. The Baron's Study; Sc 3. The Wedding Breakfast.  Instead of the customary transformation scene, director J. B. 
Watson arranged with William Hassan to create the "Wedding Breakfast" spectacle, which included the construction of 
a giant wedding cake.  
 The musical score has been described as "good, coherent and pleasantly operatic, including plenty of lively 
music hall songs and a general rollicking lilt that gets into one's circulation and stimulates the audience" (A: 4 Apr. 
1898, 7). Aside from composing the overture and incidental music, George Pack's choice and arrangement of additional 
songs and dances included "The Bridal Chorus" from Cowan's Rose Maiden, and Leon Caron's "Bird Ballet." Songs 
known to have been incorporated into the Sydney (1897) production were: "Susie-Oo" (sung by Ada Reeve), "Dainty 
Marian" (song and dance by Alice Lemar), "The Nervous Man" (Bert Gilbert) and "There's Only One Thing that Stops 
Me" (John Coleman). The Melbourne production (1898) included: "Little Mascotte, The Simple Little Maiden of To-
day" (sung by Ada Reeve) and "She was One of the Early Birds" (Alice Rene). 
 [NB: There is not believed to be any relationship between this production and a similarly titled pantomime, Babes In The Wood; Or, Bold 
Robin Hood and His Foresters Good, staged by George Coppin and Bland Holt at the Theatre Royal (Melb) in 1892. The earlier production, although 
written by Wilton Jones "up to date for [that] theatre," has not been included in this survey into Australian-written music theatre. The music, too, 
contained only that which had been "selected and arranged" by music director, Thomas Zeplin.] 
1897: Her Majesty's Theatre (Syd); 27 Dec. 1897 - 11 Feb. 1898 
 - Dir. J. B. Watson; Prod. J. C. Williamson and George Musgrove; M Dir. George F. Pack; S Art. George  
    Gordon, John Gordon and Phil Goatcher; Chor. Madame Phillipini and J. B. Watson; Cost. Emilie Nathan;  
    Lig. Austin Walters.  
 - Cast incl. Ada Reeve (Robin Hood), Alice Lemar (Maid Marion), Bert Gilbert (Baron Bounder), Carrie Moore  
    (Sweet Will, a Babe), Lily Titheradge (Cissy, a Babe), John Coleman (Burglar Bill), John J. Burke (Joe Ugly),  
    George De Lara (Dame Tabitha), Little Gulliver (Tommy, the Baron's Page), Stella Esdaile (Little John), Bel  
    Loel (Will Scarlet), Ruby Kennedy (Allan-a-Dale), Dorothy Landor (Much-the-Miller), Edie Smith (George- 
    a-Green), Lucy Cobb (Gilbert the Good), Minnie Hooper (Ulrie the Ready), Dora D'Amele (Peter the Pinder),  
    Ada Page (Rudolph the Ready), Evelyn Murst (Harold of the Heights), Daisy Lascelle (Will the Piper), Miss  
    Cecil Englehardt (Bob-o-the-Mill), Stannis Leslie (Showman), R. Vernon (Binks the Pedler), H. Cadden  
    (Hamlet), R. Holden (Romeo), B. Keiley (Mercutio), F. England (Laertes), Minnie Everett [aka Gordon]  
    (Dorothy), Joey Casillus (Dorcas), Lena Casillus (Phyllis), Alice Mitchell (Margery), May Flower [aka Hillas]  
    (Joan), Bertha Caldwell (Lillian), Connie Hamilton (Celia), Bertha Bergin (Nancy), Charles Beetham  
    (Walter), Patrick Beetham (Ernest the Strong), J. Balfour (Robert O' Nights), W. Beaumont (Henry), Alice  
    Rene (Christmas Fairy). 
 - A second edition of the pantomime was presented from 15 January onwards. 
 - The "Giant Wedding Cake" novelty designed and built by William Hassan. 
1898: Princess's Theatre (Melb); 2 Apr. - 
 - Production mostly as for previous Sydney season. Lig. H. Jones.  Major changes to the cast were: Ada Reeve  
   (Maid Marion), Alice Rene (Robin Hood), Connie Solomon (Sweet Will), Isabel Henley (Cissy), George Lauri  
   (Joe Ugly), Charles Berkely (Burglar Bill), Blanche Wallace (Harold of the Heights), Dora Wallace (Will the  
   Piper), Eve Newton (Bob-o-the-Mill), Florrie McRay (Lillian) and Miss Cecil Englehardt (Christmas Fairy). 
1898: (Adel) ca. May 
1898: (Broken Hill, NSW) ca. May/June    [12 night season] 
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 "Her Majesty's Theatre - Babes in the Wood."  SMH: 25 Dec. (1897), 8.                 [see also advert. - SMH: 28 Dec. 1897, 5] 
 "Princess's Theatre - Babes in the Wood." A: 4 Apr. (1898), 7.                           [see also adverts. - A: 2, 9, 16 Apr. 1898, 12] 
 
 
DICK WHITTINGTON AND HIS CAT; OR, HARLEQUIN THE DEMON RAT, 
AND THE GOOD FAIRIES OF THE BELLS:  [pantomime]  Lib Adapt. Edmund Finn;  Orig Mus.  
 George Gardiner; Add Mus incl. Sydney Turnbull 
 Advertising indicates that Edmund Finn cribbed, adapted, localised and brought up-to-date this pantomime 
version of the popular children's tale, presented as a vehicle for Maggie Moore and her partner, H. R. Roberts. 
Interestingly the Age reviewer criticised Moore for her "singular lack of spirit." Her defects, it was suggested, were 
possibly brought about by the company "having worked night and day" to get the production ready. In this respect it 
was noted that the pantomime "showed hasty preparation. Some of the scenery worked badly, and there were faults in 
the 'business' which such performances rely upon for much of their interest" (28 Dec. 1897, 6). Nevertheless, the season 
apparently picked up, possibly through the efforts of H. R. Roberts, whom the Age critic noted held the opening night 
show together. The season in fact went on to play a very respectable 7 weeks.  
 The orchestral, vocal and incidental music was composed and selected by George Gardiner. Original musical 
numbers included: "The Flower Pot Ballet," "The Merry Children" (a new coon dance), a Toreador dance (performed 
by Nellie Osgood), a La Diablo dance (James Watts), and a skipping rope dance (Ethel Clifford). Other musical 
numbers known to have been incorporated or written into the narrative were the songs: "That's Interfering, Marm, 
Downstairs" and "The Spinster That's Looking for a New Husband" (sung by H. R. Roberts), "Just a Plain Australian 
Girl," Sydney Turnbull's song "Somewhere" (Maggie Moore), and "Turn Again, Whittington, Thrice Mayor of 
London."  
 Presented in three acts the plot unfolded through the following scenes: Act 1: Sc 1. The Belfry of Old Bow 
Bells; Sc 2. Exterior of Fitzwarren's Shop; Sc 3. Fitzwarren's Kitchen; Sc 4. Highgate Hill, "Flower Pot Ballet? / 
"Sowing the Seed" / "The Growth" / "The Blossom"; Act 2: Sc 1. Wapping Old Stairs; Sc 2. Deck of the Lively Polly; 
Sc 3. Storm at Sea / The Wreck / The Raft; Sc 4. The Coast of Morocco; Sc 5. The Imperial Palace of Morocco / "Grand 
Pageant"; Act 3: Sc 1. Guildhall; Sc 2. An Ante Room in the Guildhall / Transformation Scene - the Four Seasons; and 
the Harlequinade, which was written and directed by Tom Queen. 
1897: Theatre Royal (Melb); 27 Dec. 1897 - 11 Feb. 1898  [53 pfms] 
 - Dir/Chor. Walter Raynham and H. R. Roberts; M Dir. George Gardiner; S Art. John Hennings and George  
   Campbell; Cost. Mrs Robbins; Lig. Frank Milne; Harlequinade Dir. Tom Queen. 
 - Cast incl. Maggie Moore (Dick), H. R. Roberts (Sarah, the cook), Edwin Kelly (Alderman Fitzgerald), Laura  
    Roberts (Alice), Max Maxwell (Idle Jack, an apprentice to Fitzwarren - hates Dick), Frank Williams (Sam, an  
    apprentice to Fitzwarren), Walter Rivers (King Rat), Julie Spencer (Silvertone, Dick's guardian angel), Frank  
    Gromann (Captain O'Kidd), M. Kingston  (Tom Bowline), A. Reid (Ben Freeunion), Fred Wentworth  
    (Emperor Getinthewayo), Daisy Coppin (Zeborda, the Emperor's only daughter), Harry Daniels (Rum Tum,  
    the Emperor's Prime Minister), Tom Queen (Mumbo, the Emperor's own Christy Minstrel), Gus Gregory  
    (Thomas, Dick's cat), Nellie Osgood (Truth), Lilly Bashford (Industry), Mr Baroni (Vice), Mr Tait (Idleness). 
-  A second edition was staged from 22 January 1898.  
 
A: 25 Dec. (1897), 10.  Advert.                    [see also adverts - A: 22, 29 Jan. 1898, 12] 
"Theatre Royal: Dick Whittington."  A: 28 Dec. (1897), 6.  
 
 
DICK WHITTINGTON; OR, HARLEQUIN KING CANABICUS, THE COOKS 
(YOU'LL KNOW 'EM WHEN YOU SEE 'EM), DAME DURDEN AND THE 
LITTLE BOY AT MANLY: [pantomime] Lib. Francis Meyers; Orig Mus. Frank Eugarde; Add Mus. [n/e] 
 This version of the popular pantomime is said to have made a recognisable departure from the usual 
productions, by introducing the harlequinade (titled "The Terrible Day") at the beginning, thus increasing its 
importance, and thereby decreasing the significance of the pantomime portion of the story somewhat. The production 
was also described as having taken the typical localisations and topical allusions a step further by infusing the story with 
an added political motive. "Interwoven with the nursery story of Dick Whittington," writes the Sydney Morning Herald 
critic, is "a serious satire upon the trend of the federation movement in Australia… in the first scene we find two cooks 
under the names of Hobson and Jobson  very cleverly - in make-up at least - personifying no less personages than Mr 
Reid and Sir George Turner, and busily employed in preparing a federation stew, a device which enables the author to 
cleverly introduce some of the burning questions of the day" (4). 
1897: Lyceum Theatre (Syd); 27 Dec. 1897 - 19 Jan. 1898 
 - Dir. Alfred Woods; Prod. MacMahon Bros; M Dir. Frank Eugarde. 
- Cast incl. Fanny Liddiard (Dick), Harry Shine (Dame Durden), Celia Mavis (Alice), Harry Overton  
   (Alderman Fitzwarren), J. Driscoll Foley (Hobson), E. Grattan Coughlan (Jobson), Olive D'Elroy (Katids),  
   Daisy Chard (Bobelink), Georgie Smithson (King Canabicus), Edith Barrow (Boatswain), Lullie Roberts  
   (Fairy Queen), Marian Lockhart (Captain of the Lively Polly), Noney Seabrook (Fanny), Julie Woodville  
   (Herald), Lily Everett (Eleanor), Annie Sinclair (Matilda), Gertie Fraser (Young Australia), Gus Franks (The  
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   Cat), Herbert Rowley (Father Christmas), J. A. Norbert (John Duden), Percy Stewart (Lord Chancellor),  
   Cecilia Terry (Midgut), Martin Forde (The King), General Mite (Little Boy at Manly), Fannie Evelyn, Violet  
   Melrose, Miss Thornton, Madge Hope, Nina Rochester, Ethel Hunt, Miss Bentley, Charles Blake, Frank  
   Crossley. 
 
"Lyceum Theatre - Dick Whittington."  SMH: 28 Dec. (1897), 4.                           [see also adverts. - SMH: 8, 25, 27 Dec. 1897, v. pags] 
 
 
THE GOLDEN WEST:  [pantomime]  Lib/Lyr. Edward Hyacinth Tottenham MA; Lyr. E. S. Emerson;  
 Mus. [n/e] 
With no pantomime having been staged in Perth or Fremantle the previous Christmas season (the last one being 
the Wilkinson Gaiety Company production of The Forty Thieves, 1895-6), lessees of Fremantle's Ye Olde Englyshe 
Fayre, Messrs Court and Butcher called on Harry Fitzmaurice to stage Edward Tottenham's "original and locally-written 
pantomime." Sparing no expense, according to the West Australian review, the producers were rewarded by large 
audiences throughout the first three weeks, leading to them staging the production for a nine season at the Perth Ye 
Olde Englyshe Fayre from 15 January. The paper's theatre critic drew attention to "the excellent nature of the name of 
the piece as an advertisement for the colony" and also noted that "its appropriateness in the connotation of its being 
purely West Australian in its theme and plot (though the latter is not too evident" (28 Dec. 1897, 6).   
The West Australian records: "the rhyming libretto was written in its entirety by Mr Tottenham"… with the able 
confreres of E. S. Emerson, who provided some "topical verses on a variety of questions of the day, including political 
and social skits [which] were provocative of much mirth (6). According to the review of the opening night, the 
pantomime began with a ballet, introducing the Angel of Success and the principal industries of Western Australia. The 
plot then follows the incidents involving (among others) Mrs Wunover-Seeks, a leading lady of the colony (and 
representative of "the wonderful progress of Western Australia"), her daughter, Dora, the Earl of Sploshington and his 
son. Mrs Wunover-Seeks objects to the suggested alliance of the Earl and her family, particularly as she is aware that 
the Earl's son has been cultivating the acquaintance of the flirtatious Liza-Ann. The pantomime's hero, Rye-Buck Bill is 
in love with Dora, but too poor to have any chance of gaining the mother's blessing. Incidents presented during the first 
two acts include a party, held by Mrs Wunover-Seeks, into which appear a group of spear-throwing aboriginals. They 
are appeased, however, and convinced to put on a corroboree. In the third act, Rye-Buck Bill strikes it rich and 
subsequently lays his fortune at the feet of Dora'. Her mother naturally consents to their union.  
"Throughout the piece each character interpolated songs, sentimental and comic, and the gems [according to the 
West Australian critic] may be named as follows: "Tell Me That You Love Me" (sung by Florence Hope) and "The 
English Rose (Miss Mavin). Other songs known to have been performed were: "I'm But a Poor Black Boy" (W. H. 
Speed), "Oh Let It Be Soon" (Joe Caseline), "Is It Likely" (Joe Cowan), "Beauty Sleep" (Edith Moore) and "Tranquil 
Night" (Moore and Hope). 
1897: Ye Olde Englyshe Fayre (Fremantle, WA); 27 Dec. 1897 - 14 Jan. 1898  
 - Dir/Mngr. Harry Fitzmaurice; Prod/Prop. Messrs Court and Butcher; M Dir/Cond. T. G. Williams; S Art.  
    Charles Basing; Cost. Mrs C. Taylor and Miss Scott; B Mngr. Tom Butcher; Harlequinade John Butcher. 
- Cast incl. Dora Taylor (Angel of Success), Harry Fitzmaurice (Earl of Sploshington), Ada Maven (Mrs  
   Wunover-Seeks), Edith Moore (Rye-buck Bill of Subiaco), Florence Hope (Jack, Rye-buck's friend), Maud  
   Daly (Dora Wunover-Seeks), Elsie Moore (Liza-Ann of Leederville), Dick Davis (Hon Adolphus Piccadilly),  
   W. H. Speed (King of Karrakatta, an aboriginal), Joe Cowan (Pimple, a hopeless larrikin), Joe Caseline (Rev.  
   Orlando Gin-Jiggins), Fred Williamson (a policeman), Will Daly (Railway official), May Frederickson  
   (Member of Parliament), John Tudor (Miss Gin-Jiggers, local chief of the Women's Cackle and Tea Union),  
   Emile Lazern (specialty artist - magician). 
1897: Ye Olde Englyshe Fayre (Perth); 15-24 Jan.   
 - Cast and production as for previous Fremantle season. 
 
"At Fremantle."  WA: 25 Dec. (1897), 7.        [see also advert. - WA: 25 Dec. 1897, 1] 
"Fremantle Fayre: A Christmas Pantomime."  WA:  28 Dec. (1897), 6. 
"Fremantle Pantomime, The."  WA: 3 Jan. (1898), 5. 
"Perth Olde Englyshe Fayre."  WA: 17 Jan. (1898), 3. 
 
 
ROBINSON CRUSOE:   [pantomime]   Lib. [n/e]; Add Lib. Will Watkins, with E. Stowe (harlequinade);  
  Orig Mus. R. F. Hess; Add Mus. [n/e] 
"The Christmas annual pantomime presented [at the Bijou Theatre] last evening differs from many of its kind in 
that it does not draw its title and its plot from nursery rhyme or fairyland but has as its foundation the story of Robinson 
Crusoe," writes the Age theatre critic. "True, those who have read Defoe's book, and who has not? - will find it difficult 
to discover any marked resemblance to its plot in this, its latest offspring of the stage. But plot in a pantomime is a thing 
hardly to be expected, and rarely looked for. What is demanded of it is that it shall be bright and entertaining; that its 
action shall be brisk and… [that] the scenic artist's skill shall be availed of fully. To a large extent [Robinson Crusoe] … 
possess these attributes of success" (28 Dec. 1897, 6). Despite this positive critique the production does not seemed to 
have coped with other pantomimes then playing in Melbourne, and the season seems to have closed prematurely, 
without  fuss or farewell, around 10 January.  
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Husband and wife variety team, Martyn Hagan and Lucy Fraser headed the cast, strengthened by several high 
profile performers, including Albert McKisson (one half of Australia's great knockabout duo, McKisson and Kearns), 
and the Osbourne sisters).  
The musical element, with original incidental music, overture and dance music by R. F. Hess, included "The 
Nautch Girls," and "Jubilee" ballets. The transformation scene was titled "The Happy Honeymoon of Holycock Bower." 
1897: Bijou Theatre (Melb); 27 Dec. 1897 - 10 Jan. 1898 
 - Dir. John Forde; Cond/M Dir. R. F. Hess; S Art. John Little and Sons; Chor. Ada Juneen and Millie  
    Osbourne; Cost. Mrs Wisby. 
- Cast incl.  Lucy Fraser (Robinson Crusoe), Martyn Hagan (Mrs Crusoe), Amy Gourlay (Polly Perkins),  
   William Gourley (Harry Bobstay), John Forde (Will Atkins), Millie Osbourne (Fairy Queen/Columbine),  
   Albert McKisson (Friday/Clown), Nina Osbourne (Jack Mainbrace), F. Esmelton (King of Juan Fernandez), J.  
   Leonard (Monkey/Pantaloon), R. Leonard (Goat/Harlequin), Mr Testro (Policeman).  
 - Other characters included: Cannibals, Sailors, Nautch Girls and Bridesmaids etc. 
 
"Bijou Theatre - Robinson Crusoe."  A: 28 Dec. (1897), 6.        [see also advert. - A: 25 Dec. 1897, 10] 
 
 
SINBAD THE SAILOR:  [pantomime]  Lib/Mus. [n/e] 
 The Brisbane Courier indicates that were it not "for the enterprise of Miss Kate Howarde there would probably 
have been no pantomime [in Brisbane] this year… [and] the public appreciation was manifested by the presence of an 
audience which literally crowded the Gaiety Theatre to the doors. Many people were unable to obtain seats." In relation 
to the production itself, the paper's theatre critic notes that "the ordinary book of the pantomime was enlivened by 
various local allusions, which, if in one or two instances of a rather personal character, were on the whole, pointed and 
effective. The allusion, for instance, to the delay in the wood paving at once struck home, and in one or two references 
to the Merkara case, excited the risible faculties of the audience. Taken altogether, [however], the book was not as 
smartly local as it might have been, but that could hardly have been expected with a company so new to town and so 
unfamiliar with its most salient questions" (28 Dec. 1897, 5).  
 Songs known to have been presented within the 1897 production were: "Sinbad, Don't You Go to Sea" and 
"Mary Ann Maginty" (performed by Kate Howarde), and "Bedouin Love Song" (Arthur Hunter). The 1899 production 
included: "The Carnival" and "I Was Dreaming" (sung by Violet Bertram), "Only Once More" (L'Estrange), "I Want 
You Ma Honey" (James), "Sons of the Sea" and "Soldiers of the Queen" (Hunter), "If I hadn't Been So Shy" (Carden) 
and "The Dandy Fifth" (Shipp, Leoni and James). 
 The 1899 version comprised the following: Act 1: Sc 1. "Under the Sea"; Sc 2. "Port of Cadiz"; Act 2. Sc 1. 
"Wreck of the Hesperis"; Sc 2. "Diamond Valley"; Act 3. A Nautical Tableaux of Great Britain and America; 
Transformation Scene and Harlequinade. 
1897: Gaiety Theatre (Bris); 26 Dec. 1897 – ca. Jan. 1898 
 - Dir/Prod/Lse. Kate Howarde; S Art. Elliot Johnstone.  
 - Troupe: Kate Howarde Company. 
 - Cast incl. Kate Howarde (Sinbad), Harry Craig (Tinbad), Dorothy L'Estrange (Princess), A. McDermott (The  
    Duenna), Edwin Shipp, Minnie Shipp, Little Stella Tracey, Leonard Sisters. 
- A second edition of the pantomime, with new songs, dances, ballets and topical jokes and allusions, was  
   presented from 3 January 1898. 
1899: Theatre Royal (Perth); 26 Dec. 1899 - 5 Jan. 1900 
 - Dir/Prod/Mngr. Kate Howarde; M Dir. G. Wilson; B Mngr. Harry Craig; S Art. Elliot Johnstone.  
 - Troupe: Kate Howarde's Celebrated Comic Opera Company. 
 - Cast incl. Kate Howarde (Sinbad), John Cosgrove (Demon), Arthur Hunter (Caliph of Bagdad), Sydney  
    Carden (Duenna), Harry Craig (Tinbad), Violet Bertram (Princess), Katie Potter (Fairy Queen), Minnie Shipp,  
    Therese Leoni, Dorothy L'Estrange, Hope Maynard, Myra James (Zobeide), J. Carmody (Monkey). 
 
 "Sinbad the Sailor."  WA: 27 Dec. (1899), n. pag. 
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 Acclaimed Australian society sketch artists, the husband and wife team of Martyn Hagan and Lucy Fraser are 
known to have been presenting their popular comedy The Irish Home (aka An Irish Home) during their extended stay 
in Western Australia late in the year (playing engagements with several companies). The sketch, around this time, is 
known to have included a patriotic song written especially for Lucy Fraser. Titled "The Honour and Glory of England," 
the song apparently aroused much enthusiasm in audiences. The composer(s) of the song has not been established.  
While engaged with the Musette Musical Comedy at the Bijou Theatre, Fremantle, in August, Hagan and Fraser also 
appeared in a musical comedy (origins unknown) called The Old Sergeant (13 Aug.). 
 Another society sketch artist duo, The Gourley's (William and Amy), were also touring Western Australia in 
late 1898. One of their more popular sketches The Arrival of Madame Melba (which more than likely contained one or 
more musical numbers) is first known to have been staged at Fremantle's New Pavilion on 29 October.  
 Self proclaimed "musical monarchs" and "eccentric Ethiopian comedians" German-born Jantz Kohlman and 
Australian Johnny Gardner, continued to stage musical sketches and burlesque on a weekly basis at the People's 
Concerts (Temperance Hall, Melb). It is not clear whether all of their sketches were narrative-driven, however. One 
sketch known to have been staged by the pair during 1898, but which may possibly have been created as more or less a 
vaudeville act was Come In (23 July). As with many other Kohlman and Gardner's sketches, it was most likely given 
one or more return seasons during the course the year, and over the next few years (although specific dates are yet to be 
established). Johnny Gardner (the brother of Melbourne-based "Eucalyptus Comedian," Dave "Murrumbidgee" 
Gardner), is also known to have staged several of his own original sketches, including an 1897 creation The New 
Guinea Chief. 
 Martyn Hagan joined forces with W. H. "Billy" Speed during the latter part of the year, with one of their more 
high profile productions, and also their last together, being the adaptation of two John F. Sheridan musical comedies 
(Fun on the Bristol and A Trip to Chicago) into one production Widow O'Brien's Trip to Chicago (Theatre Royal, 
Perth, 3 Dec.). Although the extent of changes, and the identity of those involved in the adaptation (if any) are unclear, 
the West Australian writes "of the plot there is little, the action of the piece turning on the amorous inclinations of the 
widow's daughters and the widow herself, with a modicum of villain in the presence of a bigamist, one John Waffles, 
masquerading as the Italian Count Menaggio" (5 Dec. 1898, 2). 
A Drury Lane pantomime, Jack and the Beanstalk; Or, Harlequin and the Magic Bean, was staged at the 
Alexandra Theatre (Melb) on 20 December. Although advertising suggests that the production included "the latest up to 
date songs and dances [and] original ballets, marches and processions" there is no evidence to suggest that the narrative 
was re-written, localised or adapted by a local author.  
 
__________ 
 
DIAVOLO UP-TO-DATE:  [burlesque]  Txt/Mus. [n/e] 
 Although the authorship of this second-part burlesque pantomime has not been established (as is the situation 
with other productions then being included in Kate Howarde Pantomime and Burlesque Company tour), advertising and 
reviews indicate that the songs and comic business comprised of a good deal of both new and original material. The 
Brisbane Courier notes in this regard, Diavolo Up-To-Date "certainly [contained] very little of the opera; there was the 
merest outline.  Still that is not expected in an openly confessed burlesque" (10 Jan. 1898, 6).  
 Songs known to have been incorporated into the burlesque were "Dreaming as She Sleeps" (Countess), and "I 
Fear No Foe" and "Funiculi, Funicula" (duet) sung by the brigands. 
1898: Gaiety Theatre (Bris), 8-21 Jan.    
 - Dir/Prod. Kate Howarde; Mngr. Bert Howarde; S Art. Elliot Johnstone; Orch Ldr. David Cope Jnr. 
 - Cast incl.  Kate Howarde (Dainty Diavolo), Harry Craig (Bippo), Arthur Hunter (a brigand), Dorothy  
     L'Estrange (Countess), Myra James (Zerlina), Alf McDermott, Lew Howarde (policeman). 
 - Musicians incl. David Cope Jnr. 
 - The Howarde season was interrupted for several days due to flooding in Brisbane, and as a consequence the  
    Diavolo season was extended over a two week period. David Cope Jnr was engaged by Howarde during the  
    enforced break, and appeared for the first time on 15 January.  
-  James C. Bain, described as "a local comic" appeared with the Howarde company for its Brisbane season,  
   mostly as a specialty artist in the variety portion of each evening's entertainment, although he is known to  
   have appeared in several  specially incorporated pantomime "variety" scenes. 
 
"Gaiety Theatre, The."  BC: 10 Jan. (1898), 6. 
"Kate Howarde Company, The."  BC: 17 Jan. (1898), 7. 
 
 
LITTLE JACK SHEPPARD: [pantomime]  Txt/Mus. [n/e] 
 Although the authorship of this second-part burlesque pantomime has not been established (as is the situation 
with other productions then being included in Kate Howarde Pantomime and Burlesque Company tour), advertising and 
reviews indicate that the songs and comic business comprised of a good deal of both new and original material. 
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Advertising in the Brisbane Courier records, for example, that "Jack will be presented with all the old popular melodies 
and a large number of the very latest musical successes of '98" (22 Jan. 1898, 2).   
 Songs known to have been incorporated into the pantomime were "As Bad as They Make 'Em" (Jack), "The 
Penny Whistler" (Blueskin), "Will O' the Wisp" (Jonathon), "Somebody Loves Me" (Thames), and "A Fairy Tale," duet 
sung by Jack and Thames. Other musical numbers included a "Maypole Dance" and "The Bridesmaids Chorus" both of 
which were presented as the finale to Act I.  In Act II, James C. Bain appeared in a specially-inserted variety scene, 
performing, along with comic routines such as "Grandad's Birthday," the songs "What a Time," "The Story of a Kiss," 
and "Ada's Serenade."  
1898: Gaiety Theatre (Bris), 22-28 Jan.    
 - Dir/Prod. Kate Howarde; Mngr. Bert Howarde; S Art. Elliot Johnstone; Orch Ldr. David Cope Jnr. 
 - Cast incl.  Kate Howarde (Jack Sheppard), Harry Craig (Blueskin), Arthur Hunter (Jonathon Wilde), Dorothy  
    L'Estrange (Thames Darrell), Myra James (Edgeworth Bess), Alf McDermott, Roy Cushing, Lew Howarde,  
    James C. Bain. 
 - Musicians incl. David Cope Jnr. 
- James C. Bain, described as "a local comic," was engaged by Howarde for the Brisbane season (mostly as a  
   specialty artist in the variety portion of each evening's entertainment), appears in Act II of this production. 
- Other burlesque pantomimes staged by the company on their Queensland tour included Sinbad the Sailor (see  
   1897), Diavolo Up-to-Date and Aladdin Up-to-Date. 
 
 "Pantomime, The."  BC: 24 Jan. (1898), 6. 
 
 
BON BONS:  [musical comedietta]  Txt/Mus. [n/e]  
Described as a "sparkling comedietta," Bon Bons was one of a number of society sketches regularly staged by 
Will Stevens and Maud Lewis for the People's Concerts (A: 29 Jan. 1898, 12). Possibly written by (or additional 
material contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 29 Jan. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
ALADDIN UP-TO-DATE: [pantomime]  Txt. [n/e]; Mus incl. David Cope Jnr 
 Although the authorship of this burlesque pantomime has not been established (as is the situation with other 
productions then being included in Kate Howarde Pantomime and Burlesque Company tour), advertising and reviews 
indicate that the songs and comic business comprised of a good deal of both new and original material. The Brisbane 
Courier notes, for example, that "the local hits [were] received with roars of laughter" (31 Jan. 1898, 4). 
 The musical element of the pantomime included the "Chinese Ballet." Two of the more popular numbers were 
"My Desire" (written by David Cope Jnr), performed by Arthur Hunter as the Emperor; and "Sunshine and Rain," sung 
by Dorothy L'Estrange.  
1898: Gaiety Theatre (Bris), 29 Jan. - 4 Feb.    
 - Dir/Prod. Kate Howarde; Mngr. Bert Howarde; S Art. Elliot Johnstone; Orch Ldr. David Cope Jnr. 
 - Cast incl.  Kate Howarde (Aladdin), Harry Craig (Abanayai), Frank Beverley (Widow Twankey), Arthur  
    Hunter (Emperor), Dorothy L'Estrange (Princess), Roy Cushing (Viziar), Edith Danvers (Pekoe), Myra James,  
    Alf McDermott, Lew Howarde. 
 - Musicians incl. David Cope Jnr. 
- Aladdin marked the first appearance of Frank Beverley as a member of Kate Howarde's company. James C.  
   Bain, described in advertising as a "local comic," was engaged by Howarde for the Brisbane season (mostly as  
   a specialty artist in the variety portion of each night's entertainment), is also believed to have appeared in this  
   pantomime. 
- Other burlesque pantomimes staged by the company on their Queensland tour included Sinbad the Sailor (see  
   1897), Little Jack Sheppard and Diavolo Up-to-Date. 
 
"Gaiety Theatre, The."  BC: 31 Jan. (1898), 4. 
 
 
TURTLE DOVES:  [musical comedietta]  Txt/Mus. [n/e]  
Described as a "sparkling comedietta," Turtle Doves was one of a number of society sketches regularly staged 
by Will Stevens and Maud Lewis for the People's Concerts (A: 19 Feb. 1898, 12). Possibly written by (or with 
additional material contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 19, 26 Feb.   
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
 341 
 
'ARRY'S MASH:  [musical comedietta]  Txt/Mus. [n/e]  
Described as a "sparkling comedietta," 'Arry's Mash was one of a number of society sketches regularly staged 
by Will Stevens and Maud Lewis for the People's Concerts (A: 5 Mar. 1898, 12). Possibly written by (or additional 
material contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 5 Mar.   
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
SCRAPS: [musical comedietta]  Txt/Mus. [n/e]  
Described as a "sparkling comedietta," Scraps was one of a number of society sketches regularly staged by Will 
Stevens and Maud Lewis for the People's Concerts (A: 12 Mar. 1898, 12). Possibly written by (or additional material 
contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 12 Mar.  
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
FOOLISH FANCIES: [musical comedietta]  Txt/Mus. [n/e]  
Described as a "sparkling comedietta," Foolish Fancies was one of a number of society sketches regularly 
staged by Will Stevens and Maud Lewis for the People's Concerts (A: 19 Mar. 1898, 12). Possibly written by (or 
additional material contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 19 Mar.  
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
TIT FOR TAT: [musical comedietta]  Txt/Mus. [n/e]  
Described as a "musical comedietta," Tit For Tat was one of a number of society sketches regularly staged by 
Will Stevens and Maud Lewis for the People's Concerts (A: 2 Apr. 1898, 12). Possibly written by (or additional 
material contributed by) Stevens and Lewis. 
1898: Temperance Hall (Melb); 2 Apr.  
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Will Stevens and Maud Lewis. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
ALCESTIS:   [lyric drama]  Txt Adapt. Alexander Leeper; Mus. G. W. L. Marshall-Hall  
#  GM/UM   [M-H 1/1] 
 A lyric drama in operatic style founded on the play by Euripides, this was the first music theatre work composed 
in Australia by Ormond Professor, George Marshall-Hall. The composer had begun working on the score late in 1897, 
but had been prevented from completing it earlier due to illness. A one week season had originally been planned for the 
drama, but this was shortened to one night when Trinity College-trained soprano, Florence Towl, suffered a cycling 
accident and was unable to perform. The production was performed by the students of Trinity College and accompanied 
by a chorus made up of members of the Melbourne Liedertafel. The orchestra was composed of some 55 instruments. 
The score consists of incidental music for every scene, in addition to an aria for the dying protagonists and a 
number of double choruses. The Age critic pronounced the work a success, largely because of Marshall-Hall's 
contribution, which was described in the review as being of "genuine musical power and worth." Therese Radic, in G. 
W. L. Marshall-Hall: Portrait of a Lost Crusader, records in this respect that the composer and director had a very 
strained relationship, due largely to their difference of opinion over the music. Dr Leeper, a classics scholar, planned for 
the production to be presented in Greek, and accompanied by "pseudo-antique music performed on campus via 
[Marshall-Hall], but he was confronted instead with a modern score consisting of background music for the entire play." 
Radic notes further to this that "the credit for the subsequent success went to Marshall-Hall. Leeper, who had been 
stung by several humiliating encounters with the composer, was not amused" (24). Following the 1 August 1898 
production, however, the Age critic qualified the "very high opinion previously expressed concerning" the merits of 
Marshall-Hall's score with the opinion that the funeral march "still strikes me as less effective than the bulk of the 
music" and that it fails to "reach quite so high a level as has been done elsewhere" (3 Aug. 1898, 6). 
Extracts from Alcestis are also known to have been performed at various times, including, for example, the 
"Death Scene," which was presented by the Marshall-Hall Orchestra on 28 Apr. 1898. The Melbourne University 
Conservatorium also performed this scene at the Alexandra Theatre on 20 Dec. 1898 as part of its annual "Scenes from 
Opera" series. The "Prelude" was also presented by the Marshall-Hall Orchestra on 22 Sept. 1900.  
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 Alcestis was later staged in Meissen (Germany) in 1913, and performed in the presence of the Crown Prince of 
Saxony. The 1898 Melbourne production had apparently been seen by a German scholar, Dr Poeschel, who was 
impressed enough with the work to have it staged in Germany some fifteen years later. 
1898: Town Hall (Melb); 22 June   
 - Dir. Alexander Leeper; Prod. Trinity College/Melbourne Liedertafel; Cond. G. W. L. Marshall-Hall; S Art.  
    H. Desbrowe Annear and Lionel Lindsay.  
- Cast incl. Miss F. E. Towl, D. J. D. Bevan, H. E. Bullivant, C. F. G. Webster, Miss A. M. Lambert, A. B.  
   Rowe, G. M. Long, C. Shields, W. G. A'Beckett, students of Trinity College and members of the Melbourne  
   Liedertafel (80 voices). 
- Musicians:  Marshall-Hall Orchestra. 
1898: Town Hall (Melb); 1 Aug. 
 - Prod. Trinity College/Melbourne Liedertafel; Cond. G. W. L. Marshall-Hall. 
- Presented as part of the Liedertafel concert series, this production was without costumes and scenery.  
1913: Stadttheatrer (Meissen, Saxony, Ger), Fürsten und Landesschule; [no details] 
  
"Melbourne Liedertafel."  A: 3 Aug. (1898), 6. 
"Much Ado: Professor Marshall-Hall Relieves His Feelings." ARG: 2 Aug. (1898), 6. 
Radic, Therese.  G. W. L. Marshall-Hall. (1982). v. pags. 
"Trinity College Play, The."  A: 23 June (1898), 6. 
VASJ:  1 Nov. (1913), n. pag.      [rnib] 
 
 
THE AMERICAN GIRL; OR, A PLAY WITHOUT A PLOT:  [musical comedy]   
Lib. Henry Temple; Mus. Alfred R. Moulton 
Described in advertising as "the first production in Australia, on a scale of unprecedented splendor, of an 
original musical comedy in two acts," The American Girl created much interest with the public and critics alike after it 
was resoundingly booed during its premiere Melbourne performance. "One of the most remarkable theatrical 'first 
nights' ever witnessed in Melbourne [occurred]… on Saturday evening… The curtain rose under most auspicious 
conditions, and everybody seemed prepared to do honour to the local talent… The catastrophe happened towards the 
end of the second act, and really originated in a joke." Apparently the audience reacted with very loud applause at a line 
spoken by Washington Boodle, an American impresario, (played by the young Bert Bailey) to the young actor in his 
company Paul Tracey, played by Charles B. Rose (Rose was apparently making his first appearance in Melbourne 
having come from the Savoy Theatre in London). The spontaneous reaction "proved very disconcerting to the [young] 
gentleman… and from mere nervousness he passed into a condition of stage fright, which was intensified as the raillery 
of the gallery increased… This was the turning point of the evening. The gallery had tasted new joy; and with malicious 
delight set to work baiting other performers. The impresario himself became their butt." As the company became more 
and more affected by the interjections their depression only stimulated the energies of the gallery critics until "at length 
the artists became panic stricken… the gods were insatiable and relentless" until finally the actors broke and fled  (A: 11 
July 1898, 6).  
Eventually the backstage management pulled the actors together and sent them back on stage, having pared the 
story down and so as to end it prematurely. Following the disastrous premiere "some alteration in the personnel of the 
company" was made, but the production managed only one more night. Although the Age review was not overly critical 
of the work prior to the second act, after which it was impossible to review, the paper made special note that it had not 
been produced under the direction of Messrs. Williamson and Musgrove.  
According to a report in the Sydney Morning Herald one of the "victimised artists" wrote a letter to the 
Melbourne press explaining that the fiasco did not arise from any nervousness on his part, but from the inanity of the 
dialogue allotted him. The paper notes in this respect that the "statement was fully borne out by the extracts he quoted 
from the new "musical comedy" (16 July 1898, 4). The event was recalled almost a year later by Sydney Morning 
Herald in response to a similar incident reported to have recently occurred in London: 
 
Hooting; so far as Australian first nights are concerned, is, indeed, almost a lost art. During the past decade the only 
instance of it as we can recall was in the case of an 'original' musical comedy put up in Melbourne last year, on which the 
public verdict was emphatically unfavourable, and the 'run' of which was restricted to two performances" (25 Mar. 1899, 
4). 
  
Melbourne resident music director/conductor Alfred R. Moultan and fellow Melbournian, Henry Temple, were 
given the opportunity to stage their musical comedy when J. C. Williamson and George Musgrove, let them the 
Princess's Theatre for a fortnight. Moultan had previously scored much success with an amateur production of his comic 
opera Lelamine - staged under the auspices of Williamson and Musgrove (Princess Theatre, Melb) in early May 1897.  
Williamson and Musgrove subsequently gave the work a professional season and according to the Age spared no 
expense "to produce the opera with the perfection of mounting and completeness of detail which ought to characterise a 
professional entertainment" (10 May 1897, 6).   
Described in advertising as a musical comedy, the subtitle being A Play Without a Plot, their was, however, a 
slender thread of a narrative, sufficient enough, according to the Age, "to establish an intelligible connection between a 
medley of songs, dances, ballets, choruses and incidents." The story is set in two locations, Act 1: Kitty Fay's 
Apartments at the Brighton Grand Hotel (England) and Act 2: A Riverside Residence - Richmond-On-Thames. The plot 
surrounds a visiting American lady who has been twice widowed and once divorced, and as such displays an 
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uncommon knowledge of the foibles and frailties of men. The Age critic noted further: "These she retails in songs and 
observations, couched in humorously contemptuous, yet indulgent, terms" (A: 11 July 1898, 6). The other characters 
comprise of droll Chinese domestics, a British General, a Jewish financier, an American impresario and various young 
gentlemen and ladies of his company.   
Of the music, the Age critic records that "as far as it was heard - it may fairly be described as meritorious, if not 
completely captivating." One particular song, performed by Fanny Liddiard (as Kitty Fay) received a double encore, 
principally for the richness and vivacity of the refrain: "She's cute and astute, is the widow coquette; if she's pretty and 
witty she will flirt with you yet" (6).  
1898: Princess's Theatre (Melb), 9-10 July  
 - Dir/Mngr. John Wallace; M Dir. Alfred R. Moultan; Lse. J. C. Williamson and George Musgrove; Sub-Lse.  
    Alfred Moultan and Henry Temple; S Art. George and John Gordon; Chor. Linda Henry. 
- Cast incl. Bert Bailey (Washington Boodle), Fanny Liddiard (Kitty Fay, the American Girl), Albert Bellman  
   (General Pym), Charles R. Rose (Paul Tracey), Lottie Moore (Peggy Prim), J. Friedman (Isidore Polinsky),  
   Laura Roberts (Rose Joy), Julia Spencer (Lily Joy), Little Gulliver (See Mee), Gus Gregory (Hang Mee), A.  
   Watts (Wun Lung), W. Conduit (Ah Moon).  
- Musicians incl. H. Weinberg (Leader). 
- The production was slated to end 16 July. 
 
 "Lively First Night: The American Girl at the Princess's."  A: 11 July (1898), 6.      [see also adverts A: 2, 9 July 1898, 12] 
 "Musical and Dramatic Notes."  SMH:  16 July 1898, 4. 
 
 
COURTSHIP:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "refined comedy sketch," Courtship was another of the society sketches regularly staged by 
Robert Boyd and Lily Octavia for the People's Concerts (A: 13 Aug. 1898, 12). Possibly written by (or additional 
material contributed by) Boyd and Octavia. 
1898: Temperance Hall (Melb); 13 Aug. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
AMICABLE ARRANGEMENTS:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "sparkling comedietta," Amicable Arrangements was another of the society sketches regularly 
staged by Robert Boyd and Lily Octavia for the People's Concerts (A: 3 Sept.. 1898, 12). Possibly written by (or 
additional material contributed by) Boyd and Octavia. 
1898: Temperance Hall (Melb); 3 Sept. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
 
 
MIXTURES: [musical comedietta]  Txt/Mus. [n/e] 
Described as a "musical sketch," Mixtures was another of the society "comediettas" regularly staged by Robert 
Boyd and Lily Octavia for the People's Concerts (A: 10 Dec. 1898, 12). Possibly written by (or additional material 
contributed by) Boyd and Octavia. 
[NB: A comedy titled Mixtures was also staged by John Tudor and Violet Leroy at the Cremorne Gardens (Perth), under the auspices of the 
producers, Jones and Lawrence, from 10 Dec. 1898. The relationship between both productions is not known at this stage] 
1898: Temperance Hall (Melb); 10 Sept. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Lilly Octavia and Robert Boyd. 
- Musicians incl. Nicholas La Feuillade (violin). 
1899: Temperance Hall (Melb); 2 Sept. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 -  The cast for this presentation of mixtures is unknown. Although Lilly Octavia was engaged as a performer on  
    the program, her name had not being associated with any of the company's society sketches for well over a  
    year.   
 
 
SINBAD THE SAILOR: [aka SINBAD THE SAILOR; OR THE SWEET 
PRINCESS AND THE WICKED OGRE] [burlesque]  Txt . Percy St John; Mus. [n/e] 
Although it is believed that the various productions of Sinbad the Sailor by Percy St John over the years were 
essentially based on the same narrative, it is likely that the comic business and the songs presented would have differed 
to a large extent. In this respect, for example, the Brisbane Courier in 1899 records that since the burlesque was first 
staged in Brisbane some six years previously, it "has been revised and brought up to date both in dialogue and music" 
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(11 Feb. 1899, 7). The relationship between the Sinbad burlesques and the similarly titled pantomime version staged by 
St John around 1894 is less clear, however. The burlesques were invariably presented as a second half entertainment on 
his variety programmes in the late 1890s and early 1900s. Another of his pantomimes to also be staged as a burlesque 
was Cinderella [see 1891]. It is likely that the burlesques were simply cut down and re-worked (with more 
contemporary references) versions of the pantomimes. In favour of this argument, for example, is the fact that the 1899 
production (subtitled Or, The Sweet Princess and the Wicked Ogre) and the 1901 production (sub-titled Or, The Sweet 
Princess, the Demon Ogre and the Fairy Silver Star), are not dissimilar to the 1894 pantomime.  
The 1898 burlesque was played out over seven scenes: Sc 1. Port of Bustarorah; Sc 2. Vestibule of the Palace; 
Sc 3. Port of Bustarorah (including Grand Lantern March; Sc 4. The Vestibule of the Palace; Sc 5. The Tropical Island 
(including Serpentine Dance and Primrose Ballet); Sc 6. The Palace; and Sc 7. Gardens of the Palace. The production 
ended with a vocal finale and Tableaux of Australia. 
The 1899 production (Brisbane) is reported to have been staged with "many very pretty costumes, pretty 
dancing, good local hits and fresh song" (BC: 13 Feb. 1899, 3). One of the songs known to have been incorporated into 
this production was "Sons of Britannia" (sung by Arthur Crane).   
[NB: Although the exact date of Sinbad's premiere production is unknown at this stage, it is likely that the c1894 production staged in 
Brisbane (see BC: 11 Feb. 1899, 7) was the pantomime version. This production is known to have been staged as part of a Queensland regional tour. 
See 1894 file for details] 
1898: Alhambra Theatre (Syd); 1-16 Oct.  
 - Dir. Percy St John; Prod/Lse. Percy St John and W. J. Wilson; M Dir/Cond. David Cope Jnr; S Art. W. J.  
    Wilson; Chor. Bel Ponsonby; Cost. Mdme Howard. 
- Cast incl. Lillian Carew (Sinbad), R. E. Watson (Caliph of Bustorarah), Violet Bishop (Princess  
   Sweetcreetur), Miss E. St Clair (Zobeide), Will Stevens (The Duenna), Sam Wilson (The Ogre), Maud  
   Fanning (Envoy), Alf Josephs (Sultan of Tomatoas), Lilian Lynton (Fairy Silverstar), Bel Ponsonby (Hafiz),  
   Daphne Rowe (Courtier), T. Edmond Leonard (Tinbad the Tailor). 
1899: Theatre Royal (Bris); 11-20 Feb.     [return season: 13-16 June] 
 - Dir. Percy St John; Prod/Lse. Thomas Delohery, James Craydon and Ted Holland. 
- Troupe: Elite Vaudeville Company. 
- Cast incl. Eva Eilson (Sinbad), Jessie Thornton (Bishop (Princess Sweetcreetur), Tom Delohery (Ogre), Lena  
   Young (Fairy Silverstar), Arthur Albert (Caliph), Ted Holland (Duenna), Harry Cowan (Tinbad the Tailor),  
   Amy Thornton, Daphne Rowe, Gladys Cortroy, Alice Dalleen, Victoria Webster, Lennon Brothers (acrobats),  
   Mae Marlow.  
  - Both seasons staged as Sinbad the Sailor; Or, The Sweet Princess and the Wicked Ogre] 
1899: Queensland regional tour; ca. Feb/Mar. 
 - Prod. Thomas Delohery, James Craydon and Ted Holland 
- Troupe: Elite Vaudeville Company. 
 - Tour itinerary incl. Gympie (22 Feb.), followed by Maryborough, Bundaberg, Rockhampton and Townsville  
    (ca. Easter). 
1901: Queensland regional tour; ca. July - Aug.    
 - Dir/Prod. Percy St John. 
 - Troupe: Percy St John's Cinderella Company. 
 - Cast incl. Daphne Rowe (Cinderella), Arthur Crane (Demon), Violet Elliott (Fairy Queen), Amy Thornton  
    (Prince Popeth), Emmie Smith (Dandini), Mr Watkins (Ugly Sister), Jay Walker (Ugly Sister), Arthur Albert,  
      Miss Lynne.  
 - Musician:  Jeannie Johnstone (piano) 
 - Subtitled Or,The Sweet Princess, the Demon Ogre and the Fairy Silver Star 
 - Tour itinerary incl. Queen's Theatre, Bundaberg  (24 July); Theatre Royal, Rockhampton  (ca. Aug.) 
 
 "Alhambra Theatre, The."  SMH: 3 Oct. (1898), 3.         [see also advert. - SMH: 1 Oct. 1898, 2] 
 "Local and General News." BM:  24 July (1901), 2.     
 NM: 12 Feb. (1894), 1.    Advert.   
 "Theatre Royal."  BC: 11 Feb. (1899), 7. 
 "Theatre Royal - Sinbad the Sailor."  BC: 13 Feb. (1899), 3.        [see also advert. - BC: 11 Feb. 1899, 2; and rev. "Theatre  
                 Royal." BC: 18 Feb. (1899), 7] 
 "Theatre Royal." BC: 14 June (1899), 5. 
 "Theatre Royal - St John's Variety and Burlesque Company."  MB: 31 July (1901), 6.       
 
 
RED RIDING HOOD'S TEMPTATION: [children's operetta]  Lib. Miss Cush Heinbockle;  
Mus. [n/e] 
 Advertised as a "Grand Children's Operetta" dramatised by Miss Heinbockle, believed to have been a local 
teacher of theatre for children, the production was subtitled A Night in Fairy Land, and was performed mostly by the 
local students (although the role of the wolf is known to have been played by an adult). In this respect the 
advertisements in the West Australian also called on the public to "come and see the Mortals and Fairies and Tiny 
Footsteps in their Sparkling Fun and Merriment" (4).  
 Although the authorship of the music is not made clear it is quite possible that Miss Heinbockle was responsible 
for this. Evidence for this claim is in the wording of one part of the West Australian's review following the production, 
whereby the critic notes that "the interesting episodes of the old nursery tale were suitably arranged by Miss 
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Heinbockle, and the music, which was of a simple character, fitted the story well." There is no further mention of song 
titles in the review, though several musical performances are referred to - notably "the music, on the whole, was 
creditably rendered by the young performers" (4). 
 The operetta, "produced with such success in the Town Hall," was staged a few weeks later at Highgate Hill in 
Perth, "for the purpose of raising funds to pay for the painting of the scenery now in course of completion in the hall" 
(WA: 24 Nov. 1898, 1). 
1898: Town Hall (Perth); 10 Oct. 
 - Dir. Cush Heinbockle; Chor. Arthur McNulty; Lig. Frost and Shipam (limelight); S Mngr. Mr Lamphier. 
 - Cast incl. Miss Myra Franklin (Little Red Riding Hood), Bruce Bott (Woodsman), Lily Rance (Red Riding  
    Hood's Mother), Master Davies (Father William), Miss E. Martin (Grandma), Nora Dawes (Nellie), Miss  
    Philpot (Myrtle), Selma Kenworthy (Bertha), Emma Peters (Lizzie), Ethel Sherwood (School Mistress), and  
    Mr Arthur McNulty (The Wolf). Fairies - Kathleen Stinton, Miss E. Mercer, Minnie Lowe, Gwenny Barber,  
    Winnie Dawes, Joan Barber, Ruby McNeece, Eva Smith, Daisy Brooker, Miss Patten, Jack and Jill Hassell  
    (dancers). 
 - Musician:  George W. Bailey (piano). 
 - The evening's entertainment also included, by request, an after act - the presentation of the "School Act" from  
    Robertson's School, staged by members of a group called "Helping Hands." 
1898: St Alban's Hall (Highgate Hill, Perth); 24 Nov. 
 - Dir. Mr Lamphier. 
- Cast incl. Miss Myra Franklin (Little Red Riding Hood), Bruce Bott (Woodsman), William Duff (Wolf). 
 
 "Entertainment at Highgate Hill."  WA: 25 Nov. (1898), 5. 
 "Town Hall: A Night in Fairy Land."  WA: 11 Oct. (1898), 4. 
 
 
CINDER-ELLEN:  [burlesque]  Txt. Percy St John et al; Mus. [n/e] 
 St John staged another Cinderella-inspired burlesque in 1900 at the Theatre Royal (Bris). The later version is 
titled, Cinder-Ellen Up-Too-Late. 
1898: Alhambra Music Hall (Syd); 15-28 Oct. 
 - Dir. Percy St John; Prod/Lse. Percy St John and W. J. Wilson. 
 - Cast incl. Carden Wilson, John Coleman, Emmie Smith, Jennie Smith. 
 
 "Alhambra Music Hall."  SMH: 17 Oct. (1898), 3. 
 
 
TROUBLES:  [extravaganza]  Txt/Mus. [n/e] 
 Little is yet known of this "musical extravaganza," as it was advertised in the Western Australian.  
1898: New Pavillion Theatre (Fremantle, WA); 29 Oct. - 
 - Dir/Prod. Frank M. Clark. 
 - Troupe: F. M. Clark's Continental Company. 
 - Cast incl. William Gourley, Amy Gourley, Joe Cowan, Denis Carney, Dick Davis. 
 
 
HUMPTY DUMPTY; OR, THE PRINCE DULCIMAR, THE PRINCESS 
ALLFAIR, AND THE YELLOW DWARF:  [burlesque]  Lib. Percy St John et al; Mus. [n/e] 
 A topical burlesque pantomime which, according to the Brisbane Courier theatre critic, introduced clever 
political skits and a number of pretty and catchy songs (22 May 1899, 6).  
The Alhambra Theatre production, advertised as being staged for the first time in Australia, included a patriotic 
tableaux and national song "Sons of the Sea" as well as the "Sunshine Ballet," described as a "novel and charming 
specialty" (SMH: 5 Nov. 1898, 2). Songs known to have been incorporated into the narrative for the Brisbane season 
were: "Hulloa, Hulloa, Hulloa" (sung by May Marlow); "Baby Eyes" (Daphne Rowe); "Always on the Dream," "The 
Old Brass Pocket," "All O' Us," and "Dear Mother England." 
1898: Alhambra Theatre (Syd); 5-18 Nov. 
 - Dir. Percy St John; Prod/Lse. Percy St John and W. J. Wilson. 
 - Cast incl. Will Stevens, Rae Cowan, Lingard Sisters, Addie Place, Millar Fraser, Carden Wilson. 
1899: Theatre Royal (Bris); 20 May - 
 - Dir. Percy St John; Prod/Lse. Thomas Delohery, Percy St John and Ted Holland. 
 - Troupe: Elite Vaudeville and Burlesque Company. 
 - Cast incl.  Jack Williams, Ted Holland, Amy Thornton, Arthur Albert, Harry Cowan, Thomas Delohery, May  
    Marlow, Daphne Rowe, Arthur Crane, Lena Young, Alice Dalleen, Gladys Courtney. 
  
 "Theatre Royal."  BC: 22 May (1898), 6. 
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DECEPTION:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "sparkling comedietta," Deception was staged by vocalist/sketch artists Frank Beverly and Edith 
Danvers for the People's Concerts (A: 19 Nov. 1898, 12). Possibly written by (or additional material contributed by) 
Beverley and Danvers. 
1898: Temperance Hall (Melb); 19 Nov. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Frank Beverley and Edith Danvers. 
 
 
ECHO MOUNTAINS: [musical comedietta]  Txt/Mus. [n/e] 
Described as a "comedietta," Echo Mountain was staged by vocalist/sketch artists Frank Beverly and Edith 
Danvers for the People's Concerts (A: 26 Nov. 1898, 12). Possibly written by (or additional material contributed by) 
Beverley and Danvers. 
1898: Temperance Hall (Melb); 26 Nov. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Frank Beverley and Edith Danvers. 
 
 
ALADDIN; OR THE WONDERFUL SCAMP:  [burlesque]  Txt/Mus. [n/e] 
 Although the origins of this "burlesque extravaganza" are unclear, it is known to have contained numerous 
topicalities and localisms, and was presented as a hybrid pantomime-style entertainment. 
1898: Ye Olde Englysh Fayre (Fremantle, WA); 26 Nov. - 
 - Dir/Prod/Lse. Martyn Hagan and W.H. Speed; S Art. Hugo Andrissen; B Mngr. W.H. Speed. 
 - Troupe: Hagan and Speeds Comedy Company. 
 - Cast incl. Martin Hagan (Widow Twankey), Lucy Fraser (Aladdin), W.H. Speed (Magician), Aggie Brady  
    (Princess Badbrouiboudour). 
 
 
THAT NELLIE:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "musical comedietta," That Nellie was staged by vocalist/sketch artists Frank Beverley and Edith 
Danvers for the People's Concerts (A: 17 Dec. 1898, 12). Possibly written by, or additional material contributed by 
Beverley and Danvers. It is possible that the comedietta may have been based around a song composed by Jack Rollet 
titled "Sweetheart Nell." The song was written especially for regular People's Concert singer/sketch artist, Robert Boyd, 
and first known to have been performed by him in 1897 (31 July). 
1898: Temperance Hall (Melb); 17 Dec. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Frank Beverley and Edith Danvers. 
 
 
ALI BABA AND THE FORTY THIEVES:  [aka THE FORTY THIEVES] 
[pantomime]   Lib.  Arthur H. Adams; Orig Mus. Leon Caron, Alfred Hill and George Pack; Add Mus. [n/e] 
#  J Woodhill & Co., 1898. 
#  Charles Troedel, 1899 
"Written, compiled and abstracted from various sources by Arthur H. Adams," this production, subtitled A Tale 
of Persian Company, was advertised as the seventeenth annual Christmas pantomime put on by J. C. Williamson and 
George Musgrove. The Sydney Morning Herald's review of the premiere records that it "differed from others that have 
preceded it in being essentially a performance of spectacle and of ensemble." The critic also notes that while "one good 
point in the book is that it follows the story children love so dearly with more fidelity than is usual," as seems to be the 
case with the majority of pantomimes produced in the country - both prior to, and following this production - the major 
problem lays in the area of an overly-long book and lack of editing. The review points, for example, to one particularly 
beautiful and climatic scene ("The Land of Peace and Plenty"), and indicates that it was "reached too slowly," while 
also suggesting that there were far too many "talky patches" in the first two acts (27 December 1898, 6).  In reviewing 
the Melbourne (Princess's Theatre, May 1899), the Age theatre critic records, too, that while The Forty Thieves "may be 
regarded from the point of view of scenery and accessories as superior [to Williamson and Musgrove's previous 
pantomime success Babes in the Woods] it is deficient in the lighter graces of sparkling humour and piquancy of flavour 
that made the former piece so successful" (22 May 1899, 12).  
The first act consisted of four scenes: Sc 1. The Spider's Web; Sc 2. The Market in Baghdad; Sc 3. Ali's Humble 
Home; and Sc 4. The Exterior of the Cave. The second act is said to have been remarkable for "the beautiful corn and 
poppy ballet in "The Land of Peace and Plenty" scene. A "magnificent series of patriotic tableaux" were presented 
within the production's third act, these being: "The Spanish Armada," "The Death of Nelson," "The Capture of Manila," 
"The Battle of Santiago," "The Battle of Omurman," and "Kitchener, The Conqueror" (BC: 18 Feb. 1899, 2). 
Although most of the musical score comprised of song and dance compositions from other sources, Messrs 
Alfred Hill, Leon Caron and George Pack contributed their own music for portions of the production, particularly in the 
area of incidental music. In this respect advertising in the Sydney Morning Herald notes that Alfred Hill "selected and 
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arranged" the music for the "Grand Series of Patriotic Tableaux… illustrating the power and progress of The Anglo-
Saxon Race."  The remainder of the pantomime's score, "rendered by a full opera chorus and orchestra, [was] arranged 
by M. Leon Caron and Mr Geo. Pack" (24 Dec. 1898, 2). Some of the most popular songs incorporated into the 
narrative (Sydney season) included "I'm Too Sweet to Live," and "Fancy Meeting You" (sung by John Coleman), 
"Tricky Little Topsy" (Patti Browne), "The Little Gay Parisienne" and a melodious coon-song "Lily of Laguna" (Carry 
Moore). Two of Leon Caron's contributions, the song "Love is Gold" (sung by Cesca Vollugi) and a pastoral ballet also 
apparently found favour with the audiences and critics alike. One of the hits songs from the Princess's Theatre 
production (May 1899) was "In the Pale Moonlight" (Carrie Moore).   
1898: Her Majesty's Theatre (Syd); 26 Dec. 1898 - 8 Feb. 1899 
 - Dir. J. B. Watson; Prod. J. C. Williamson and George Musgrove; S Art.  George Gordon, John Gordon and  
    Phil Goatcher; M Dir/Cond. George F. Pack; Chor. J. B. Watson and Minnie Everett;  Cost. Emily Nathan  
    (Aust) and Mons. and Mde. Alias (London); Lig. Frank Watts (electric/calcium); S Mngr. Frank Gresham. 
 - Cast incl. C. M. Berkley (Ali Baba), John Coleman (Coga Baba, Ali's wife) Pattie Brown (Ganem, Ali's son),  
    Fred Cambourne (Cassim Baba, Ali's rich brother), Albert Whelan (Beda Baba, Cassim's wife), George de  
    Lara (Hooliman), Carrie Moore (Morgiana, Ali's handmaden), William Hassan (Edward, the ass), Little  
    Gulliver (Zig Zag), Jennie Opie (Abdallah), J. W. Sweeney (Hassarac), Fred. French, (I. O. Yeu), F. Spence  
    (De Bentures), J. Williams (L. S. Dee), H. Passmore (N. O. Pay), Katie Towers (Hassam), Stella Esdaile  
    (Hafiz), Jennie Brennan (Ahmed), Evaline Muret (Souliman), Elsie Moore (Mirza), Ada Page (Zug-Zug), Bel  
    Loel (Fez), Richard Vernon, Ruby Kennedy, Dora Wallace, Bertha Wallace, Alice Mitchell, Esther  
    Silberman, Minnie Hooper, Annie Cobb, Cesca Vollugi, Frances Adler, Little Isabel Henley, Little Alma  
    Skinner, Little Stella Tracey. 
1899: Opera House (Bris); 21 Feb. - 6 Mar. 
 - Cast and production mostly as for previous Sydney season. New cast members incl. Robert Watson. Pattie  
    Brown is not believed to have toured with the company after Sydney. Carrie Moore played Miss Brown's  
    principal boy part, while Francis Adler took on the role of Morgiana (previously played by Moore). G. P.  
    Carey also replaced J. W. Sweeney as Hassarac. 
1899: (Adel); ca. Apr. (Easter) 
 - Cast and production mostly as for previous Brisbane season. 
1899: Princess's Theatre (Melb); 20 May - 16 June   
 - Production mostly as for previous seasons.  Chor. Minnie Everett assisted by Jennie Brennan. 
- Cast incl. D. H. Caston (Ali Baba), Harry Shine (Coga Baba, Ali's wife) Carrie Moore (Ganem, Ali's son),  
   Fred Cambourne (Cassim Baba, Ali's rich brother), W. Williams (Beda Baba, Cassim's wife), George de Lara  
   (Hooliman), Rose Musgrove (Morgiana, Ali's handmaden), William Hassan (Edward, the ass), Little Gulliver  
   (Zig Zag), Jennie Opie (Abdallah), George A. Jones (Hassarac), Fred. French, (I. O. Yeu), F. Thornton (De  
   Bentures), Harry Elliot (L. S. Dee), A. Glymn (N. O. Pay), C. Hamilton (Hassam), Katie Towers (Hafiz),  
   Bertha Lewis (Ahmed), Jenny Brennan (Souliman), Evelyn Muret (Mirza), Amy Bergin (Zug-Zug), Ella Bate  
   (Fez), Cesca Vollugi (Haidee), Frances Adler (Fairy Queen), Violet Daniels, Kate Reidy, Gracie Moore, Katie  
   Jardine, Miss E. Silberman, May Reade, Lucy Hyman, Little Isabel Henley, Little Alma Skinner, Little Stella  
   Tracey. 
 
BC: 18 Feb, (1899), 2.    Advert. 
"Forty Thieves, The."  BC: 20 Feb. (1899), 5. 
"Forty Thieves at the Princess's."  A: 22 May (1899), 12.                            [see also adverts. - A: 20 May 1899, 12; and 10 June 1899, 12] 
"Her Majesty's - Forty Thieves."  SMH: 27 Dec. (1898), 6.                    [see also advert. - SMH:  24 Dec. 1898, 2] 
"Musical and Dramatic Notes."  SMH: 19 Nov. (1898), 4. 
"Musical and Dramatic Notes."  SMH: 8 Apr. (1899), 4. 
"Musical and Dramatic Notes."  SMH: 27 May. (1899), 5. 
"Williamson and Musgrove's Extravaganza Company."  BC: 18 Feb. (1899), 7. 
 
 
JACK AND THE BEANSTALK; OR, HARLEQUIN AND THE MAGIC BEAN:   
 [pantomime]  Lib. [n/e]; Add Lib. Will Watkins; Orig Mus. James Ure; Add Mus. [n/e] 
 Described in the Age as a "localised version of Jack and the Beanstalk" in which "the old story was furbished up 
in a variety of ways, and condensed, too, where necessary, to admit of numerous dances" (27 Dec. 1899, 6). The 
Alexandra production comprised of a company of over 200 artists. A tour of several Australian centres (including 
Adelaide and Brisbane) in 1899 by Mr M. L. Raphael's Royal pantomime Company also included a production of Jack 
and the Beanstalk. This is believed to have been, to all extents and purposes, the same, or at least a very similar version 
of this 1898 production. Evidence of this is provided in almost identical stories (notably in the scenes, incidents and 
characters), the fact that several actors in the earlier production appear in the l899 version, and that the scenic art for 
both productions was undertaken by the same artist, John Little. The same transformation scene "The Festival of Flora" 
is also presented in both productions. In this respect then it is likely that Raphael purchased the original show and 
engaged those actors who were available to tour with his new company.  It is not clear whether the local hits and 
allusions for the season in Adelaide and Brisbane were invented by Will Watkins or whether they were written into the 
productions by one or more other writers. 
 The synopsis of scenery and incidents for the 1898 Melbourne production is as follows:  Act 1: Sc 1. A Fairy 
Glen ("Grand Ballet of Elfin Fays" / "Pas Seul" - Daisie Coppin); Sc 2. Exterior of the Royal Palace ("House Maids 
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Dance" / "Drill of the Wooden Soldiers"); Sc 3. The Widow's Dairy (The Comical Cow and her Keepers); Sc 4. On the 
Road to the Market; Sc 5. The Market Place ("Holiday Revels" / Rustic Dancers / "Grand Procession" and Medley 
Finale).  Act 2: Sc 1. Mrs Simpson's Back Garden ("Dance of the Bean Sprites and Growth of the Beanstalk"); Sc 2. Up 
in the Clouds; Sc 3. Outside the Giant's Castle (Grand Patriotic Song and Chorus); Sc 4. The Giant's Castle ("March of 
the Giant's Army" / Acrobatic act by Leach, Melvin and Tait); Sc 5. The Overgrown Beanstalk ("Shadow Dance" / 
Topical Duet and Grand Finale); Transformation Scene "The Festival of Flora;" Harlequinade. 
 According to advertisements placed in the Brisbane Courier M. L. Raphael's Royal Pantomime Company tour 
was virtually the same in all respect apart from several of the dances and songs not being included in the synopsis.  
Interestingly, too, the companion pantomime, Robinson Crusoe, staged during the company's tour also incorporated a 
transformation scene titles "The Festival of Flowers"). 
1898: Alexandra Theatre (Melb); 26 Dec. 1898 - 14 Jan. 1899 
 - Dir. George Leopold; M Dir. James Ure; S Art. John Little; Chor. Harry Leopold; Mngr/Lse. M. L. Raphael;  
    Cost. Mrs Ridgley; S Mngr. George Bryer. 
 - Cast incl.  Minna Phillips (Jack), George Leopold (Mrs Simpson, Jack's mother), D. H. Caston (King Harry),  
    Blanche Lewis (Queen Fanny), Ray Jones (Princess Diamond Duckey), James Anderson (Amelia, the Queen's  
    cow), Frank Tait (Johnson, her keeper/Clown), Harry Daniels (Jeames, the footman), Gus Leach (Wagson,  
    bailiff/Pantaloon), Frank Melvin (Bagson, bailiff/Policeman), H. Tottenham (Don Lopez), Nellie Lambert  
    (Oberon), Hilda Fraser (Titania), Little Ivy Trott (Puck), Daisy Coppin (Moth/Columbine), George A. Jones  
    (Gorgibuster, the Giant), Elsie Baxter (Harlequina), Sybil Earle, Carrie Moss, Elsie Travers, Queenie Esmond,  
    Myrtle Hofer, Dora Esmond, Blanche Ronetti, Minnie Hamilton, Minnie Edwards, Lilly Green, May De Vere,  
    Ethel Stanhope, Violet Fyfe, Madge Hanington, Nellie Haynes, Valerie Lithgow, Lillian Ashlin, Nellie  
    Dugais, Emily Mathews, Olive Cameron, Kate Russell, Miss Goldsmith, Miss Schultz, Miss Thompson, Miss  
    Fanning. 
1899: Opera House (Bris); 4-9 Nov.  
 - Dir. George Bryer; Mngr. L. M. Raphael; M Dir/Cond. T. W. Rhodes; Lse. Percy St John and Thomas  
    Delohery; S Art. John Little and Sons, with George Coulter (harlequinade).  
- Troupe: L. M. Raphael's Royal Pantomime Company. 
- Cast incl.  Mortals: Nellie Lambert (Jack), Gus Gregory (Dame - Emma Simpson), William Neilson (King  
   Harry), Annie Kinnaird (Princess Duckey), Lillie Bryer (Queen Fanny), George Jones (Gorgibuster the Giant),  
   Frank Melvin (Amelia the Cow), C. Harding-Friscoe (Johnson, Amelia's handler), John Ellis (Jeames), Walter  
   Read (Don Lopez), Robert Kerr (Wagson), A. Wallis (Hang), S. Tucker (Wang), M. Nelson (Bang), Allie  
   Vaux (Johnny Deahboi), Kate Vance (Johnny Goodchap), Minnie Tate (Marguerite), Miss E. Naylor  
   (Rosette), Carry Fenny (Molly), Emily Keegan (Dorothy), Belle Love (Phyllis), Francis Vane (Margery).   
   Immortals:  Myrtle Hofer (Oberon), Daphne Rowe (Titania), Aina Cook (Bluebell), Jenny Sonnes (Cobweb),  
   Walter Read (Flashlight), James Mann (Fleetfoot), Daisie Coppin (Puck). Harlequinade:  Emily Keegan  
   (Columbine), Carrie Penny (Harlequin), Alf McDermott (Pantaloon), George Walker (Policeman), Frank  
   Melvin (Clown). 
-  Other pantomime productions presented by the company during its Australian tour included Robinson Crusoe. 
1899: Regional tour (North Qld); ca. 11 Nov. - 
 
"Alexandra Theatre - Jack and the Beanstalk."  A: 27 Dec. (1898), 6.            [see also advert. - 24 Dec. 1898, 10] 
"Royal Pantomime Company."  BC: 6 Nov. (1899), 6.           [see also advert. - BC: 4 Nov. 1899, 2] 
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 An original extravaganza by Signor Ugo Biondi, staged for the first time as part of his Australian farewell 
appearance at the Tivoli Theatre (Syd) beginning 11 February, was  possibly written during his stay in the country 
under Harry Rickards' management (ca. 1898-99). The Burglar, described in advertising as a vehicle through which 
lightening quick-change artist Biondi would depict six distinct characters, also utilised the entire strength of Rickards' 
Grand Double Company. 
 The Elite Vaudeville and Burlesque Company, being managed by two members of the "Australian Team" 
Thomas Delohery and Ted Holland, played a lengthy season at Brisbane's Theatre Royal during the year.  From around 
late June, when Percy St John joined the management team as co-lessee/producer, the company staged a number of 
popular burlesques/pantomimes. On 11 July, however, the management undertook an innovative enterprise, joining 
forces briefly with the Alfred Woods/Maud Williamson company to stage several dramas. Members of the Elite 
Vaudeville troupe, including Steve Adson, Arthur Crane, Arthur Albert, Mable Lynne and Amy Thornton, contributed a 
variety of "new and attractive specialties" during these productions. In Dion Boucicault's The Streets of London (10-15 
July), for example, they presented songs and comic business in the "Great Music Hall Scene (Act 4). Another drama 
Hands across the Sea (18 July -) saw Elite members perform a concert during the play's "deck scene," set aboard the 
vessel bound for Australia.  
 Williamson and Musgrove's Royal Comic Opera Company staging of Sturgess and Audran's La Poupee 
(Princess's Theatre, Melbourne, 14 Oct.) included two additional songs. One of these was "The Dawn," written and 
composed by Sydney Bracey expressly for Dorothy Vane (while the other song, written and composed by recently-
arrived English actor/singer, Charles Kenningham, was "Can this Be Love"). Another Williamson and Musgrove 
production, William Gillette's Secret Service, which was described as a "romance of the Southern Confederacy" (Her 
Majesty's Theatre, Sydney 26 Aug.), had its music "written and selected" by Australian-based composer/music director 
Frederick W. Weierter. 
 On 2 December John F. Sheridan staged another season of his immensely popular creation Fun on the Bristol 
at the Lyceum Theatre (Sydney), again portraying his signature character the Widow O'Brien. This version included, 
among several popular musical numbers, the "Good Night" song, written by actor Fred Sinclair. Presented during the 
burlesque scena on Il Tovatore, the song was performed by local children who had been trained by Sinclair himself.  
 Percy St John staged an "old English pantomime" The Barber's Courtship at the Brisbane Opera House from 
Boxing Night. Although the authorship of this production is unclear, it may well have involved some localisms or 
topicalities provided by either St John or other cast members. 
The self proclaimed "musical monarchs" and "eccentric Ethiopian comedians" German-born Jantz Kohlman and 
Australian Johnny Gardner, continued to stage their musical sketches and burlesques at the People's Concerts 
(Temperance Hall, Melb). It is not clear whether all of their sketches were narrative-driven, however. Those known to 
have been staged by the pair during 1899, but which are believed to have likely been created as more or less a 
vaudeville act, include: Post Boy (21 Jan.) and Corporal Mack (25 Mar.). Many of their sketches were given return 
seasons in 1899 and over the next few years.  
 
__________ 
 
 
BERTIE'S TROUBLES:  [musical comedietta]  Txt/Mus. [n/e] 
Described as a "Humorous Hibernian comedietta," Bertie's Troubles was staged by vocalist/sketch artists Dave 
Warne and Alice Davenport for the People's Concerts (A: 14 Jan. 1899, 12). Possibly written by (or additional material 
contributed by) Warne and Davenport.  
1899: Temperance Hall (Melb); 14 Jan., 11 Feb. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Dave Warne and Alice Davenport. 
 
 
UNCLE TOM'S CABIN:  [burlesque sketch]  Txt Adapt/Mus. [n/e] 
 A burlesque adaptation, in sketch form, with localisations of Harriet Beecher Stowe's famous story. 
1899: Temperance Hall (Melb); 21 Jan. 
- Prod. People's Concert; M Dir. "Prof." Frederick Ireland. 
 
 
HIBERNIAN FESTIVITIES [aka FESTIVITIES]: [musical comedietta]  Txt/Mus. [n/e] 
A musical society sketch staged by vocalist/sketch artists Dave Warne and Alice Davenport for the People's 
Concerts. Possibly written by (or additional material contributed by) Warne and Davenport.  
1899: Temperance Hall (Melb); 28 Jan. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Dave Warne and Alice Davenport. 
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UNCLE JEFF'S RETURN: [musical comedietta]  Txt/Mus. [n/e] 
Described in advertising as a "Cosmographic Black and White Comedietta" this musical society sketch was 
staged during a People's Concert program by  basso vocalist/comic John Matlock  and singer/dancer Myra Clare (one 
half of the Clare Sisters duo).  This is the first known pairing of the two performers. 
1899: Temperance Hall (Melb); 4 Feb. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: John Matlock and Myra Clare. 
 
 
ARGUMENTATIVES: [musical comedietta]  Txt/Mus. [n/e] 
A musical society sketch staged by vocalist/sketch artists Dave Warne and Alice Davenport for the People's 
Concerts. Possibly written by (or additional material contributed by) Warne and Davenport.  
1899: Temperance Hall (Melb); 25 Feb. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Dave Warne and Alice Davenport. 
 
 
ROMEO AND JULIET:  [burlesque]  Txt Adapt/Mus. [n/e] 
A "burlesque extravaganza… teeming with stupendous sensations" this burlesque comedy was loosely based 
around scenes from the Shakespearian tragedy, and staged by acrobatic comedian/singer Gus Franks and serio-comic 
Annie Gray for their first appearance on the People's Concerts bill. Possibly written by (or additional material 
contributed by) Franks and Gray.  
1899: Temperance Hall (Melb); 11 Mar. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Gus Franks, Annie Gray. 
 
 
THE INSURANCE AGENT: [musical comedietta]  Txt/Mus. [n/e] 
A musical society sketch staged by vocalist/sketch artists Dave Warne and Alice Davenport for the People's 
Concerts. Possibly written by (or additional material contributed by) Warne and Davenport.  
1899: Temperance Hall (Melb); 25 Mar. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Dave Warne and Alice Davenport. 
 
 
THE MARKET WOMAN: [musical comedietta]  Txt/Mus. [n/e] 
A musical society sketch staged by vocalist/sketch artists Dave Warne and Alice Davenport for the People's 
Concerts. Possibly written by (or additional material contributed by) Warne and Davenport.  
1899: Temperance Hall, Melb); 8 Apr. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland. 
 - Cast: Dave Warne and Alice Davenport. 
 
 
DICK WHITTINGTON AND HIS CAT; OR, THE DEMON RAT AND THE 
GOOD FAIRY OF THE BELLS:  [burlesque]  Txt. Percy St John et al; Mus. [n/e] 
 Described in a preview for the premiere Brisbane production as "a capital burlesque, full of comedy business 
and catchy music [that] should go with a swing" (BC: 5 June 1899, 6). 
1899: Theatre Royal (Bris); 5 June - 
 - Dir. Percy St John; Prod/Lse. Thomas Delohery, Percy St John and Ted Holland. 
 - Troupe: Elite Vaudeville and Burlesque Company. 
 - Cast incl. Amy Thornton (Dick), Daphne Rowe (Alice Fitzwarren), Arthur Albert, Harry Cowan, Thomas  
    Delohery, May Marlow, Jack Williams, Ted Holland, Arthur Crane, Lena Young, Alice Dalleen, Gladys  
   Courtney. 
 
"Theatre Royal."  BC: 5 June (1899), 6.    
 
 
THE LOVERS:  [musical sketch] Txt/Orig Mus. Jantz Kohlman and Johnny Gardner; Add Mus. [n/e] 
 Described as a "screamingly funny refined musical travesty" (A: 16 Sept. 1899, 12). 
1899: Temperance Hall, Russell Street (Melb); 16 Sept. 
- Prod. People's Concerts; M Dir. "Prof." Frederick Ireland; S Mngr. Johnny Gardner. 
 - Troupe:  People's Concerts 
 - Cast incl. Jantz Kohlman, Johnny Gardner, Lilly Octavia, Samuel Thompson.  
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 ROBINSON CRUSOE:  [pantomime]  Lib/Mus. [n/e] 
 The Brisbane Courier theatre critic indicates that this production, following on the heels of the L. M. Raphael 
Royal Pantomime Company's other production, Jack the Giant Killer, was more appreciated by the audiences. "It has a 
fairly well-defined story," the critic writes, containing "plenty of songs and ballets etc… [although] being burlesque, of 
course, most of the scenes were of the most absurd description possible, and those who came prepared to laugh had 
enough to laugh at. Included in the business was a shipwreck, a shark adventure, dances by Indians, a court-martial, 
patriotic dances and references, amongst which were some local hits" (7). The Brisbane production also incorporated a 
transformation scene into, which bears much similarity in title to that staged as part of the Jack the Giant Killer 
pantomime (The Festival of Flowers), which featured, along with "excellent lighting effects", a spectacular display of 
flowers and living statutes. 
 The musical elements known to have been included in the dramatic action were a solo song by Crusoe's 
sweetheart ("Ever Since Then"), a sailor's hornpipe and an Indian ballet.  
 It is believed that a production of  this Royal Pantomime Company burlesque pantomime was staged earlier 
than November 1899 (possibly in Adelaide shortly before the Brisbane season), although, as with its 1899 tour 
companion production Jack the Giant Killer, the show may well date back to the beginning of the year.  
1899: Opera House (Bris); 10-11, 13 Nov.  
 - Dir. George Bryer; Prod/Mngr. L. M. Raphael; M Dir/Cond. T. W. Rhodes; Lse. Percy St John and Thomas  
    Delohery.  
- Troupe: L. M. Raphael's Royal Pantomime Company. 
- Cast incl.  Nellie Lambert (Robinson Crusoe), Gus Gregory (Friday), William Neilson (James Cox), Frank  
   Melvin (Kokernut), Lillie Bryer (Island Queen), Daphne Rowe (Young Chief), George H. Jones (Wat-Ho),  
   Daisy Coppin, Annie Kinnaird (Crusoe's sweetheart), C. Harding-Friscoe, John Ellis, Walter Read, Robert  
   Kerr, A. Wallis, S. Tucker, N. Nelson, Allie Vaux, Kate Vance, Minnie Tate, Miss E. Naylor, Carry Fenny,  
   Emily Keegan, Belle Love, Francis Vane, Myrtle Hofer, Aina Cook, Jenny Sonnes, Walter Read, James  
   Mann, Emily Keegan, Carrie Penny, Alf McDermott, George Walker. 
-  Other pantomime productions presented by the company during its Australian tour included Jack the Giant  
   Killer - see 1898 entry. 
1899: Regional Queensland tour (North Qld); ca. 11 Nov. - 
 
 "Royal Pantomime Company."  BC: 11 Nov. (1899), 7. 
 
 
LITTLE RED RIDING HOOD AND THE DEMON WOLF: [pantomime] Lib/Mus. [n/e] 
 With a concluding act said to have been given over entirely to specialty turns, this version of the popular 
pantomime story was localised and adapted by a Perth-based pressman who preferred to remain anonymous.  Typical of 
such productions, wrote the West Australian theatre critic: Red Riding Hood "has running through it veins of humorous 
hits and plays upon the names of public men, the main lode of unobjectionable satire including references galore to 
political and municipal incidents and love taps at local Perth identities. The stringing together in rhyme has been done 
most creditably… Sallies in the form of reference to Mr Bookman's motor car, the alluvial miners' grievances, the 
electric trams, political dissensions, the W.A.T.C. and the control of lotteries, federation and the [unreadable] of Perth 
policemen were humorous enough [and] the punning perpetuated in the rhyming was also clever" (25 Dec. 1899, 3).  
 The production was staged by the Jones and Lawrence Vaudeville Company which had established itself in 
Perth over the preceding year or so. The same critic notes that "the mounting, dressing and stage management of the 
pantomime [called] for more than passing notice, as did the scenic art of Charles Basing and the music direction of 
James Stewart, all local theatre practitioners.  
 Songs incorporated into the production included: "I've Just had a Wire to Say So" (Moore, Bellman and 
Williams), "I Can't Think of Nothing Else But You" and "Lu, Lu, I Lubs You Yes I Do, I Do" (Moore), "When a Man 
and a Maiden Begin to Woo" (Bellman and Moore), "For it's Hard to Say Goodbye" (Williams), "When We Were 
Married" (Williams and Moore), "The Peaceful Policeman" and "So Did I" (Gray), "I'm the King of the Bottle-oh Push" 
(Florrie Ranger), "At the Hotel Where We Live" and a skit on the movement to reform prisons, "Prison Reforms" (Will 
and Guy Farley) and the concluding scena, accompanied by "Good Old Father Christmas" (Bellman).  
1899: Cremorne Gardens (Perth); 23 Dec. 1899 - 27 Jan. 1900 
 - Dir. Harry Fitzmaurice; Prod. Jones and Lawrence; M Dir. James Stewart; S Art. Charles Basing. 
 - Troupe: Jones and Lawrence Vaudeville Co 
 - Cast:  Ettie Williams (Jack), Lottie Moore (Red Riding Hood), Albert Bellman (Baron de Wolf), Will Farley  
    (Clod), Ted Sutton (Devastino), Harry Carlton (Granny), Joe Cowan (Dame Hood), Frank Hyman (Wiggle  
    Waggle), Harry Gray (Puck, The Forest King), Florrie Ranger (Billy Hood), Ted Lennon (First Ghost), Bert  
    Lennon (Second Ghost), Guy Farley (Rosey Kate), Jessie Thornton (Fairy Queen/Joketta), Amy Thornton  
    (Buttercup/Whimwag), Stella Ranger (Astacia), Miss Farley (Zenetta), Celia Ghiloni (Queen Frolic). 
 - NB: George A. Jones has been confirmed as one of the company managers. It is not yet clear if Lawrence was  
    Alf Lawrence. 
 
 "Christmas Pantomime at Cremorne."  WA: 25 Dec. (1899), 3.      [see also advert. - WA: 25 Dec. 1899, 1] 
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LITTLE RED RIDING HOOD; OR, KEEPING THE WOLF FROM THE DOOR - 
AN OLD STORY IN A NEW DRESS:  [pantomime]  Lib.  Bernard Espinasse; Orig Mus. Leon Caron  
 and Frederick W. Weierter 
Coming as it did so close to the advent of Federation, there is little surprise to find the Sydney Morning Herald 
critic writing of the pantomime that "the warlike spirit of the hour has been met and in sounding the blast of patriotism 
the adapters have contrived a stirring appeal to Australian hearers. It is at this point that the pantomime is at its best, and 
here Mr Bernard Espinasse who is responsible for the book and lyrics, has somewhat adroitly bent the legend to what 
may be described as topical purposes (8).  Espinasse's libretto also dispenses with the usual demon scene introduction, 
opening instead with a glow-worm dell people by pixies and old-fashioned fairies.  The demon element was presented 
later, in the phantom first scene, where the wicked wolf's stronghold is captured by an army representing the naval 
brigade, the Grenadier Guards, the Enniskillen Dragoons, the Gordon Highlanders and the NSW Lancers. The 
pantomime closed with a tableau titled "The Land of Arcadia."  
The original vocal numbers and incidental music were composed by Frederick Weierter, with Leon Caron 
contributing the overture, ballets, marches and Grand Finale. Songs incorporated into the narrative included Weierter's 
grand patriotic number, "Children of the Empire, Hear Britannia Call" and "The Absent-Minded Beggar" based on the 
poem by Kipling and with music by Arthur Sullivan (arguably the biggest hit of the year, both in Australia and 
internationally, it was sung in this production by Dorothy Vane).  Other songs known to have been performed were 
"Hush Little Girl Don't Cry" (Dorothy Vane), which was originally introduced to Australians by Antoinette Sterling) 
and "If You Show Me the Way" (duet by Vane and Moore). One of the brightest musical highlights, according the 
Sydney Morning Herald review, however, was a minuet composed by Caron. Writes the critic, he "has composed a 
beautiful measure in the antique style for this ballet, which is one of the gems of the entertainment" (6).  
The scenes staged were: Act 1: Sc 1. Glow-worm Dell; Sc 2. Exterior of Mother Hubbard's Kindergarten; Sc 3. 
The Village of Happy-go-lucky - Grand Wolf Hunt; Act 2: Sc 1. The Schoolroom (including dancing classes); Sc 2. On 
The Way To The Forest; Sc 3. The Phantom Forrest; Sc 4. The Wolf's Stronghold; Act 3: Sc 1. Mother Hubbard's 
Humble Home; Sc 2. Prince Valiant's Palace; Sc 3. The Golden Pavilion; Sc 4. The Land of Arcadia.  The 1900 
Melbourne season was staged by J. C. Williamson as the premiere production for the newly refurbished Princess's 
Theatre. The Age theatre critic records that the Wolf's Stronghold scene afforded the pantomime the opportunity to 
present a stirring military pageant on the Boer war using several hundred auxiliary actors. "In the background [was] a 
representation of a South African kopje, and the scene that [followed]… a reproduction of the storming of Elands 
Laagte. Headed by bands of music, troops of supernumeraries in the uniforms of famous British regiments [marched] on 
the stage. The Naval Brigade was made up of a number of mites in blue jackets, with cutlasses and full marching kit; 
then came the Grenadier Guards, the Royal Irish Fusiliers, the Gordon Highlanders, the Australian Artillery and finally 
the New South Wales Lancers… After a number of evolutions the enemy makes an appearance, and the troops attack 
the kopje, which [was] carried by a brilliant assault, amid bustle and movement… [with] the final tableaux showing the 
Gordon Highlanders scaling the heights and carrying the Boer position" (26 Feb. 1900, 9). 
 From 17 March during the 1900 Melbourne season, Williamson presented his Anglo-American Bio-Tableaux 
series of Boer War pictures as part of the production. The pictures included representations of "some of the most 
famous regiments of the Empire." Williamson also advertised that he had arranged for a "continued supply of fresh war 
pictures by every mail" (A: 17 Mar. 1900, 2). 
1899: Her Majesty's Theatre (Syd); 26 Dec. 1899 - 17 Feb. 1900 
 - Dir. Henry Bracey; Prod. J. C. Williamson; M Dir/Cond. Leon Caron; S Art. Phil Goatcher and John  
    Gordon; Chor. Minnie Everett with Jennie Brennan; Cost. Emily Nathan; Prpt. William Hassan and Rock  
    Phillips; Lig. F. Watts and R. Mundy. 
 - Cast incl.  Dorothy Vane (Little Red Riding Hood), Carrie Moore (Boy Blue, aka Prince Valiant), George  
    Lauri (Baron Splosh), Harry Shine (Mother Hubbard), William Hassan (Montmorency, the Ass), Little  
    Gulliver (Johnny Stout), Tilly Woodlock (Tommy Tucker), E. Saunders (Johnny Green), Charles Berkeley  
    (Simple Simon), Joey Cassillis (Miss Muffit), Stella Tracey (Marjory Daw), Annie Cubbitt (Mary Mary), Lily  
    Everett (Lucy Locket), Hetty Muret (Sangazure), Stella Esdaile (Blazon d'Or), Ethel Gordon (Sinnequanon)  
    Blanche Wallace (Fal Lal), Elsie Moore (Faraway), Violet Daniel (Lancelot), Ellen Bate (Nionac), Gracie  
    Moore (Caramel), Fred Young (The Miller), Fred England (Bartholomew), Jennie Nelson (Cecilia), Lillie  
    Carr (Phyllis), P. Bathurst (The Wolf), Sydney Bracey (The Fox), C. Rockley (Dog Tray), Little Isabel  
    Hendley (Flybynight), Little Alma Skinner (Honeybee), Master Claude Sullivan (Flipflan), Miss Cecil  
    Engleheart (Fairy Fernleaf), Royal Ballerinas, Faust Sisters, McLean children. 
- Musicians: Royal Comic Opera Orchestra and Chorus, Regimental Brass and Drum and Fife Bands. 
1900: Princess Theatre (Melb); 24 Feb. - 7 Apr. 
 - Cast and production mostly as for previous Sydney season. New cast members were: Hugh J. Ward (Baron  
    Splosh), Frank Lear (The Fox), Cesca Yollugi (Sangazure) 
 
 "Her Majesty's - Little Red Riding Hood."  SMH: 27 Dec. (1899), 8.   [see also advert. - SMH: 26 Dec. 1899, 8] 
 "Her Majesty's Theatre."  SMH: 23 Dec. (1899), 10. 
 "Princess's Theatre: Re-opening Performance."  A: 26 Feb. (1900), 9.       [see also advert. - A: 24 Feb. 1900, 12] 
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NB: All works in this appendix are included in the Australian Variety Theatre Archive and are updated whenever new 
information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
 
 The Greenwood Family, also operating as the Greenwood Operatic Company, staged a "sparkling up-to-date- 
farcical musical comedy, Confusion, at the Protestant Hall (Bris) on Boxing Night. The origins of the company and this 
production have not been established. 
 
__________ 
 
LADY DOLLY:  [romantic opera]    Lib. Margery Browne; Mus. Alfred Hill 
# John Sands (Syd), 1900 
 This collaboration between Hill and Margery Browne, who had previously contributed the libretto to the comic 
opera Katherine by Signor Lardelli (1900), concerns an American girl engaged to an English duke. She becomes 
entangled in a ghost legend, much to the alarm of the duke’s sister, Lady Dolly. The narrative unfolds the sinister 
influence of a Spanish mesmerist while containing within its dramatic action the pre-requisite of a love intrigue. 
 The Sydney Morning Herald notes that the production drew large audiences (7 Apr. 1900, 7), and that "the 
composer of Hinemoa would hardly fail to write [such] taking music and he has treated the incidents of Lady Dolly with 
no little variety and force... the choruses are excellent, and the ensembles are highly imposing" (DT: cited SMH: 5 Apr. 
1900, 2). 
1900: Palace Theatre (Syd); 31 Mar. - 7 Apr. 
 - Dir. Cecil Lawrence; Prod. Sydney Liedertafel. 
 - Cast: Harry Brewer (Darrent, Duke of Deancliffe), Mr Burns-Walker, (Lieut. Jack  Forrest), William B.  
    Beattie (Juan Castello), W. D. Loughlin (Timothy Tate), Hettie Holroyd [aka Esta d'Argo] (Beryl Brooklyn),  
    Bertha Caldwell (Lady Dolly), Mabel Hastings (Penelope Pride), Meta Hayter (Mistress Marigold), Amy  
    Creer (Dame Datchett). 
 
 “Amusements.” SMH: 24 Mar. (1900), 4.      [rnib] 
 “Lady Dolly.”  ASA:  2 (1901), 58.  
 "Palace Theatre - Lady Dolly.”  SMH: 2 Apr. (1900), 3. 
 "Palace Theatre."  SMH: 7 Apr. (1900), 7. 
 SMH: 5 Apr. (1900), 2.   Advert. 
 
 
ALADDIN:  [burlesque]  Txt Adapt. "Wurry Murry"; Mus incl. Genge Wilson 
 The West Australian records that the text of this burlesque on the popular children's story, which "differs little 
from that of the burlesques under the same name given as seasonable entertainments in the Eastern colonies" was 
adapted and localised form the Arthur Sturgess and Horace Lennard version by "a gentleman concealing his identity 
under "Wurry Murry." The paper goes on to indicate, however, that "the bringing up to date has admittedly been 
accomplished, but the local hits and topical allusions introduced in prose and verse were not over-plentiful" (23 Apr. 
1900, 7).  
 Incidental music for the production was written by Mr Genge Wilson. Introduced into the last scene of Act 1 
was a march by 40 boys and girls dressed in the khaki costumes of Australian soldiers. The West Australian reviewer 
notes that while the grouping and marching of these was were most effective… no less so was the singing of the chorus 
of "Boys of Australia by Masters Harry Hart and Alec Cowan" (7). Other songs presented in the burlesque included: 
"Embarrassment" (sung by Maud Chetwynd), "Show the World What English Boys are Made Of" (Marie Lingard), 
"Happy Hampton Court" (Elsie Golding) and "Estudiantius" (Alice and Julie Layton).  
1900: Cremorne Theatre (Perth); 21 Apr. - 4 May 
 - Dir. Harry Fitzmaurice; Prod/Lse. Jones and Lawrence; M Dir. Genge Wilson; Chor. Miss M. Lingard. 
 - Troupe: Jones and Lawrence Vaudeville Co. 
 - Cast incl. Miss Marie Lingard (Aladdin), Maud Chetwynd (Princess Badroulhabadour), Alice Layton, Julie  
    Layton, Harry Hart, John Coleman, Elsie Golding, Albert Whelan, Harry Fitzmaurice, Sam Rowley, Dick  
    Davis, Alice Platt, Alec Cowan, Harry hart. 
 
 "Cremorne Theatre: The Aladdin Burlesque." WA: 23 Apr. (1900), 7.    [see also advert. - WA: 21 Apr. 1900, 1] 
 
 
DICK WHITTINGTON:  [burlesque]  Txt. "Wurry Murry"; Mus. incl. Genge Wilson 
 One of several burlesques productions staged by the Jones and Lawrence firm during their extended lease of the 
Cremorne Gardens around the turn of the century. 
 The musical performances included a round, "Three Blind Mice." The West Australian's theatre critic writes that 
"not a little of the success of the performance was due to the bright and sparkling music composed especially by Mr 
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Gene Wilson, particularly the finales, which went with the energy that made the audience quite enthusiastic" (6).  The 
scenes were: Act 1. Sc 1. Alderman's Shop; Sc 2. London from Highgate Hill; Sc 3. London Docks; Act 2. Sc 1. On 
Board the Manx Fairy; Sc 2. Ant-Chamber Emperor's Palace; Act 3. Sc 1. The Emperor's Palace. 
1900: Cremorne Gardens (Perth); 5-11 May  
 - Dir. Harry Fitzmaurice; Prod/Lse. Jones and Lawrence; S Art. John Campbell; Chor. Marie Lingard. 
 - Cast incl. Edie Lingard (Dick), Harry Fitzmaurice (Alderman Callipash), Elsie Golding (Mrs Callipash),  
    Maud Chetwynd (Rose Marie, Dick's love), Sam Rowley, Albert Whelan (Emperor), Dick Davis  
    (Fitzbabbage), Fred Valezie (The Cat), Eva Gillard (Sir Highbury de Barne), Julie Layton, Alice Layton,  
    Leigh Harris, The Macarte Sisters (specialty act).  
 
 "Cremorne Theatre: Dick Whittington." WA: 7 May (1900), 6.                     [see also advert. - WA: 5 May, 1900, 1] 
 
 
ALI BABA AND THE THIRTY-NINE THIEVES: [burlesque]  Txt. [n/e]; Mus. incl. Genge  
 Wilson 
 The characters in this adaptation of the popular Arabian tale, which advertising describes as having been  
"brought up-to-date and a little beyond" (WA: 28 May 1900, 7) include: Ali Baba (an alley who has just gone through 
the court), Ganam (his son - from his sighs may be scarcely considered fill groan), Cassim Baba (a black sheep), 
Abdalla (the leader of the brassiest band in the world), Hassarac (his rebellious lieutenant), Miza (penny plain) and 
Morgiana (a slave of circumstance). 
 One of several burlesques productions staged by the Jones and Lawrence firm during their extended lease of the 
Cremorne Gardens around the turn of the century, this production as with the others was possibly written by the local 
author known as "Wurry Murry." 
1900: Cremorne Gardens (Perth); 26 May - 
 - Dir. Harry Fitzmaurice; Prod/Lse. Jones and Lawrence; M Dir. Genge Wilson; S Art. John Campbell;  
    Chor. Marie Lingard; Cost. Madame Rita. 
 - Cast incl. George A. Jones (Ali Baba), Edie Lingard (Ganem, his son), Denis Carney (Cassim Baba), Elsie  
    Golding (Morgiana), Maud Chetwynd (Cogia Baba), Albert Whelan (Hassarac), Dick Davis (Hassan), Fred  
    Valezie (The Ass of the Family), Eva Gillard (Abdalla), Leigh Harris (Miza), Miss Montez (Orcobrand),  
    Beattie Gallardi (Zaide), Arthur Black, Dick Hart, Gavin Black, Alex Hart, Jack Wintle, Harry Troy, Barney  
    Bliss, Ted Jacques, Mable Slater, Queenie Fielder, Bella Hunter, Lilly Allen, Elsie Doyle, Dora Coffs, Marie  
    Lingard. 
 - Corps de Ballet: Miss Montez, Miss Gill, Miss Black, Edie Montez, Rita Black. 
 
 "Cremorne Theatre: Ali Baba and the Thirty-Nine Thieves." WA: 28 May (1900), 7. 
 
 
SINBAD IN FIFTEEN MINUTES:  [burlesque]  Lib. Percy St John; Mus. [n/e] 
 An abridged version of St John's 1898 Sinbad burlesque (Alhambra Music Hall, Syd), which was itself an 
adaptation of his earlier pantomime (1894). St John's take on the Sinbad story would have been familiar to Brisbane 
audiences as the 1898 burlesque version had been staged in Brisbane during February 1899 (he soon afterwards toured 
it through regional Queensland with his Elite Vaudeville Company). 
1900: Theatre Royal (Bris); 30 June - 6 July 
 - Prod/Lse. Percy St John. 
 - Troupe: Royal Burlesque and Specialty Co. 
 - Cast incl. Les Warton, Arthur Morley, Priscilla Verne, Dave Caston, Sam Gale, Lena Harvey, Eva St Claire,  
    Violet Bertram, Dorothy Lestrange, Mollie Bentley,  
 
 
CINDERELLEN UP TOO LATE:  [burlesque]  Lib. Percy St John; Mus. [n/e] 
 Most likely an updated version of St John's 1898 burlesque, titled simply Cinderellen. The extent to which these 
two productions are related is, however, unclear. 
1900: Theatre Royal (Bris); 30 June - 6 July 
 - Prod/Lse. Percy St John. 
 - Troupe: Royal Burlesque and Specialty Co. 
 - Cast incl. Les Warton, Arthur Morley, Priscilla Verne, Dave Caston, Sam Rowley, Sam Gale, Lena Harvey,  
    Eva St Claire, Violet Bertram, Dorothy Lestrange, Mollie Bentley,  
 
 
THE YELLOW DWARF:  [burlesque]  Lib/Mus. [n/e] 
 An adaptation of J. R Planché's fairy extravaganza (1854), the production "served to introduce some pretty 
costumes and catchy musical items, [with] the finale of the burlesque [was] enhanced by the limelight tableau of 
"heroes of the War" - Generals French, Roberts and Baden-Powell  - the curtain finally descended on a faithful portrait 
of Her Majesty the Queen, all of which were heartily cheered" (BC: 16 July 1900, 6). 
1900: Theatre Royal (Bris); 14-20 July 
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 - Prod/Lse. Percy St John. 
 - Troupe: Royal Burlesque and Specialty Co. 
 - Cast incl. Les Warton, Arthur Morley, Priscilla Verne, Dave Caston, Sam Rowley, Sam Gale, Lena Harvey,  
    Eva St Claire, Violet Bertram, Dorothy Lestrange, Mollie Bentley. 
 
 "At the Theatre Royal."  BC: 16 July (1900), 6. 
 
 
BLUE-EYED SUSAN UP-TO-DATE:  [burlesque]  Lib/Mus. [n/e] 
 The Brisbane Courier says of this localised adaptation of F. C. Burnand's burlesque on Douglas Jerrold's 
original drama that it "served to introduce some very pretty scenes and several novel and taking musical pieces" (23 
July 1900, 6). 
1900: Theatre Royal (Bris); 21-27 July 
 - Prod/Lse. Percy St John. 
 - Troupe: Royal Burlesque and Specialty Co. 
 - Cast incl. Les Warton, Arthur Morley, Priscilla Verne, Dave Caston, Sam Rowley, Sam Gale, Lena  
    Harvey, Eva St Claire, Violet Bertram, Dorothy Lestrange, Mollie Bentley,  
 
 
JACK AND THE BEANSTALK; OR, THE HARLEQUIN AND THE MAGIC 
BEAN: [pantomime]  Lib/Mus. [n/e] 
 Comprising of over 60 performers, the Royal Pantomime and Opera Company's 1900 repertoire included the 
pantomimes Jack and the Beanstalk and Robinson Crusoe, along with operatic productions of Maritana (Vincent 
Wallace) and Balfe's The Bohemian Girl. Jack and the Beanstalk, the company's favoured opening production, 
contained a transformation scene entitled "The Festival of Flora." 
1900: Theatre Royal (Perth); 15 Aug.  
 - Prod/Mngr. M. L. Raphael. 
 - Troupe: Raphael's Royal Pantomime and Opera Company. 
 - Cast incl. Maud Hewson, William Neilson, James Hughes, Carrie Penny, Gus Gregory, F. M. Hughes, J. J.  
    Lanphier, Elsie Rosser, J. Watts, H. Seymour, Victoria and Beatty Campica, Annie Kinnaird, Lillian Lynton. 
1900: Western Australian goldfields circuit; c Sept/Oct. 
1900: Town Hall (Fremantle); 15 Oct. 
1900: (Adelaide) 26 Dec. 1900 - c Jan. 1901 
 
 "Royal Pantomime Company."  WA:  11 Aug. (1900), 7.               [see also advert. - 11 Aug. 1900, 1] 
 
 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [pantomime]  Lib/Mus. [n/e] 
 Although the authorship and origins of this pantomime production have not been established, it is believed that 
unlike the "legitimate" productions staged by Raphael's Royal Pantomime and Opera Company, Robinson Crusoe 
contained a significant amount of the traditional popular culture fare - notably topical hits, localised references and up-
to-date comic specialties and songs.  
 Songs known to have been incorporated into the production were: "Leave Me Not" (sung by Maud Hewson), 
"Wild Man of the Wide, Wide, Wide, Wide World" (J. Watts) and "The Coon's Confession" (Carrie Penny, Francis 
Vane and Victoria and Beatty Campica).  
1900: Theatre Royal (Perth); 25, 27 Aug.  
 - Prod/Mngr. M. L. Raphael. 
 - Troupe: Raphael's Royal Pantomime and Opera Company. 
 - Cast incl. Maud Hewson (Robinson Crusoe), William Neilson (James Cox, Crusoe's bosom friend), James  
    Hughes (William Atkins), Carrie Penny (Gig), Gus Gregory (David Jones/Man Friday), F. M. Hughes  
    (Captain Scuttleum), J. J. Lanphier (Lang Lang), Elsie Rosser (Frangipani, the Queen's Maid), J. Watts (Wat  
    Ho, the Oracle), H. Seymour (Oppoponax, a young chief), Francis Vane, Victoria and Beatty Campica, Annie  
    Kinnaird, Lillian Lynton. 
1900: Western Australian goldfields circuit; c Sept/Oct. 
  
 "Theatre Royal: Robinson Crusoe, The."  WA: 27 Aug. (1900), 2. 
 
 
THE TWO WORLDS:  [play with music]  Txt Adapt. James Duff ; Mus. Reginald D'Arcy-Irvine; Add  
 Mus. Joseph Summers 
 The history of this musical drama is littered with controversy, legal action and bitterness. Although on one hand 
it remains difficult to assess which one of the three resulting works is the definitive, or superior, version, the story 
behind the creation of each of The Two Worlds does make for fascinating reading. According to A. H. Kornweibel in his 
book on the history of music in Western Australia (Apollo and the Pioneers), the situation arose through conflict 
between the two original creators, composer Joseph Summers Ph.D., and a literary-minded Roman Catholic priest, 
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Father James Duff.  Kornweibel notes, too, that the incidents hold a place in early Western Australian history not only 
for its oddity, but also for the unique nature of the litigation that arose from them.°  
 Dr Summers, who moved to Western Australia from Melbourne in early 1897 ("Amusements" 6), had 
previously established himself as a conductor and composer - one of his earliest known works is the 1867 cantata, 
Galatea Secunda, with a text by Richard Hengist Horne. He also moonlighted from the mid 1880s onwards as a music 
director/pianist for several high profile variety companies, including F. E. Hiscocks' Federal Minstrels - using the name 
Joe Somers ("Hiscocks Federal Minstrels" 2). Not long after settling in Perth, Summers met Father Duff, who had by 
then already begun working on a dramatic adaptation of Milton's epic poems Paradise Lost and Paradise Gained. Duff 
subsequently commissioned Summers to write music for the drama with a view to staging it for public performance in 
November 1900. Summers, in his memoirs, claims that he wrote thirty-four pieces of music for the work, although there 
was talk that only twenty-seven were to be used. Rehearsals were undertaken, and according to Summers there was a 
private performance held at the Bishop's Palace before a "distinguished audience." The collaboration had been far from 
harmonious, however. "Complaints, accusations, claims [and] arguments flew back and forth," writes Kornweibel (93), 
and on a number of occasions these were carried out publicly in the Western Australian. Before the proposed production 
could go ahead as scheduled, Father Duff pulled out of the collaboration, and subsequently engaged Reginald D'Arcy-
Irvine, a local musician and music director to compose the needed music. Duff then began advertising that his "original 
dramatic oratorio in five acts," with special new scenery and music by D'Arcy-Irvine, was to be produced at the Theatre 
Royal (Perth) on 10 November 1900. The score is said to have been orchestrated by well-known musician David Cope, 
and the entire production was to be conducted under the baton of the D'Arcy-Irvine. 
 In a counter-strike, Dr Summers began advertising that the premiere of his own production of The Two Worlds 
would be held on 7 November at Queen's Hall, three days prior to his adversary's production. A legal injunction was 
sought by Duff, leading to a court case the following March in which issues concerning the ownership of the music, 
copyright and the misleading of the public became the major points of contention. In the mean-time Summers was 
forced to cancel his production while Duff's version went ahead as scheduled on 10 November.  The enmity between 
Summers and the Duff camp continued to spill into the public arena through a series of letters written by Summers and 
Duff's director, Harry Fitzmaurice. Summers' letter of 19 November sees him claim that the majority of the music for 
the Duff production was his, citing the following songs: "High Matter" (prologue), "Victorious King," "Glory to the 
Most High (sung by Darcia Barfield)," "Hail, Holy Light" (Frank Powell), "Hail Earth's New King," "Open Ye 
Everlasting Gates," "Hallelujah" and "Victory and Triumph," "Great are thy Works" and "Holy, Holy, Holy" (10). 
Fitzmaurice's reply in the following issue begged to differ, stating that while seven of the songs were Summers, the last 
two were in fact D'Arcy-Irvine's,^  and that "Open Ye Everlasting Gates" had been completed by D'Arcy-Irvine because 
Summers failed to finish it. Several other songs by Summers apparently had to be re-scored because he refused to hand 
over the instrumental parts (2). 
 Summers eventually won the legal case, although conditions relating to full disclosure were made by the 
presiding judge. Summers then took the offensive, claiming damages against Duff, and seeking to ensure that the priest 
did not use his music for a planned Eastern states production. This case was brought to trial in August 1901, but neither 
party established a clear-cut win. Early in 1902 Father Duff's drama was produced with D'Arcy-Irvine's music in 
Ballarat, Bendigo and Adelaide. It is unclear whether the work was artistically acclaimed, but notes that each of the 
productions was a financial loss. "As for Summers," writes Kornweibel, "he tells us in his published reminiscence that it 
'scored a belated triumph. It was performed… by command of H.E. Governor Lawley at Government House, by the full 
company of Williamson's Royal Opera Company" (94). A record of this performance is yet to be uncovered, although 
as Kornweibel notes, "a Williamson Royal Opera Company did come to Perth in 1903. Quite possibly the performance 
at Government House was a private one" (94). 
 With regard to the Duff/D'Arcy-Irvine production, the West Australian provides a quite in-depth critique of the 
libretto and its relationship with the original text. In this respect the critic indicates that Duff's input was "beyond 
ordinary criticism. With excellent taste and not a little constructive skill, Father Duff has used almost the insissima 
verba of Milton." The review goes on to note that Duff, without abandoning the words of the original - only doing so to 
a very slight extent - has succeeded in presenting a consecutive and readily intelligible narrative" (5). Reginald D'Arcy-
Irvine's responsibility as composer is said to have included 25 songs, with an additional six being the work of Dr 
Summers. D'Arcy-Irvine conducted an orchestra of 14 local musicians. Kornweibel's account indicates that the 
orchestrations were undertaken by David Cope, but no record of his involvement in the 1900 production has been 
located in the West Australian.  Those pieces written by D'Arcy-Irvine included two (only) arias, "Satan's Lullaby" 
(sung by Harry Fitzmaurice) and "Just are thy Ways" (soprano version by Hilda Harman and baritone version by Mr 
Hudson), a wedding hymn, "Hail, God's Daughter (Hudson), "Ye Birds" (quartette), "Holy Lord God of Sabbath," 
"Glory to the Father" (Barfield). 
 The scenes included: Act 1. Sc 1. The Throne of Heaven; Sc 2. The North Plain of Heaven; Sc 3. Another Part 
of Heaven; Sc 4. Chaos; Sc 5. Creation of the World; Sc 6. The Garden of Eden.  Act 2 comprised seven distinct scenes, 
including The Pool of Hell, The Palace of Pandemonium, The Gates of Hell and The Starry Heavens. The final act, 
which deals with the temptation of the saviour, involved artistic representations of Palestine.  
 
_____________________________ 
 
° While some of the information contained in this entry is based on Kornweibel's account, there appears to be some departure in his book 
from evidence supplied through the West Australian. Unless otherwise noted all data provided is therefore from my own primary source research.  
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^ The West Australian review (12 Nov.) refers to a song called "Just are thy Ways" (which may be "Great are thy Works, Jehovah" with a 
different title) sung first by soprano, Hilda Harman and later by baritone, Mr Hudson. The same issue occurs with several other songs bearing similar 
titles - namely "Glory to the Most High" / "Glory to thy Father" and "Hail Earth's New King" / "Hail, God's Daughter."   
1900: Bishop's Palace (Perth); ca. Oct.   [private concert performance] 
 - M Dir. Joseph Summers. 
1900: Theatre Royal (Perth); 10- 17 Nov. 
 - Dir. Harry Fitzmaurice; M Dir/Cond. Reginald D'Arcy-Irvine; S Art. John Campbell; Orch Ldr. J.  
   Thompson. 
 - Cast incl. Hilda Harmon, Harry Fitzmaurice (Lucifer), Mr Hudson, Frank Powell, Dacia Barfield, H. L.  
    Barton, Maud Hewson, T. Dunne. 
 - See also The Two Worlds (1902) and The Two Worlds (1903). 
 
 "Amusements."  A: 15 Jan. (1897), 6.      [rnib] 
 Fitzmaurice, Harry. "Two Worlds, The."  WA: 20 Nov. (1900), 10. Letter. 
 "Hiscocks' Federal Minstrels."  SMH: 11 Apr. (1885), 2.      [rnib] 
 Kornweibel, A.H.  Apollo and the Pioneers.  (1973), 92-4. 
 "Queen's Hall."  WA: 3 Nov. (1900), 1.    Advert.                   [see also rehearsal notices - WA:20 Oct. 1900, 5; and  3 Nov. 1900, 5] 
 Summers, J. "Two Worlds, The."  WA: 19 Nov. (1900), 10. Letter. 
 "Theatre Royal - The Two Worlds."  WA: 10 Nov. (1900), 6.      [rnib]     [see also advert. - WA: 10 Nov. 1900, 1] 
 "Theatre Royal - The Two Worlds."  WA: 12 Nov. (1900), 5.  
 "Two Worlds, The."  WA: 5 Nov. (1900), 5.     [rnib] 
  
 
PUSS IN BOOTS:  [pantomime]  Lib Adapt. J. A. Philp; Mus. [n/e] 
 A report in the Brisbane Courier records: "That enterprising entrepreneur, Mr Harry Rickards, has forestalled 
his rivals in the Australian theatrical world by staging his pantomime on Saturday last instead of yesterday [Boxing 
Day]." The paper goes on to note that "the book has been ingeniously localised by Mr J. A. Philp with universal 
approval in Sydney, and is described as being clever and witty, the jokes and topical hits being fully appreciated by the 
audience" (27 Dec. 1900, 6). 
1900: Tivoli Theatre (Syd); 22 Dec 1900 – ca. Jan. 1901 
 - Prod. Harry Rickards. 
 
 "Sydney Tivoli Pantomime, The."  BC: 27 Dec. (1900), 6.      [rnib] 
 
 
AUSTRALIS; OR THE CITY OF ZERO:  [extravaganza] Lib. J. C. Williamson and Bernard  
 Espinasse; Mus. Leon Caron and Frederick W. Weierter 
#  J. Andrew & Co, 1900 
 Written especially for Federation, the story is a fantasy set 100 years in the future - the year 2000 - after a war of 
the world has wreaked havoc on the planet. Only Australia has escaped the devastation. The country is being run badly 
by an ex-Trade Union leader, however. The Boss, as he likes to be called, is about to annex the City of Zero, which is 
located at the South Pole, and ruled by an evil wizard, Azeemath. The play begins as the Queen of Antarctica, Dione, 
arises from one hundred years sleep in a petrified condition. A legend has foretold that when she loves a mortal that the 
wizard's powers must forever pass away. The wizard of course has his own plan to counter this…. But this is doomed to 
fail when Dione drinks from the magic pool, and true to its legend falls in love with the first person she sees - Valentine. 
 Although set one hundred years in the future, Williamson and Espinasse directed much of the political and 
social comments towards the society of the day, with references to issues if importance such as federation and 
unionism. The Bulletin critic responded favourably to the "spectacle and gorgeousness of the costumes and scenery," 
describing it as "rich and lavish… [and something to] be long remembered," but was not overly impressed by much 
else: "nothing  specially worth listening to happens among all these painted and frescoed towers and sundries… it is a 
poor, thin and washy pantomime, supported by a co[mpany] which has hardly a single, notable feature to recommend it. 
The co[mpany] isn't really bad in any place… but there isn't a star in it, not even a first-class asteroid" (5 Jan. 1901, 8). 
The production's principle actors were on loan from Pollard's Opera Company, by special arrangement with Tom 
Pollard, following their return to Australia after a three year absence. The Sydney Morning Herald critic was not as 
damning, but while applauding the production as an extravaganza, did suggest that the story "may be said to serve its 
purpose well up to a certain point" (27 Dec. 1900, 6). 
 Some of the scenes depicted include: a grotto in the Jenolan Caves; Sydney's Semi-Circular Quay in A.D. 2001 
(complete with "an impossible bridge across to the North Shore); the South Pole, with views of thick ribbed ice from a 
frost-bound ship; a spectacular whirlpool; and the City of Zero, deep within the polar icecap. 
1900:  Her Majesty's Theatre (Syd); 26 Dec 1900 – ca.Jan. 1901 
 - Prod. J. C. Williamson; M Dir. George Hall; S Mngr. Gerard Coventry; S Art. John Gordon and George  
    Dixon; Cost. Emily Nathan; Lig. F. Watts; Chor. Minnie Everett. 
- Cast incl. Ruby Bowring (Dione), William Wolff (Azeemath), Maud Beatty (Valentine), W. S. Percy (The  
   Boss), H. A. Quealy (Mrs Truck), Alf  Stephens (Big Tom Truck), Beatrice Lennox, May Beatty, Little  
   Gulliver, Tilly Woodlock, Dora Wallace, Grace Moore, Miss L. Wilson, Miss N. Wilson, Miss O. Davis, Miss  
   Metcalf, Miss Ericson, Miss Ford, Blanche Wallace, Elsie Moore, Nellie Borthwick, Ada Page, Minnie  
   Hooper, Violet Sylvester, Tottie Bennett, Miss B. Lewis, Fred Sinclair, D. O'Connor, T. Middleton, J.  
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   Robinson, Syd Carden, C. Albert, L. Chessman, Mr Spence, Mr Sweeney, Mr Bracy, and Irene Franklin  
   (specialty scenes), Professor Godfrey's Wonderful Troupe of Trained Animals, and The Little McLeans 
  
 "Dramatic."  SYM: 29 Dec. (1900), 1548. 
Fantasia, Josephine. ADS: 23 (1993): 82-91. 
 "Her Majesty's Theatre." SMH: 8 Dec. (1900), 12. 
 "Her Majesty's - Australis." SMH: 27 Dec. (1900), 6. 
 "Sundry Shows." B: 5 Jan. (1901), 18. 
 "Sundry Shows." B: 26 Jan. (1901), 8. 
 Williams, Margaret. Australia on the Popular Stage. (1983), 191-2. 
 
 
 
 
 
 
 
 
Australis; Or, The City of Zero (Act 1, Scene 2) 
Program insert.  
(Courtesy of the Fryer Library, University of Queensland) 
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1901 
 
 
 Among the music theatre productions staged by touring companies during the year, but which remain unclear as 
to their origins, was a pantomime burlesque entitled Robinson Crusoe, Esq., which was produced by Patey's Liliputians 
under the auspices of Jones and Lawrence (lessees) at the Cremorne Gardens, Perth, 6-11 January. Introducing such 
songs as "Oh Boys! Here's the Chance of a Lifetime," "The Gay Parisienne," "The Geisha" and "Jack's the Boy for 
Work," the performance also concluded with "an amusing illusion called 'Phantasmagoria' or Shadow Harlequinade,' 
[which] was extremely well done by the company" (WA: 8 Jan. 1901, 5). 
 
__________ 
 
 
ARISTODEMUS:   [lyric drama]  Txt/Mus. G. W. L Marshall-Hall 
#  GM/UM, [M-H 1/2 1-6] 
 An operatic-style music drama with its narrative concerning the birth of Hercules, Aristodemus was written 
during a period of intense turmoil for Marshall-Hall.  Most traumatic was the death of his son, Herrick, in 1900. In 
addition to this, the composer became embroiled in a scandal surrounding the publication of a book of his poems, under 
the title Hymns Ancient and Modern (1898). At the same time he was also attempting to establish his own 
conservatorium in competition to the University of Melbourne, for whom he had been Ormond Professor since 
accepting the post in 1891.  
Although the libretto was published in 1900, the score was not completed until 1902, and thus the 1901 
Melbourne Liedertafel concert contained only an extract from the opera - "The Birth of Hercules." This concert also 
featured the first performance in Australia of Brahms' Gesang Der Parzen (Song of the Fates).  
1901: Town Hall (Melb); 29 July   
 - Prod.  Melbourne Liedertafel; Cond. G.W. L. Marshall-Hall. 
 - Cast incl. Lovie Muller, E. A. Ure, August Siede, Members of the Melbourne Liedertafel. 
 
 "Melbourne Liedertafel."  A: 30 July (1901), 7. 
 Radic, Therese.  G. W. L. Marshall-Hall. (1982), v. pags.  
 
 
ROBINSON CRUSOE; HIS MAN FRIDAY AND THE GIDDY GOAT:  [pantomime]   
 Lib/Mus. [n/e] 
 Advertised in the Sydney Morning Herald as a new, up to date and topical extravaganza presented for the first 
time in Sydney. A review in the same newspaper described the text as having taken "considerable liberty… with the 
famous story. Some of the highlights, according to the reviewer, were Walter Rivers' great Trilby burlesque, an aerial 
act, the harlequinade and the Grand Tableaux titled, "The Wreck" (27 Dec. 1901, n. pag). 
1901: Empire Theatre (Syd); 26 Dec. 1901 - 24 Jan. 1902 
 - Dir/S Mngr. Walter Rivers; Prod. John Fuller Snr; Cond. H. P. Purnell; S Art. Will Diamond. 
 - Cast incl. Ida Roslyn (Robinson Crusoe), Walter Rivers, Hettie Warden, John Fuller, Jack Kearns (Friday),  
    Jeannie Johnstone, F. Rivenhall, Amy Blackie, Elmore Sisters, W. Stevens, W. Watkins, Nipper Wallace, Will  
    Diamond, Vera Rose, Albert McKisson, Miss Phillips. 
 
 SMH: 27 Dec. (1901), n. pag.  Advert. 
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1902 
 
 
 Arthur Shirley's The Breaking Of The Drought, staged at the Lyceum Theatre (Syd) on 26 December featured 
a ballet, performed by Miss Constance, Misses M., J., and R. Collins, Violet Gray and Edie Wilson. 
 
__________ 
 
 
MRS GOLDSTEIN:  [aka MRS DOOLEY'S JOKE]  [musical comedy]  Lib. John F. Sheridan  
 and P. Finn; Mus. Frederick W. Weierter; Add Mus/Lyr. Charles Kenningham 
Described by its authors as an "up-to-date, racical [sic] musical comedy," Mrs Goldstein was produced for the 
first time on any stage at Sydney's Criterion Theatre by John F. Sheridan.  The story is set in the Melbourne house of 
newly-married Arthur Menzies, whose new chief aims in life are to keep from his bride the fact that he owns a 
racehorse, and keep his mother-in-law, Rachel Mendoza (whom he has never met), from ever entering his house. 
During the ensuing dinner party the mother-in-law tricks her way into the house, pretending that she is Mrs Goldstein, a 
friend of the young actress Polly Belcher and in town visiting prior to the running of the Melbourne Cup. Arthur soon 
finds himself inviting the remarkably go-ahead, good-natured woman, to lunch the next day at a sporting hotel. In 
professing his love for a Miss Carbine, Arthur unknowingly sets the mother-in-law on the trail of attempting to discover 
who this "woman" is and to what extent her so-in-law loves her.  Eventually, after many misunderstandings, all is 
worked out, and Mrs Goldstein is relieved to know that Miss Carbine is a thoroughbred racehorse… who just goes on to 
win the Cup and present Arthur with a handsome return.  
The Sydney Morning Herald critic records that Mrs Goldstein "proved to be a sketchy little piece, buoyed up 
with constant changes of song and scene, with several ballets in it" and that while "handsomely staged, it is at present a 
doubtful quantity, and it remains to be seen whether the public will choose to make it a certain success" (22 Sept. 1902, 
5). The critic also refers to its strange feature, the fact that John F. Sheridan features so slightly in the narrative. The 
actor's portrait of the loud and laughter-loving Jewess was said to be carefully drawn from life, but containing (too) 
much Yiddish slang for the majority of the audience to fully grasp (5). 
Two songs introduced into the 1902 production by actor Charles Kenningham, and written by him, were: "I'm 
Thinking of Thee, Sweet" and the duet with Celia Mavis, "Lovers Always." Other songs written for Mrs Goldstein, and 
described as "intentionally commonplace" and "lively" (SMH: 22 Sept. 1902, 5) include: "At the Races" (sung by 
Thomas Curran), the part-song "Good Night," "I Love to Smoke" and the Act 1 finale, "The Lady is His Mother." 
A second edition of the production was staged from 6 October, the Sydney Morning Herald noting in this 
respect: "all new songs and dances which have been added to the merry piece… the list of new songs now includes the 
weird "Goblin Man" with moaning chorus" (10 Oct. 1902, 2). 
The musical was revived in 1905 under the title Mrs Dooley's Joke, with the lead character's dual names being 
changed to Mary Ann Kelly/Mrs Dooley. The Sydney Morning Herald theatre critics writes of this revival, that it went 
briskly and that the staging of the production is "as a whole, excellent" with the costumes being rich and artistic (21 
Aug. 1905, 3). Songs incorporated into the 1905 production included: "Goodnight" (chorus), "Teasing" and "When the 
Band Begins to Play" (sung by Heba Barlow); "Mrs Dooley," "The Sailorman," "The Soldier," and "Beautiful Music." 
As an incidental to the first act variety sketch artists Maude Amber and Winfield Blake also rendered their well-known 
musical scene, "Operatic Spasm." A review in the Morning Bulletin indicates that others were: "Lovers Always," 
"Enjoyment," and "The People You Meet at the Races" (sung by T. Curran); "The Day I Drew the Winner" and "The 
Rose of Killarney" (Heba Barlow); "That Stopped Again," "Call Again Next Week" and "A Jockey Song" (Little 
Gulliver) and "Do You Blame Us?"  
1902: Criterion Theatre (Syd); 20 Sept. - 24 Oct.   [30 pfm] 
 - Dir/Prod/Lse. John F. Sheridan; M Dir/Cond/Arr. Frederick W. Weierter; Cost. Minnie Hooper; S Art.  
    George Campbell; Cost. Mde M. Rosevear. 
- Cast incl. John F. Sheridan (Rachel Mendoza, aka Mrs Goldstein), Charles Kenningham (Arthur), Celia Mavis  
   (Mrs Arthur Menzies), Heba Barlow (Polly), Minnie Hooper (Jane, a servant), Fred Wentworth (George  
   Goodwin), Thomas Curran (Reggie Walker, a punter), Jean Drummond (Willie Winn, a jockey), Florrie  
   Lockwood, Ruby Kennedy, Bertha Lewis, Edith Burke, S Grainger, Clyde Cook, H. Roberts, H. Davis, J.  
   Wainwright, Burt Herman, Amy Conroy, Stella Selbourne, Beatrice Gordon, Miss R. Ashbey, Nellie  
   Gallagher, Miss Cameron, Lizzie Walsh, Nella Lyons, Ruth Davies, Neville Lane, Katie Gross, Muriel  
   Williams, Bertha Bursch, Katie Courtice, Edna Leighton, Mary Bradley, Ruby Hurley, Stella Tate, Mary  
   Conn, Harry Davis, Leonard Chessman, Charles Saint, Fred Watson. 
 - Musicians incl. Samuel White (leader). 
1905: Criterion Theatre (Syd); 19 Aug. - [as Mrs Dooley's Joke] 
 -  Prod/Lse. John F. Sheridan; Chor. Minnie Hooper. 
 -  Cast incl. John F. Sheridan (Mary Ann Kelly/Mrs Dooley), Muriel Williams (Mrs Arthur Menzies), Thomas  
    Curren (Arthur Menzies), Maie Bradley (Jenny Smart), D'Allan Clark (George Goodwin), Frank Crossley  
     (Reggie Walker), Heba Barlow (Polly Blcher), George Burnett (Thomas), Rose Massey (Willie Wynne),  
    Stella Tate (Laura Luscombe), Florence Faning (Bridget), Little Gulliver (Buttons), Bert Manners (Waiter),  
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    Horace Jardine (Stanley Collins), Charles Mettan), Mabel Mitchell, Elsie Wilson, Cissie Hunter, Edna  
    Leighton, Rene Seaton, Ruby Hooper, Georgie White, Stella Selbourne, Beattie Gordon, Elsie Beetham, Amy  
    Conroy. 
1905: Theatre Royal (Perth); 16 Oct. - [as Mrs Dooley's Joke] 
1905: National tour (Aust):  
 - Prod. William Anderson. 
 - Troupe:  John F. Sheridan's Company 
 - Cast incl. John F. Sheridan (Mrs Dooley), Heba Belcher (Polly), Thomas Curran (Arthur Menzies), Muriel  
    Williams (Mrs Menzies), Little Gulliver (Buttons). 
 - Itinerary: Charters Towers, Theatre Royal  27 Feb. [one night only] 
   Perth, Theatre Royal   16 Oct. [one night only] 
 - Other productions included: Naughty Nancy, Fun on the Bristol and The Lady Slavey 
 
 "Criterion Theatre - Mrs Dooley's Joke."  SMH: 21 Aug. (1905), 3.    [see also advert. - SMH: 19 Aug. 1905, 2] 
 "Criterion: Mrs Goldstein."  SMH: 22 Sept. (1902), 5. 
 "Criterion Theatre."  SMH: 20 Sept. (1902), 7.           [see also adverts. - SMH: 20 Sept. 1902, 2; SMH: 10 Oct. 1902, 2] 
 "Criterion Theatre."  SMH: 4 Oct. (1902), 9. 
 "John F. Sheridan Company - Mrs Dooley's Joke."  NM: 1 Mar. (1905), 5. 
 "Theatre Royal - Mrs Dooley's Joke." WA: 16 Oct. (1905), 8.      [rnib] 
 
 
CINDERELLA AND THE CRYSTAL SLIPPER: [pantomime]  Lib Adapt. John F. Sheridan  
 et al; Mus. Frederick W. Weirter. 
"Mr Sheridan … and his collaborators have succeeded in introducing an old friend to the public in a new and 
very pleasing guise… Departing entirely from any traditional form of the story, there are introduced scenes which 
suggest Meyerbeer's Robert Le Diable, Planquette's Rip Van Winkle and from that downwards to A Trip to Chinatown. 
Every now and then the action of the plot - if there is a plot - is interrupted by the introduction of some little pleasantry" 
(SMH: 27 Dec. 1902, 6). 
1902: Criterion Theatre (Syd); 26 Dec. 1902 - 30 Jan. 1903 
 - Dir/Prod. John F. Sheridan; Cond. F. W. Weierter; Chor. Minnie Hooper; Mngr. Frank Weatherby. 
 - Cast incl. Celia Mavis (Cinderella), Tillie Dunbar, Sydney Carden, Fred Wentworth, John F. Sheridan, Little  
    Tim Howard, Buttons and Cinders, Joe Morris (Clown), Alf "Redhead" Wilson (Pantaloon). 
 
SMH: 27 Dec. (1902), 6.      [rnib] 
 
 
DICK WHITTINGTON AND HIS CAT:   [pantomime]   Lib. William Wade; Add Lib. Harry  
 Taylor and Barney Fagen; Lyr. Harry Taylor; Orig Mus. Leon Caron; Add Mus. [n/e]; 
This 1902 version of the Dick Whittington fable, produced by the Williamson and Musgrove organisation, was 
typical of the big budget pantomimes produced in Australia over the previous decade or so. Although the Age critic 
suggests that it fell short of the "remote and unattainable [pantomime] ideal," it was seen as a "more than creditable 
production of its class" (10).  
The Age records, too, that the book contained "some novel and interesting features… [and] served as a useful 
thread for fixing together the varied portions of an elaborate piece of stage work… Witticisms of well-known origin and 
jokes of venerable antiquity were ruthlessly cut down, and the result was that both songs and dialogues were original 
and very slightly reminiscent of anything that had been staged before. There was plenty of topical business, and it was 
perhaps, inevitable that Mr Bent's railways and Mr Shield's budget and the Prime Minister's "'Six Hatters' should find 
themselves memorialised before the footlights" (10). The music, according to the Age critic, was tuneful and inspiriting 
"though not quite as catchy as has been heard in some previous pantomimes. 
Highlights of the production were said to be the "Popinjays" and "20
th
 Century Girls" ballets, and a scenic 
sensation "The Phantom Guards," all which were "invented, written and arranged "by Barney Fagen (A: 27 Dec. 1902, 
10). 
1902: Her Majesty's Theatre (Melb); 26 Dec. 1902 - 6 Feb. 1903 
 - Dir. Barney Fagen; Prod. J. C. Williamson and George Musgrove; M Arr. Leon Caron; Cond. J. B. Conolly;  
    S Art. Phil Goatcher and W. R. Coleman; Chor. Minnie Everett; Cost. Mde Beaumont; Prpt. Rock Phillips;  
    S Mngr. Thomas E. Foster. 
- Cast incl. Maudie Thornton (Dick), Little Gulliver (The Cat), Barney Fagen (Alderman Fitzwarren), Henrietta  
   Byron (Alice Fitzwarren), Frank Crossley (Jack Idle), Edward Lewis (Martha Mixit), Bovis Brothers (Captain  
   Taffrail and Ben Bobstay), Bella Perman (Tommy Turner), Leslie Geeves (The Carrier), Godfrey Elkington  
   (Emperor of Morocco), Maud Harrington (Princess), Lawrence Hanray (The Vizier), Maude Perman (Queen  
   Cat), Irene Wallace (Hafiz), Myrtle Powell (Abdul), Kitty Henningham (Ralph), Mary Somerset (Hugh),  
   Master Eddie McLean (Pussy Kat), Decima McLean (Tommy Kat), Miriam Lewis (Geoffrey), the Little  
   Dartos. 
 
"Christmas Pantomime, The."  A: 27 Dec. (1902), 10.                      [see also advert .-  A: 26 Dec. 1902, 8] 
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* THE TWO WORLDS:  [play with music]  Txt Adapt. James Duff; Mus. D'Arcy-Irvine 
The history of this musical drama is littered with controversy, legal action and bitterness. Although on one hand 
it remains difficult to assess which one of the three resulting works is the definitive, or superior, version, the story 
behind the creation of each of The Two Worlds does make for fascinating reading. According to A.H. Kornweibel in his 
book on the history of music in Western Australia (Apollo and the Pioneers), the situation arose through conflict 
between the two original creators, composer Joseph Summers Ph.D. and a literary-minded Roman Catholic priest, 
Father James Duff.  Kornweibel notes, too, that the incidents hold a place in early Western Australian history not only 
for its oddity, but also for the unique nature of the litigation that arose from them. 
 Dr Summers had moved to Western Australia from Melbourne, where he had previously established a high 
profile reputation as pianist, composer, conductor and music director. One of his earliest known works is the 1867 
cantata, Galatea Secunda, with a text by Richard Hengist Horne. Not long after settling in Perth Summers met Father 
Duff, who had by then already begun working on a dramatic adaptation of Milton's epic poems Paradise Lost and 
Paradise Gained.  Duff subsequently commissioned Summers to write music for the drama with a view to staging it for 
public performance in November 1900. Summers, in his memoirs, claims that he wrote thirty-four pieces of music for 
the work, although there was talk that only twenty-seven were to be used. Rehearsals were undertaken, and according to 
Summers there was also a private performance held at the Bishop's Palace before a "distinguished audience." The 
collaboration had been far from harmonious, however. "Complaints, accusations, claims [and] arguments flew back and 
forth," writes Kornweibel (93).  Before the proposed production could go ahead as scheduled, Father Duff pulled out of 
the collaboration, engaging Mr Reginald D'Arcy-Irvine, a well-known Perth-based musician and music director to 
compose the needed music. Duff then began advertising that his "original dramatic oratorio in five acts," with special 
new scenery and music by D'Arcy-Irvine, was to be produced at the Theatre Royal (Perth) on 10 November 1900. The 
score had been orchestrated by well-known musician David Cope, and the entire production was to be conducted under 
the baton of the composer. 
 In a counter-strike, Dr Summers began advertising that the premiere of his own production of The Two Worlds 
would be held on 7 November, three days prior to his adversary's production. A legal injunction was sought by Duff, 
leading to a court case the following March in which issues concerning the ownership of the music, copyright and the 
misleading of the public became the major points of contention. Summers won the case, although conditions relating to 
full disclosure were made by the presiding judge. Summers then took the offensive, claiming damages against Duff, and 
seeking to ensure that the priest did not use his music for a planned Eastern states production. This case was brought to 
trial in August 1901, but neither party established a clear-cut win. 
 Early in 1902 Father Duff's drama was produced, presumably with a score by D'Arcy-Irvine, in Ballarat, 
Bendigo and Adelaide. It is yet unclear how the work was received by the critics, but Kornweibel notes that the tour 
sustained a financial loss. "As for Summers," writes Kornweibel, he tells us in his published reminiscence that it "scored 
a belated triumph. It was performed… by command of H.E. Governor Lawley at Government House, by the full 
company of Williamson's Royal Opera Company" (94). A record of this performance is yet to be uncovered, although 
as Kornweibel notes, "a Williamson Royal Opera Company did come to Perth in 1903. Quite possibly the performance 
at Government House was a private one" (94). 
[NB: See also The Two Worlds (1900) and The Two Worlds (1903)] 
1902: Regional Victoria tour; n. details 
 - Itinerary:  Ballarat, Bendigo. 
1902: (Adelaide); n. details 
  
 Kornweibel, A.H.  Apollo and the Pioneers.  (1973), 92-4. 
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1903 
 
 The Lady Barmaid, which premiered at the Opera House in Southport (Eng) on 1 July 1895 was produced for 
the first time in Sydney by John F. Sheridan over twelve nights beginning 31 January. Originally written by F. W. 
Bowyer and W. E. Sprage to music by John Crook, this two act musical comedy is said to have contained localisations 
and updated comic material for its Australian revival, along with some additional new songs and music by the 
production's conductor/music director, Frederick Weierter. Although Australian theatre historian Eric Irvin indicates 
that it was staged in Australia under an alternate title, The New Barmaid. This was not the case for the Sydney season, 
and a production under that title is yet to be located. [see Eric Irvin Dictionary of Australian Theatre: 1788-1914; "Criterion - The Lady 
Barmaid."  SMH: 2 Feb. 1903, 8; and "Criterion Theatre." SMH: 31 Jan. 1903, 15] 
 
__________ 
 
 
TAPU; THE TALE OF A MAORI PAHLI:   [romantic opera] Lib. Arthur H. Adams and J. C.  
Williamson; Add Lib. David Souter; Mus. Alfred Hill 
A two act opera adapted from Arthur H. Adams Maori play (c 1897), with music by Alfred Hill, Tapu was 
initially successful in helping the young writer to obtain a two year contract in Australia as J.C. Williamson's literary 
secretary. Despite his enthusiasm for the opera Williamson did not stage the work himself until 1904, however, and then 
under controversial circumstances. The first production of Tapu was therefore undertaken in New Zealand in 1903 by 
the Pollard Opera Company, which had only recently returned to New Zealand from South Africa following the 
breakout of the Boer War. Pollard also toured the work through Tasmania in 1904. It is believed that the opera may 
have been produced in South Africa sometime soon afterwards, although a disastrous fire in Durban, South Africa, 
which saw the company lose its wardrobe, scenery, scripts and music (including Tapu) may have either prevented it or 
cut short the number of times it was presented in the country.  
When Williamson finally gave the go-ahead for an Australian production Adams had already left his 
employment, but retained the rights to the work. The 1904 version (staged only in Sydney and Melbourne) was quite 
different from the original, however, having had its libretto adapted and revised by Williamson and David Souter. 
Further to this it seems that the libretto underwent some degree of revision even between the Sydney and Melbourne 
seasons. Interestingly, Souter's name was not included in the advertised credits. According to John Mansfield Thomson, 
"in Alfred Hill's eyes the Pollard production of Tapu was the best" (OHNZM: 82).  
The story deals with the adventures of John Smith, an Australian politician in New Zealand who tangles with a 
Maori tohunga (priest). The romantic interest, and indeed the focus of the narrative action, comes about through Mara, a 
"Katisha" who has been declared 'tapu' or sacred. Any man who touches her must either marry her or die - and 
apparently many have been prepared to meet death cheerfully" (SMH: 11 July 1904, 10). According to Charles Norman, 
Williamson engaged Souter to both re-work Adams' original story in the romantic opera style and to delete a number of 
scenes containing political and satirical comment.  The political skits and scenes were in particular viewed by 
Williamson as being a hindrance to the success of the work. One might assume for example that lines such as we will 
"kill and cook Australian politicians who [come] to New Zealand with the intention of running the two countries under 
one government" (136), might not have gone over too well with contemporary Imperialist sensibilities. Although these 
pieces were written into the libretto by Adams they were not part of his original play. The Melbourne Age music critic 
also notes that while "a broad, caricature of a well-known politician was a leading feature of the show as it was given in 
New Zealand and in Sydney… all that is changed now as far as possible, in deference probably to Mr Reid's exaltation 
to the dignified rank of Prime Minister" (22 Aug. 1904. 6). 
Both the Sydney Morning Herald and Age critics were in agreement that the opera's greatest failing was in the 
area of the libretto. The Herald records, for example that "it is true that the scheme of the libretto introduces an 
unfortunate element of the commonplace, and that an incongruous political figure is so employed as to suggest 
pantomime where all else is genuine comic opera" (11 July 1904, 10). The Age review is, on the other hand, somewhat 
more caustic. "The book is a farrago of nonsense far exceeding in absurdity what even a prolonged course of plays 
without plots had prepared us to look for. Not only is the story vague and incoherent to a quite unusual degree, but the 
lines that performers - poor, luckless wights [sic] - have to speak literally scintillate with points that like Euclid's, have 
neither parts not magnitude, and have about as much chance of raising a smile" (22 Aug. 1904, 6). 
In relation to the music, Alfred Hill was also asked to revise and augment the music to the revised libretto. In 
this respect the critics were also agreed that Hill's deft compositional hand had often excelled. "It is really a pity to see 
so much good music wasted," wrote the Age critic. "Not only is the music good in itself, but it is well scored and well 
'served up'" (6). The Herald records that Hill had rightly relied "upon the fine voices of the company, and upon the 
perfect control of them shown by M. Leon Caron" and had "contrived a great deal of ensemble music." In particular the 
critic pointed to the composer's fascinating use of six-measure phrases instead of the customary four or eight. "A further 
peculiarity consists in the fact that the first beat of the bar is generally filled in by a gesture or stamp of the foot, the 
voices entering upon the second beat. The strong rhythmic colouring thus given to the melodious choral pieces is very 
marked" (10). Songs and dances known to have been written for the opera are: "Hail, Mighty Politician," "Poi Dance" 
"Bicycle Song," "Bedelia," "A Woman's Wistful Heart," "No Love Like the Old Love" and "A Happy Family." One of 
the biggest highlights was also the Maori "Haka," of which on critic wrote: "an almost indescribable savage outburst; an 
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ethnologist rather than mere musical critic should be turned on to do justice to so typical and 'nationalistic' a 
performance" (A: 22 Aug. 1904, 6). 
According to an article in the Sydney Morning Herald Williamson was specifically interested in developing the 
opera for the London market (6). The Napier Daily Telegraph reports, too, that Williamson had gone so far as 
contacting Mr Taranaki Te Ua of Hawkes Bay seeking to make arrangements for the engagement of twelve Maoris to 
join a Tapu company he contemplated sending to Europe for a twelve month tour (qtd. in BC: 18 Nov. 1905, 14). 
Although Williamson did in fact take copies of the libretto and score to England where it was favourably considered by 
Robert Courtneidge (lessee of London's Shaftesbury Theatre), the death soon after of King Edward put the project on 
hold, and interest in the opera eventually diminished.  
The novelty of the choreography for the 1903 and 1904 productions (this included the Maori haka and poi 
dances), and the exotic setting of the story no doubt played their part in bringing the opera a modicum of success at the 
Australian box-office. The Theatre magazine seems to have deemed the opera worthy of a Sydney revival less than a 
year or so after it played there, suggesting that "handled with a built up libretto [a revival] should [yield] many shekels" 
(Jan. 1906, 9). However, despite this critical support, there would be no revival of Tapu until some fifty years later, 
when it was staged by the Sydney Musical Society.  
In a statement to the Theatre, published in March 1914, Hill recounts his disappointment with the financial 
rewards of being an Australian opera composer, and the problem of securing a good libretto. "There is no money in 
writing music, absolutely none. What have I made out of my compositions? I received ₤100 from the late J.C. 
Williamson for the producing rights and half the music rights of Tapu. As you know, the opera didn't succeed. Mr 
Williamson had always faith in the music, but he couldn't get a satisfactory libretto. The Moorish Maid also suffered 
from a bad book… Apart from the little I got out of [it], and the straight-out fee I received for Tapu, composition has 
brought me nothing" (qtd. in McCreadie "Some Backgrounds" 196). 
1903: Opera House (Wellington, NZ); 16 Feb.  -   [6 pfm] 
 - Prod. Pollard Opera Company. 
1903: (Hobart, Tas); n. details 
 - Cast and production mostly as for previous Wellington season. 
1904: Her Majesty's (Syd); 9-29 July     [19 pfms] 
 - Dir. Henry Bracy; Prod. J. C. Williamson; M Dir/Cond. Leon Caron; S Art. John Brunton and George  
    Dixon; Chor. Minnie Everett; S Mngr. Spencer Barry; B Mngr. G. L. Goodman. 
- Cast incl. George Lauri (George Wright), Florence Young (Mara), Reginald Roberts (Tonga), John Ralston  
   (John Smith), Maud Chetwynd (Tawera), Evelyn Scott (Fay Chrysalis), Haigh Jackson (Ika), W.B. Beattie  
   (The Honorable Claude), Nellie D. Wilson (Makutu), Sara Hyman (Molly), Nellie Wilson (Polly), Olive  
   Godwin (Dolly), Belle Gross (Folly), Mr Watts (A Slave), S. Leslie (Uenukukopaka), R. Holden  
   (Haroatetaiengungura).  
1904: Her Majesty's Theatre (Melb); 20-31 Aug. 
 - Cast and production mostly as for previous Sydney season. 
1954: Conservatorium of Music (Syd); 21-23 Jan. 
 -  Prod. Sydney Musical Society. 
 
 "Her Majesty's Theatre."  SMH: 9 July (1904), 9.                   [see also advert. - SMH: 9 July (1904), 2] 
 "Her Majesty's Theatre - Tapu."  A: 22 Aug. (1904), 6. 
McCreadie, Andrew D. - "Alfred Hill (1870-1960): Some Backgrounds and Perspectives for an Historical Edition." MMA: 3 (1968), v.  
 pags. 
 "Maori Opera - Tapu."  SMH: 11 July (1904), 10. 
"Music and Drama."  SMH: 2 July (1904), 4. 
 "Music and Drama."  BC: 18 Nov. (1905), 14. 
 Norman, Charles.  When Vaudeville was King.  (1984), 135-6. 
 "Royal Comic Opera Company."  SMH: 30 July (1904), 14. 
SMH:  22 Dec. (1917), 6.      [rnib] 
Thomson, John Mansfield. Oxford History of New Zealand Music: 1840-1890. (1991). v. pags. 
 
 
SLEEPING BEAUTY AND THE BEAST; OR, MOTHER GOOSE AND THE 
SEVEN CHAMPIONS:   [pantomime]  Lib. Monty Grover; Mus. Alfred Hill 
#  J. Andrews (Syd) 
The only Christmas pantomime produced in Sydney in 1903, the title Sleeping Beauty and the Beast was seen as 
somewhat misleading as the Beauty and the Beast fairy tale was not actually written into the story. The Sydney Morning 
Herald reviewer pondered whether it had anything to do with the scene at the close of the last act when Prince 
Charming was compelled by the wicked fairy Maligna to wear a lion's head for a few minutes.  The same reviewer also 
questioned the aptness of the term "pantomime," arguing that there was no harlequinade and therefore no dumb show 
(SMH: 28 Dec. 1903, 3).  
1903: Theatre Royal (Syd); 26 Dec. 1903 - 29 Jan. 1904 
 - Dir. Henry Bracy; Prod. J. C. Williamson; Cond. Alfred Hill; S Art. John Gordon, William Little and G. and  
    A. Dixon; Chor. Minnie Everett; Cost. Emily Nathan; S Mngr. T. E. Foster. 
- Cast: "Terrestria" - Fred Leslie (King Glorioso), Aggie Kelton (Queen Amora), Olive Lenton (Princess  
   Beauty), Frank Crossley (Baron Fussibone), Fred Graham (Mrs H.), May Beatty (Prince Charming), Elsie  
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   Moore, Bubba Hammon, Bessie Whyte, Teresa Bourke, Ruby Armfield, Pansy Montague, Ruby Kennedy,  
   Minnie Hooper, A. Hughes, Mr Waldorf, Elsie Baxter, Miss E. Kennedy, Miss B. Armfield, Miss R. Baxter,  
   R. Whitfield, Sydney Ralfe, W. Rosevear, Eileen Boyd. "Cloudland" cast incl. Sara Hyman, Little Teddy  
   McLean, J. Hughes, Maud Sefton, Aggie Thorn, Miss McDonnell, Miss Harvey, Miss Graham, Minnie  
   Hooper, Arthur Crane (Maligna), Will Wynand (Drought), Fred Rivenhall (Dust). 
 
"Theatre Royal - The Sleeping Beauty and the Beast." SMH: 28 Dec. (1903), 3. 
 
 
* THE TWO WORLDS:  [play with music]  Txt Adap/Mus. Joseph Summers 
The history of this musical drama is littered with controversy, legal action and bitterness. Although on one hand 
it remains difficult to assess which one of the three resulting works is the definitive, or superior, version, the story 
behind the creation of each of The Two Worlds does make for fascinating reading. According to A. H. Kornweibel in his 
book on the history of music in Western Australia (Apollo and the Pioneers), the situation arose through conflict 
between the two original creators, composer Joseph Summers Ph.D. and a literary-minded Roman Catholic priest, 
Father James Duff.  Kornweibel notes, too, that the incidents hold a place in early Western Australian history not only 
for its oddity, but also for the unique nature of the litigation that arose from them. 
 Dr Summers had moved to Western Australia from Melbourne, where he had previously established himself as 
a composer - one of his earliest known works is the 1867 cantata, Galatea Secunda, with a text by Richard Hengist 
Horne. Not long after settling in Perth Summers met Father Duff, who had by then already begun working on a 
dramatic adaptation of Milton's epic poems Paradise Lost and Paradise Gained.  Duff subsequently commissioned 
Summers to write music for the drama with a view to staging it for public performance in November 1900. Summers, in 
his memoirs, claims that he wrote thirty-four pieces of music for the work, although there was talk that only twenty-
seven were to be used. Rehearsals were undertaken, and according to Summers there was also a private performance 
held at the Bishop's Palace before a "distinguished audience."  The collaboration had been far from harmonious, 
however. "Complaints, accusations, claims [and] arguments flew back and forth," writes Kornweibel (93).  Before the 
proposed production could go ahead as scheduled, Father Duff pulled out of the collaboration, engaging Mr Reginald 
D'Arcy-Irvine, a Perth-based musician and music director to compose the needed music. Duff then began advertising 
that his "original dramatic oratorio in five acts," with special new scenery and music by D'Arcy-Irvine, was to be 
produced at the Theatre Royal (Perth) on 10 November 1900. The score had been orchestrated by well-known musician 
David Cope, and the entire production was to be conducted under the baton of the composer. 
 In a counter-strike, Dr Summers began advertising that the premiere of his own production of The Two Worlds 
would be held on 7 November, three days prior to his adversary's production. A legal injunction was sought by Duff, 
leading to a court case the following March in which issues concerning the ownership of the music, copyright and the 
misleading of the public became the major points of contention. Summers won the case, although conditions relating to 
full disclosure were made by the presiding judge. Summers then took the offensive, claiming damages against Duff, and 
seeking to ensure that the priest did not use his music for a planned Eastern states production. This case was brought to 
trial in August 1901, but neither party established a clear-cut win. 
 Early in 1902 Father Duff's drama was produced, presumably with a score by D'Arcy-Irvine, in Ballarat, 
Bendigo and Adelaide. It is yet unclear how the work was received by the critics, but Kornweibel notes that the tour 
sustained a financial loss. "As for Summers," writes Kornweibel, he tells us in his published reminiscence that it "scored 
a belated triumph. It was performed… by command of H.E. Governor Lawley at Government House, by the full 
company of Williamson's Royal Opera Company" (94). A record of this performance is yet to be uncovered, although 
as Kornweibel notes, "a Williamson Royal Opera Company did come to Perth in 1903. Quite possibly the performance 
at Government House was a private one" (94). 
See also The Two Worlds (1900) and The Two Worlds (1902). 
1903: Government House (Perth); n. details 
 - Troupe:  Williamson's Royal Opera Company. 
  
 Kornweibel, A.H.  Apollo and the Pioneers.  (1973), 92-4. 
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 No Australian-written Christmas pantomimes were produced in Sydney during the 1904/05 season.  J. C. 
Williamson did screen over this period a bio-tableaux pantomime called Submarina; Or, The Old Man of the Sea, 
however. The origins of this film have not yet been established.  
 Lilly Octavia, who in the late 1890s had presented musical sketches with baritone singer Robert Boyd, had by 
1904 teamed up with Dave Warne. It is not clear whether all of their sketches were narrative-driven, however. Two 
sketches known to have been staged by the pair during 1904, but which may possibly have been created as vaudeville-
style turns were: Military Manoeuvres (aka Military Maniacs), Family Names, Duffy's Parade, and Masqueraders 
(Palace Gardens, Perth ca. Nov/Dec). 
 
__________ 
 
QUAINT ODDITIES: [burlesque]  Txt/Mus. [n/e] 
 Described as Moorehouse and Mountford's burlesque extravaganza. Florence Mountford was a popular coon 
impersonator and mezzo-soprano balladist. 
1904: Temperance Hall (Melb); 6 Aug. 
 - Prod. Peoples Concerts. 
 - Cast incl. Ferdinand Moorehouse, Florence Mountford. 
 
 
JUMBLYJOLLOTIES:  [burlesque]  Txt/Mus. [n/e] 
 Described as Moorehouse and Mountford's burlesque extravaganza. Florence Mountford was a popular coon 
impersonator and mezzo-soprano balladist. 
1904: Temperance Hall (Melb); 13 Aug. 
 - Prod. Peoples Concerts. 
 - Cast incl. Ferdinand Moorehouse, Florence Mountford. 
 
 
OLD WORLD REMINISCENCES: [burlesque]  Txt/Mus. [n/e] 
 Described as Moorehouse and Mountford's burlesque extravaganza. Florence Mountford was a popular coon 
impersonator and mezzo-soprano balladist. 
1904: Temperance Hall (Melb); 27 Aug. 
 - Prod. Peoples Concerts. 
 - Cast incl. Ferdinand Moorehouse, Florence Mountford. 
 
SINBAD THE SAILOR; OR, THE FAIRY OF THE DIAMOND VALLEY:  
 [pantomime]  Lib/Lyr. George V. Allen; Add Lib/Lyr. Ivan A Rosenblum and Alf Lumsden (Melb) and W. T.  
 Goodge (Syd); Mus incl. George Leopold  
 William Anderson's 1904 pantomime spectacular was staged to a libretto by well-known journalist George V. 
Allen, with "additional numbers by Ivan Rosenblum. Local references in the Melbourne season included the Butter 
Commission, income tax, Mr Tavenor, the Factories Act, the Metropolitan Board of Works and several local and 
Australian celebrities. The Theatre notes, however, that Sinbad was being thoroughly revised, localised and brought up-
to-date… [by] well-known local writer," W. T. Goodge for its Sydney season in 1905/06 (Nov. 1905, 4).   
 Sinbad was the first Christmas extravaganza mounted by William Anderson in Australia.  The 1905 Sydney 
season also marked the return of pantomime to the Sydney stage "after a lapse of some time." The production, which 
Anderson promoted as being "pre-eminently of the old-fashioned order of English pantomime, differing in many ways 
from the ordinary extravaganza of more recent productions" (SMH: 23 Dec 1905, 2), starred English burlesque and 
pantomime actress Marie Campbell. Both the Age (27 Dec. 1904, 9) and West Australian (9 Jan. 1905, 9) note, 
however, that Sinbad was "a truly Australian product."   
 The music, largely composed, selected and arranged by George Leopold, included one song "Reina" sung by 
Celia Mavis, which was originally composed for Reina Belasco by Mr von der Medren, a nephew of the well-known 
conductor of the same name. Other songs incorporated into the narrative include: "The Lilly of the Valley" and "My 
Home, Dear" (sung by Elaine Ravensburg) and "What Do They Want to Talk about It For?" (Bert Bailey).  
 Highlights of the production are said to have included: "The Ballet of Sea Nymphs," "The March of All 
Nations" and Rege Robbin's spectacular settings: "The Glade of the Fairy Mushrooms," "The Home of Neptune" 
(showing the wonders of the deep), "The Harem of the King," "The Valley of the Diamonds," "The Golden Wheat 
Ballet" and the transformation scene "From Flowers to Fairyland."  
1904: Theatre Royal (Melb); 24 Dec. 1904 - 16 Feb. 1905 
 - Dir/Chor. John Wallace; Prod. William Anderson; Lse. Bland Holt; Cond. George Leopold; S Art. Rege  
    Robins; Cost. Madame Stafford and Lincoln, Stuart and Co; S Mngr. W. Ascott; Add Chor. Maud Cosham. 
 - Cast incl. Elaine Ravensburg (Sinbad), May Pollard (Princess Badoura), Bert Bailey (Hinbad), Fred Graham  
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    (Mrs Sinbad), Charles Bates (Lonely Tramp), Stella Ranger (Fairy Queen), Nina Rochester (Princess  
     Araminta), Frank Crossley (Ben Bunk), George Dean (Dick Daring), Florrie Barnes (Zoe), Walter Rivers  
    (Hassan), Fred Wentworth (Captain Traffail), Victor Dougall (King Kopax), Tillie Woodlock, Kate Stephens,  
    Joe Morris and Alf Wilson, Ted Lennon, Frank Hyman, Bert Lennon, Rosalie Dodds, Bert Bradley, Dot  
    Montague, Emily Dellamare, Isa Millet, Freda Mahr, Maud Cosham, Master R. Bond, Marle Finlay, Master  
    H. Nathan, Little Stella Dodds. 
1905: Theatre Royal (Syd); 23 Dec. 1905 – ca. Feb. 1906 
 - Prod. William Anderson; Lse. J. C. Williamson; Cond. George Leopold; S Art. Rege Robins; Chor. Maud  
    Cosham; Cost. Madame Stafford and Lincoln, Stuart and Co; S Mngr. Richard Goodall; Ast S Mngr. Walter  
    Rivers; B Mngr. Julius Grant. 
- Cast incl. Marie Campbell (Sinbad), Alice Pollard (Princess Badoura), Harry Quealy (Mrs Sinbad), Bert  
   Bailey (Hinbad), George Dean, Fred Wentworth, Todd Calloway, Ralph Bicknell, Florrie Johnson, Walter  
   Rivers, Len Hartz, Edward Silveni, D. C. Jenvrin, Ted Lennon, Frank Hyman, Bert Lennon, Joe Morris, Alf  
   Wilson, Maud Thornton, Edith Maitland, Celia Mavis, Lizette Parkes, Nina Rochester, Maud Cosham,  
   Madaline Ashton, Lena Hendrichs, Nellie Huntley, Lilian Sands, Little Lillie Whyte, Master Seaton, Little  
   Louise Carabasse, Max Dent, Power Brothers, the Bicknells. 
- A second edition of the pantomime was staged from late January. 
1905: East Coast regional tour (NSW/Victoria); ca. Feb/Mar. 
 - Itinerary incl. Broken Hill, Ballarat, Geelong and Bendigo.  
1905: Theatre Royal (Adel); ca. Apr/May     [3 week season] 
 - Advertising in the West Australian indicates that the Adelaide season was attended by over 60,000 people (16  
     May 1905, 1). 
 - Cast and production possibly as for the Perth 1905 season . 
1905: Western Australian regional tour; ca. May-June 
 - Dir. John Wallace; Prod. William Anderson; Cond. George Leopold; S Art. Rege Robbins; B Mngr. Julius  
    Grant.  
- Cast incl. Elaine Ravensberg (Sinbad), Charles Albert (Mrs Sinbad), Bert Bailey (Hinbad), Charles P. Bates  
   (Lonely Tramp), Morris and Wilson, Lenton Brothers, Minnie Topping, Isa Millet, Maud Cosham, Tily  
   Woodcock. 
 - Itinerary incl.   His Majesty's Theatre (Perth) 15- 27 May  
    Kalgoorlie 31 May -  
    Kings Theatre (Fremantle) 14-20 June 
1906: New Zealand Dominion tour, (opens Princess Theatre, Dunedin); ca. Apr. (Easter Saturday)  
 - Prod. William Anderson; T Mngr. Michael Joseph. 
 - Cast incl. Marie Campbell (Sinbad), Fred Graham (Mrs Sinbad), Harry Quealy (Hinbad), Celia Mavis, Nellie  
    Dent (Princess Araminta), George Dean (Lonely Tramp), the Bicknells. 
   
"Christmas Pantomime: Sinbad the Sailor, The."  TT: Nov. (1905), 4. 
"Musical and Dramatic Notes."  WA: 31 Dec. (1904), 11.      [rnib] 
"Musical and Dramatic Notes."  WA: 9 Jan. (1905), 5. 
"Music and Drama."  SMH: 24 Dec. (1904), 4.  [rnib] 
"New Zealand Notes."  TT:  July (1906), 18-19.       
"Pantomime at His Majesty's Theatre."  WA: 17 May (1905), 9.    [see also advert. - WA: 16 May 1905, 1.] 
"Pantomime at the Royal."  SMH: 25 Dec. (1905), 3. 
"Royal Theatre Pantomime, The."  A: 27 Dec. (1904), 9.     [see also adverts. - A: 24 Dec. 1904, 16; 31 Dec. 1904, 12] 
"Theatrical Review of the Month."  TT: Jan. (1906), 26. 
TT: Jan. (1906), v. pags.   Photographs.      [rnib] 
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 Lilly Octavia, who in the late 1890s had presented musical sketches with baritone singer, Robert Boyd, had by 
1904 teamed up with Dave Warne. It is not clear whether all of their sketches were narrative-driven, however. One 
sketch known to have been staged by the pair during 1905, but which may possibly have been created as a vaudeville 
turn was Faces and Fashions (Theatre Royal, Bris, ca. July). Their sketch, "Masqueraders" (first known to be 
performed in 1904) was also a popular presentation in 1905. 
 Nina Rochester and Walter Rivers presented a series of society sketches under Ted Holland's management at the 
Theatre Royal (Bris) during the latter part of the year. It is not clear at this stage whether these sketches incorporated 
music into the narratives. Those sketches known to have been staged by the pair include: An Island Episode (30 Sept.), 
described as being "reminiscent of Robinson Crusoe, with Nina Rochester as Princess Zadie, clothed in a "Rose of 
Persia costume" and Walter Rivers as a "shipwrecked sailor;  A Matrimonial Compact (7 Oct.); When Two Hearts are 
One (21 Oct.); Ostler Joe (28 Oct.); The Census Man (4 Nov.) and For Old Time's Sake (11 Nov.). 
 Other musical sketch artists included: Connie Vernon and Joe Woodward were also engaged by Ted Holland at 
the Theatre Royal (ca. Dec.). Their act is described as containing "bright dialogue, clever songs and dances." The 
Gotham Quartet also presented musical sketches during their season at the Palace Gardens in Perth, notably A Couple 
of Footpads (13 Feb). 
 
__________ 
 
 
ROMANCE FROM ROME:  [one act music comedy]  Txt. Ted Holland et al; Mus. [n/e] 
 Although details of regarding this production (advertised as a musical comedy) remain scarce, its production as 
part of the Ted Holland New Vaudeville Entertainers company program suggests that if not written by Holland, then it 
may well have been adapted by him.  In this respect Holland had himself supplied several of his own farce creations for 
the company during its first few weeks at the Theatre Royal (Bris). The season began in December 1904. Additional 
variety material, and indeed the choice of songs, would undoubtedly have been provided other members of the troupe, 
and perhaps, too, Percy St John. Holland's previous operations as an established popular entertainer, producer of 
minstrel farces and entrepreneur with the "Australian team" of Delohery, Craydon and Holland, and on a number of 
occasions with St John, suggests that the work's creative process would have been a largely local affair. 
1905: Theatre Royal (Bris); 7-13 Jan.  
 - Dir/Prod/Sub-Lse. Ted Holland; Lse. Harry Rickards; M Dir. W. Butland; B Mngr. J. Stewart. 
 - Troupe:  Ted Holland's New Vaudeville Entertainers. 
 - Cast incl.  Ted Holland, Eva Wilson, Claire and Albert McKisson, Ted Herberte, Fred Norris, Ruby Clifford,  
    George Williamson. 
   
 
NORTH-EAST LYNNE:  [burlesque]  Txt. Wilton Swift; Mus. [n/e] 
1905: Theatre Royal (Charters Towers); 15 Mar. - 
 - Dir/Prod/Sub-Lse. Ted Holland; Lse. Percy St John. 
 - Troupe: Holland's Entertainers. 
 - Cast incl. Wilton Swift (Lady Isabel/Madam Vine), George Williamson (Little Willie). 
 
 "Holland's Entertainers."  NM: 17 Mar. (1905), 5.       [rnib] 
 
 
NORTH-EAST LYNN:  [burlesque]  Txt/Mus. [n/e] 
 A burlesque on the popular melodrama, this version is first known to have been staged under the auspices of 
Leonard Davis at the Palace Gardens, Perth. Although the production's cast members have not been established, the 
company engaged at the Palace Gardens at that time included George Sorlie, Sam Gale, Myra James (aka Myra Gale), 
Harry Baxter, Lizzie Kirke and W. Perman. 
1905: Palace Gardens (Perth); 1 Apr. - 
 - Prod. Leonard Davis 
 - Troupe: Palace Gardens Variety Co. 
 
 
KING DODO   [comic opera]  Lib Adapt. Frank Pixley; Add Lib/Mat. Winfield Blake and John F. Sheridan;  
 Orig Mus. Gustav Luders; Add Mus incl. Frederick W. Weierter  
 King Dodo, originally written by Frank Pixley and composed by Gustav Luders as a musical comedy, was given 
its world premiere in New York at Daly's Theatre in 1902. The 1905 Australian version, essentially an adaptation was 
first staged in the country by John F. Sheridan during his season at the Criterion Theatre in Sydney.  The libretto was 
adapted by John Francis, with additional material contributed by John F. Sheridan and Winfield Blake - the latter being 
responsible for "The Dialogue Adventure" in Act II.  One of the main differences between the Australian and American 
versions is that Sheridan attempted to create a piece more in the line of comic opera than musical comedy.  
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 The narrative is played out over two acts - Act 1 being set largely in "The King's Palace" and Act 2 being set in 
Queen Lilli's Palace in Spoojuland. The comedy of the piece is founded on the action of King Dodo who orders a royal 
proclamation that all clocks in his kingdom be set back thirty years. The action of the story begins then with a number 
of his subjects discussing the confusion outside the Dodo Arms. Several of the Sanchez the Innkeeper's patrons, for 
example, are refusing to pay  their bills because according to the new system they haven't yet been born, while he 
himself has kicked out his termagant wife, telling her he is now too young to be married. Additional humour is created 
when King Dodo directs his subjects to feel free to criticise him without fear of punishment - but only when he has 
taken off his crown. If they should do so when the symbol of sovereignty has been restored to his head… then woe 
betide the poor fool! When King Dodo determines to get hold of an elixir of youth he threatens the Court physician, Dr 
Fizz with death should he fail. Dr Fizz eventually produces two mixtures for the King to try - but he decides to test them 
on the cheap by using his Court historian. All seems well when the first mixture unbends the historians back and cause 
him to dance wildly around the court. The second mixture, however, blows him to smithereens, and the good doctor is 
sentenced to execution. Before this can happen, one of the King's soldiers, Piola, persuades him to try the waters of a 
special spring in nearby Spoojuland. This leads the story to the palace of Queen Lilli's, with whom the king falls in love. 
Eventually order is restored in Dodo's kingdom when the Queen proves to King Dodo that she loves him for who he is 
and that age has not bearing on that love. 
1902: Daly's Theatre (New York, USA); 12 May- 
1905: Criterion Theatre (Syd); 10-24 June  [13 pfms] 
 - Dir/Prod/Lse. John F. Sheridan; M Dir/Cond/Arr. Frederick W. Weierter; S Art. George Campbell; Cost.  
    Lincoln Stuart Ltd; Chor. Minnie Hooper; Mngr. Alec Verne. 
- Cast incl. John F. Sheridan (King Dodo), Maude Amber (Lilli, Queen of Spoojuland), Winfield Blake (Piola, a  
   soldier of the King), Heba Barlow (Annette, Daughter of Sancho), Heloise Austa (Angela, Ward of King  
   Dodo), Rupert Julian (Dr Fizz, Court Physician), George Tutton (Pedro, Court Chamberlain), D'Allan Clarke  
   (Mudge, Court Historian), Thomas Curran (Sancho, the Innkeeper), Robert Noble (Pursuivant, to King Dodo),  
   Mr Curran (Bohilla, Commander to Queen Lilli), Nellie Huntley (Coralie), Bert Rowley (Deigo), Thomas  
   Hood (Lopez), Horace Jardine (Jose), George Burnett (Unio, an agitator), Alf Thornton (Jeppo), Little  
   Gulliver (Arizona Pete, a wooden Indian/The Baby Elephant), Elsie Beetham and Elsie Wilson (Herald to the  
   King), Myra Wood and Irene Jones (pages). Corps De Ballet:  Stella Tate, Muriel Williams, May Bradley,  
   Elsie Wilson, Cissie Hunter, Mabel Mitchell, Rose Massey, Rene Seaton, Gertie Rowland, Ruby Hooper,  
   Queenie MacDonnell. 
- Musicians incl. Samuel White and Frank Eugarde (leaders). 
 
 "In the Orchestrals." TT: 1 June 1905, 5. 
"King Dodo at Dalys."  NYT: 13 May (1902), 9. 
 "King Dodo at the Criterion."  SMH: 12 June (1905), 3.           [see also advert. SMH: 10 June 1905, 2, and prev. - SMH: 10 June 1914, 14] 
 "Music and Drama."  SMH: 24 June (1905), 4. 
 
 
A MOORISH MAID: [aka QUEEN OF THE RIFFS]  [comic opera]  Lib. J. Youlin Birch; Add  
 Lib. David Souter (1910); Mus. Alfred Hill 
 Resembling "one of the burlesques of 50 years ago brought up to date, with better music and more modern 
allusions" (SMH: 30 Apr. 1906, 4), this comic opera, first performed in New Zealand, revolves  around romance set 
amidst an exotic background of Arabs, Nubian slaves and rogues. The story begins with the capture of 
Princess Hashmas by La Zara and her brigands and her rescue at the hands of the dashing Prince Omar. Later, whilst 
recovering from the wounds he received in the battle, the prince sends his steward Gastro as his ambassador to the 
princess's family to arrange a love match. Gastro assumes his master's identity, however, and aspires to the hand of the 
princess. Described as an 'over-dressed little wretch, timid and impudent,' the steward is not only already engaged to 
one woman, Mena, but also finds himself with a third love interest - La Zara. This situation is said to have provided a 
number of comedic interplays. Vaudeville-style entertainment was also incorporated into the 1906 Sydney production 
through the presence of the Bovis brothers who presented a skit burlesquing melodrama. 
 The libretto by J. Youlin Birch, a theatre critic for the New Zealand Herald, was roundly criticized by the 
Sydney Morning Herald theatre critic who suggested that "degenerated public taste, rather than any deliberate intention 
on the part of … Mr Birch… must be held responsible for the form in which Alfred Hill's new opera won success." The 
review went on to note that since it premiered in New Zealand the libretto had been "reformed with an asses head" (30 
Apr. 1906, 4). The same critic also described Hills score as considerably lower in standard than his previously 
successful opera Tapu. The Theatre, while less vitriolic in its criticism, also drew attention to what it called "a rather 
disjointed story… so interspersed with jokes (many of them of doubtful years) and variety turns that the best part of the 
libretto serves now only as a medium for introducing green comedians who do the rest." Concerning the score, the critic 
suggested that while "always bright and tuneful… it is in a very different vein from the author's Taper [sic] and Lady 
Dolly" (TT: May 1906, 19). Both critics did, however, agree that A Moorish Maid satisfied the public's expectations, 
with the Theatre reporting, for example, that "the general effect of the venture is a good evening's amusement as 
testified by the volumes of laughter and applause… by an audience which packed the theatre in every part" (May 1906, 
19). 
 The Sydney Morning Herald critic writes of Alfred Hill's score: "He has designedly written to please the general 
ear with light and graceful themes, and only once, in a splendid aria for La Zara, does he rise to the full height of his 
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powers, though at time his dainty employment of Eastern colouring reminds the audience of the original scope of the 
work… the patter-songs and comic numbers possess a more distinctive vein of melody than is usual in pieces of this 
kind" (4).  Songs known to have been written for A Moorish Maid are: "Only Myself to Blame" (Gastro); "A Little 
Moorish Maid" (Mena); "I've Travelled" (patter song, Gideon Gay); "Gay Paree" (duet, Marie and Gastro); "Loverland" 
and "See O'er the Mountains" (La Zara); "Come to the Brigands' Retreat" (Prince Omar); "A Brigand Am I" (Elferino), 
"Moorish Carnet Dance and Chorus" (Princess Hashma and chorus) and the "Ly Ly" chorus. A review of the 1910 
revival also mentions Princess Hashma's solo song, "I am Thy Captive." 
 Hill revived the operetta in New Zealand in 1907, with comedian Fred H. Graham helping to produce it. Three 
years later Hill inserted some new ensemble numbers into the work and conducted the orchestra for its 1910 Christmas 
revival. Some additional material for this production was also supplied by writer/librettist, David Souter. Although 
essentially an amateur production, Hill was able to engage four professionals to take on major roles, with Madame 
Slapoffski as La Zara, Arthur Appleby as Prince Omar, Tom Cannam as Gastro and emerging actress, Marcia Boulais 
(who revived her role as Mena for the 1913 Repertory Theatre season). 
 On 23 January 1913 a private performance, to an audience of some 150 people, was presented at the White 
Room of the Savoy Hotel by Alfred Hill's representative, Mr Cunningham Bridgeman. Members of the audience 
included the High Commissioner of New Zealand, Sir Joseph Ward, Lady Ward, and Lady Plunkett. During the same 
year advertisements appeared in the Sydney Morning Herald (c Feb/Mar) calling for amateur actors and singers to take 
part in a production of the comic opera under the auspices of the City Operatic Society, a joint venture between the 
Austral Operatic Society and the City of City Musical Comedy Company (see 15 Feb. 1913, 2; and 3 Mar. 1913, 3, for 
example). A production was eventually staged by the Repertory Theatre Society at their newly renovated Sydney 
theatre in Grosvenor Street, with Alfred Hill acting as both producer and conductor. Involving some 75 or more 
performers, the revival was part of a series of fund-raising activities organised to get the venue up and running as a 
permanent operation. The advisory board for the Repertory Theatre Company included Arthur H. Adams, David H. 
Souter and Alfred Hill. 
 In a 1914 Theatre interview Hill drew attention to the insufficient financial rewards for Australian composers, 
and the problems relating to poor libretti, matters he experienced first hand with his operas Tapu and A Moorish Maid: 
 
There is no money in writing music, absolutely none. What have I made out of my compositions? I received £100 
from the late J.C. Williamson for the producing rights and half the music rights of Tapu. As you know, the opera 
didn't succeed. Mr Williamson had always faith in the music, but he couldn't get a satisfactory libretto. The 
Moorish Maid also suffered from a bad book and even as it was we took £1000 in a week with it in Auckland, 
and it did the same thing in Wellington…. Apart from the little I got out of this, and the straight-out fee I received 
for Tapu composition has brought me nothing (qtd. in McCreadie "Some Backgrounds" 196).  
 
1905: His Majesty's Theatre (Auckland, NZ); 26 June - 
 - Dir. Fred Graham; Cond. Alfred Hill. 
 - Cast incl. Fred Graham (Gastro), Lillian Tree (La Zara), Miss Dent, Marion Mitchell (Mena), Sissy Sandford,  
    Archdale Taylor, Hamilton Hodges. 
1906: Palace Theatre (Syd); 28 Apr. - 5 May 
 - Dir/Prod. George Stephenson; Cond. Alfred Hill. 
 - Troupe: George Stephenson's English Musical Comedy Company. 
 - Cast incl. Rosina Buckmann (La Zara, chiefainess of the Ruffians), Charles Albert (Prince Omar), Edward  
    Lauri (Gastro), May Garstang (Mena), Charles McNaughton (Gideon Gay, the Divorcer General), Mabelle  
     Morgan (Princess Hashma), Roland Watts-Phillips (Zuleika), Harold Reeves (Elferino, Lieutenant of  the  
    Ruffians), Charles Bovis (Heavy Leed), William Bovis (Freddy Buff), May Beattie (Marie).  
-  A Moorish Maid marked the farewell Australian appearances of May Beatty, Edward Lauri, Charles  
   McNaughton and May Garstang, who all sailed for England in late May. 
1907: His Majesty's Theatre (Dunedin, NZ); 5-14 Dec. 
 - Dir. Fred H. Graham; Cond. Alfred Hill. 
 - Cast incl. Rosina Buckman. 
 - The cast consisted of professional actors in the main roles, with the minor roles and chorus made up of local  
    amateurs. 
1910: Royal Standard Theatre (Syd); 26 Dec. – ca. Jan. 
 - Dir/Chor. Ruby Hooper; Cond. Alfred Hill; Orch Ldr. Cyril Monk; S Art. Leader Williams. 
 - Cast incl. Madame Slapoffski (La Zara), Arthur Appleby (Prince Omar), F. Oakden Brookes (Elferino, Tom  
   Cannam (Gastro), Marcia Boulais (Mena), Sidney Price (Alli Mehemet), Zara Wolinski (Princess Hushma),  
   Vivian Ross-Brown (Zulieka), Ruby Guest (May), Clarice Buckman (Theta), Valette Sydney (dancer). 
1913: White Room, Savoy Hotel (London, Eng); 23 Jan. [private performance as Queen of the Riffs] 
 - Cast incl. Rosina Buckman.  
1913: Repertory Theatre (Syd); 18-28 July 
 - Prod Repertory Theatre Society; Cond. Alfred Hill; Orch Ldr. Julia Moran; Chor/Dir. Ruby Hooper; S Art.  
    Leslie Williams; Mngr. Downes Johnstone. 
 - Cast incl. Muriel Barton (La Zara), Frederick Asmussen (Prince Omar), Vivien Ross-Browne (Zulieka),  
    Marcia Boulais (Mena), Jack Walsh (Gastro), Sydney Van Gilder (Ali Mehermet), F. Oswald Aarons  
    (Elferino), Kathleen O'Brien (Princess Hushma), Eva Pitt (May). 
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-  From 21 July Miss Clarence F. Terry replaced Muriel Barton as La Zara; Beta Rattray replaced Marcia  
    Boulais as Mena; and Nina Webb replaced Vivian Ross-Browne as Zulieka. 
-  Advertising in the Sydney Morning Herald highlights Marcia Boulais' revival of Mena, the Moorish maid, "a  
   part in which she made such a remarkable success in the previous production of this opera" (19 July 1913, 2).  
-  The Repertory Theatre was previously known as Federation Hall. 
 
McCreadie, Andrew D. "Alfred Hill (1870-1960): Some Backgrounds and Perspectives for an Historical Edition." MMA: 3 (1968), v.  
 pags. 
"Moorish Maid, A." SMH: 30 Apr. (1906), 4. 
"Moorish Maid, A."  SMH: 19 July (1913), 23. 
"Moorish Maid, A."  TT: May (1906), 19. 
"Music and Drama."  BC: 19 Nov. (1910), 12.     [rnib] 
"Music and Drama." SMH: 28 Apr. (1906), 4. 
"Music and Drama." SMH: 15 Mar. (1913), 4. 
"Repertory Theatre, The."  SMH: 28 July (1913), 3.            [see also prev. SMH: 7 July 1913, 4; and advert. 12 July 1913, 2] 
TT: 15 July (1905), 5.      [rnib] 
TT: May (1906), v. pags.  Photographs.      [rnib] 
TT: 1 Oct. (1907), 9; 1 Nov. (1907), 6.      [rnib] 
 
 
UNCLE'S VISIT:  [musical sketch]  Txt/Mus. [n/e] 
 It is likely that this Warne/Octavia turn would have essentially been a society sketch, staged with one or more 
songs, and may well have been written by the pair.  
1905: Theatre Royal (Bris); 17 July - 
- Dir/Prod/Sub-Lse. Ted Holland; Lse. Percy St John. 
- Cast: Dave Warne, Lilly Octavia. 
 
 
THE AGONY COLUMN:  [play with music]  Txt. W.H. Binstead and Evelyn Faunce; Mus. [n/e] 
 The Sydney Morning Herald reports that this one act comedy with music was staged for copyright purposes at 
Queen's Hall on the afternoon of 18 August 1905. Another work, the two-act drama, A Bitter Sacrifice, by the same 
authors was also performed on the same program. The cast for The Agony Column may have included Evelyn Faunce 
(she appears in a lead role in the other work). The Herald notes that while she "has played leading parts in London... 
this will be her first appearance on the Sydney stage" ("Copyright Performances" 19 Aug. 1905, 14). 
1905: Queen's Hall (Syd); 18 Aug. 
 
 
THE COQUETTE; OR, A SUICIDE POLICY:  [comic opera]   Lib. W. J. Curtis and John I.  
 Hunt; Lyr. W. J. Curtis; Mus. W. Arundel Orchard 
This W. Arundel Orchard operetta, composed to a libretto by John I. Hunt and W. J. Curtis, a young amateur 
actor and member of the junior bar. This was to be the first of two operettas that orchard and Curtis collaborated on - 
the other being The Emperor (1906). The story concerns Gilbert Cameron (a baritone) who is in love with the 
indifferent Nanette (a soprano).  In a fit of despair he joins the Suicide Club, and is selected to die at his very first ballot, 
but changes his mind and flies to Colombo. He (and for diverse reasons several others in the company), is pursued by 
the Suicide Club who seek his death. Eventually captured Gilbert is about to be put to death when the intercession of 
Lady Bloomsbury gains his reprieve by her suggested alteration of the Club's rules from "and he on whom the Fates 
decide, within three months time must suicide" to "must take a bride." 
 Of the music, the Sydney Daily Telegraph observed that "whatever success comes of the new opera is derived 
mainly from its music… [the composer] displays a gift of melody and harmony which finds expression, for example, in 
such tuneful ballad music as the solo for soprano in the first act, "Love And Duty," or the sparkling trifle, "If I Were 
You," a quintette in graceful dance measure or the rousing toast song in the last act… Mr Orchard has dealt lightly with 
his orchestra, so that the voices are never overweighted." The same critic reports that the "libretto is distinctly the weak 
part of the work. The lyrics possess no overwhelming literary merit and their metre is halting here and there" (qtd in 
"Musical and Dramatic Notes" WA: 19 Sept. 1905, 9). 
 In its review of the opening night, the Sydney Morning Herald suggests that "The Coquette, as it stands would 
represent the kind of comic opera which runs for about fifty nights in London, which is tantamount to admitting that it 
is not equal to the only standard with which Australian playgoers are acquainted. That is to say [it] would be quite 
favourably reviewed by the London critics… but it would never reach Australia. The only pieces with which our 
audiences are acquainted are those which have made gigantic successes in London" ("Palace Theatre" 8). The Theatre 
critic, however, tended towards a more positive approach to the opera, describing the production as an event of almost 
national importance: 
 
Despite the belief to the contrary, a local product suffers in no way by comparison with the imported article, in 
fact, placed beside some recent alleged comic operas which have been foisted on Australian audiences, the new 
work is miles above them, both from a musical and literary standpoint. The book… displays a certain amount of 
originality though lacking somewhat in comedy… Mr W. Arundell Orchard's music is tuneful, bright and 
original, and what is most gratifying, appropriate, the music seemingly suggests the surroundings and words. His 
choruses are a regular musical feast of harmony, though at times extremely complicated (12). 
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1905: Palace Theatre (Syd); 28 Aug. - 2 Sept.    [6 nights and a matinee] 
 - Cond. W. Arundel Orchard; Chor. Minnie Hooper.  
 - Cast incl. Minnie Regan (Nanette), Mary Allen (Lady Bloomsbury), W. J. Curtis (Jeremy Pymble), S. A.  
    Gorden (Gilbert), Cuthbert Sancroft, H. Blandford Wright, J. C. McKeown (Percival Pryington), W. D.  
    Loughlin, Clare Lyttleton (Vivienne Vanburgh).  
 - The entire cast numbered some 100 performers, including a chorus of some fifty amateurs. 
 
“Coquette, The.”  TT: 15 Aug. (1905), 14. 
“Coquette, The.”  TT: 1 Sept. (1905), 12. 
"Musical and Dramatic Notes."  WA: 19 Sept. (1905), 9. 
"Music and Drama."  SMH: 22 July (1905), 4. 
Orchard, W. Arundel. The Distant View (1943), 29-31. 
“Palace Theatre - The Coquette.” SMH: 29 Aug. (1905), 8. 
TT:  1 Sept. (1905), 12, 13.  Photographs.     [rnib] 
 
 
TRILBY:  [burlesque]  Txt/Mus. [n]e 
 It is not clear what relationship this production has with another burlesque of Du Maurier's famous story, staged 
in March 1897 under the management of Delohery, Bovis and Deane at the Gaiety Theatre (Bris). In the company for 
that production were Ted Holland and James Craydon. Nina Rochester and Walter Rivers, who played the leading roles 
in the 1905 burlesque, were at the time engaged by Ted Holland to supply society sketches, and could possibly have 
been involved in the adaptation/creation of the piece. 
1905: Theatre Royal (Bris); ca.14 Nov. 
 - Dir/Prod/Sub-Lse. Ted Holland; Lse. Percy St John. 
 - Troupe: Ted Holland's New Vaudeville Entertainers. 
 - Cast incl. Nina Rochester (Trilby), Walter Rivers (Svengali). 
 
 
THE GOLDEN CORNFIELDS:  [musical entertainment]  Txt. [n/e]; Mus. Fred Hall 
 Advertised as a "entirely new and original first part," the songs and chorus were especially written for Harry 
Rickards. The extent to which a narrative thread runs through this production remains unclear. 
1905: Tivoli Theatre (Syd); 23 Dec. 1905 - 5 Jan. 1906 
 - Dir/Prod. Harry Rickards; S Art. Alfred Clint; Cost. Mrs Huxham. 
 - Cast incl. Dorothy Dennis, Edie Calder, Violet Martin, Emily Neville, Ruby Forde, Evelyn Dolby, Maud  
    Edwards, Liella Delmont,  Emma Murray, Bertha Lloyd, Myra Thompson, Lily Kane, Emily Keeley, Daisy  
    Vernon, Kitty Mason, Daisy Berry, Mabel Bell, Eva Stewart, Lillian Davis. 
 
 
* THE FUN DOCTOR:  [musical comedy]  Lib. George Forbes; Mus. [n/e] 
 The only reference to this production located to date is a brief paragraph in the "Music and Drama" column of 
the Sydney Morning Herald. The writer indicates that "Forbes, who at one time was prominent on the comedy stage [in 
Sydney] as a portrayer of 'heavy swells,' has for some years resumed practice as a solicitor [but] has recently written a 
new musical play entitled The Fun Doctor." The paper repots that the work was recently produced at Wyalong, and was 
favourably received as an exhilarating piece of fun, still further animated by songs and dances" (13 May 1905, 4). 
1905: (Wyalong, NSW); n. details 
 
 "Music and Drama."  SMH: 13 May (1905), 4. 
 
 
♦ MATHIS:  [opera]  Lib. William B. Beattie; Mus. Ernest Truman 
 Little is known of this work to date other than a mention of it in the Sydney Morning Herald in the 8 July 1905 
"Music and Drama" column. The writer records that there was a probability that the work would be accepted for the 
Riccordi All-World Grand Opera Competition. The paper goes on further to say that William Beattie had prepared the 
libretto and that Truman's score included some beautiful numbers. The Milan committee, including Signor Riccordi and 
M. Jules Massenet, had approved of the work. No production details or evidence of Mathis having been accepted into 
the competition have yet been located. 
 
 "Music and Drama."  SMH: 8 July (1905), 4. 
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1906 
 
THE EMPEROR:  [comic opera]    Lib. W. J. Curtis; Mus. W. Arundel Orchard 
 The second Orchard/Curtis collaboration, the first being The Coquette (1906), The Emperor is set in Rome 
during the time of the Caesars. The story concerns the adventures of a gladiator named Tintax who poses as a marble 
statue, and on revival is reverently recognised as Apollo by the credulous art-students. A sub-plot concerns Felicia who 
desires to marry Porus, and a sculptor, Serius, who has similar designs on Aurelia. They bribe the masquerading Tintax 
to break the authorised match.  
 Described as "the event of the past month," the work was seen by the Theatre critic as "a very welcome addition 
to the brief list of Australian made operas." Accompanied by Orchard's "captivating music" the "well defined… [and] 
genuinely witty" narrative is said to have proved amusingly effective." The same critic went on further to record that 
"Mr Curtis has written some excellent lyrics, and his dialogue is bright and pungent, and in the second act the lines on 
"life," previous to the quintette, have a sound philosophical ring, that shows that the author is a keen observer of human 
nature." (1 Dec. 1906, 12).  
Concerning the music, the Theatre notes that while "Mr Orchard has scored his music perhaps with too heavy a 
touch in some places… the effect is to add a graceful dignity thoroughly in keeping with the period of the opera. 
Speaking generally the vocal music is tuneful and free from involvement, and one of its characteristics is the abundance 
of well defined melodies, while the orchestration throughout is decidedly pleasing, and occasionally rises to a high 
plane of merit" (12). Songs known to have been written for the work are: "The Scent of the Twilight Roses" (sung by 
Laurel Noakes), "The Vision" (McKeown), "The Monarch of Wine" (Gordon), "Love's Arithmetic" (Menser), "Students 
of Art" and "The Invocation" (chorus).  
Both the composer and librettist were called before the audience after the premiere production, with part of W. 
J. Curtis' curtain speech being reported in the Theatre: 
 
There were no prophets in one's country, and if possible fewer profits even than that - [to much laughter]… at a 
later date they hoped to stage the piece in London, and there reap the reward of their labour. [The] principles and 
chorus had worked like Trojans without return of any kind, and he felt that he owed them a debt of gratitude it 
would be impossible to repay. [Cheers] He knew many friends who would be glad to learn that, in spite of an 
outlay of about £400 for the week's season, no loss had resulted. [Cheers]  (TT: 1 Dec. 1906, 13). 
 
Curtis' reference to the paucity of prophets/profits may well have been in response to comments published in the Sydney 
Morning Herald following the previous year's premiere of The Coquette. The paper's observation in relation to the 
quality of that original Australian  production and  the local audiences, was that it represented "the kind of comic opera 
which runs for about fifty nights in London,  which is tantamount to admitting that it is not equal to the only standard 
with which Australian playgoers are acquainted. That is to say [it] would be quite favourably reviewed by the London 
critics… but it would never reach Australia. The only pieces with which our audiences are acquainted are those which 
have made gigantic successes in London" ("Palace Theatre" SMH: 29 Aug. 1905, 8). 
1906: Palace Theatre (Syd), 7 Nov. -  8 Dec. 
 - Cond. W. Arundell Orchard; S Art. Harry Smith; Chor. Minnie Hooper; S Mngr. A. MacNicol Turner; Cost.  
    Harriet Balton [Batham?]. 
 - Cast incl. Laurel Noakes (Aurelia), J. C. McKeown (Porus), S. W. Gordon, Rubie Menser, E. H. Fahy  
    (Tintax), Meta Haytor (Aurora), G. Marsh Little (Augustus, Emperor of Rome), Mr Sussmilch (Furious  
    Cursor), A. Pope (Pius Cinna), O. U. Nickless. 
- Musicians incl. F. Mowat-Carter (lead violin). 
 - The cast also included a chorus of some fifty members. 
 - The season was extended by one night (the 8
th
) in order to provide a benefit to W. Arundell Orchard "in  
   recognition of his efforts to establish comic opera in Australia" (TT: Dec. 1906, 7). 
 
 "Australian Manufactured Opera."  TT: 1 Dec. (1906), 12-13. 
 "Emperor, The."  TT: Nov. (1906), 19. 
 "Emperor: A New Work by Local Authors." TT: Oct. (1906), 15. 
 "New Opera - The Emperor."  SMH: 3 Nov. (1906), 14. 
 "New Opera - The Emperor."  SMH: 8 Nov. (1906), 8. 
 TT: 1 Feb. (1907), 7, 14.  Photographs.     [rnib] 
 
 
PARSIFAL; OR THE REDEMPTION OF KUNDRY:  [play with music]  Txt. Thomas  
Hilhouse Taylor [aka Toso Taylor]; Mus. Christian Helleman 
#  Angus and Robertson (Syd), 1906. 
#  Lothian (Melb), 1907. 
Described as a "romantic mystery drama founded on ancient legends and stories of the grail," and as "a colossal 
spectacular of mythological splendor," this verse play with music is an adaptation of Wagner’s Parsifal (SMH: 24 Dec. 
1906, 3). The production, which required some 180 stagehands, ran for 51 packed performances in Sydney alone, 
managed to exceed the immense splendor of previous extravaganzas such as Djin Djin and Matsa to become 
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Williamson's most ambitious project to that date. Ian Dicker, in his biography of the entrepreneur notes that although 
not Williamson's only production by an Australian playwright, it was "quite his most successful" (152), an observation 
which is amply supported by the critical responses to the production.  
The advent of Parsifal on the Australian stage came about despite the attempt by Wagner to place an embargo 
on his opera being performed anywhere but in the theatre he had purpose built in Bayreuth (Ger). With the precedent for 
ignoring the composer's wished having occurred when the New York Metropolitan Opera staged a production in 1903, 
Williamson, along with partners George Tallis and Gustavo Ramaciotti, decided to stage a version of the story in 
Australia without the composer's original music. The Reverend Thomas Hilhouse Taylor [aka Toso Taykor], who had 
previously written several pantomime librettos, along with a number of dramatised religious and Biblical stories, was 
engaged to write the new text. In order to establish copyright ownership of the Taylor text, Williamson arranged a 
reading of the work on Tuesday morning of 22 May 1906 at Her Majesty's Theatre, Melbourne.  The reading was 
undertaken by members of the Tittell Brune company (TT: July 1906, 13). 
Staged in four acts and ten scenes, the drama is drawn from a 13
th
 century poem which tells of a guileless fool, 
Parsifal, who releases Kundry, the woman who supposedly mocked Jesus on the cross, from having to endlessly wander 
the earth.  Taylor departed from Wagner's approach by turning Kundry ("the cursed one") into a more central figure in 
the story. It is her redemption, then, that becomes the thematic impulse around which the narrative operates.  The 
production was not without its detractors, however. Actress/evangelist, Ada ward, who had recently created a stir in the 
acting profession by claiming that an actress could not be a Christian, publicly denounced the production as anti-
Christian ("Music and Drama" 13). 
The musical score by Christian Helleman, a Sydney-based conductor/musical director and organist, who at the 
time was conductor of the Enmore Choral Society, consists mostly of incidental music (which included arrangements of 
some of excerpts from Wagner's original opera). The production did, however, contain several songs and dances, 
notably those performed by Kundry - "the singing and dancing medieval temptress who sought goodness, love and 
marriage with Amfortas, one of the White Knights, but who was bound to obey every wish of the evil sorcerer 
Klingsor." The wizard is eventually defeated after Titurel, the King of the Holy Grail, sends forth his son Amfortas, to 
attack Klingsor's castle armed with the Sacred Spear.  (Brisbane 148). 
Set within a world of mythological and medieval splendor, the production utilised the most up-to-date lighting 
and mechanical techniques available. The fourth act of the extravaganza culminated in a massive scene of destruction 
whereby the castle of Kingsor was destroyed by earthquake - temples and pillars crashed to earth with thunderous roars 
while the lighting highlighted a panoramic visual spectacle as the sky was filled with swiftly moving clouds. The 
Theatre records that Williamson had it in mind to attempt to replicate the splendor of the New York Opera production, 
which cost a reported ₤16,000 (TT: July 1906, 13). 
1906:  Her Majesty’s Theatre (Syd); 22 Dec. 1906 - 15 Feb. 1907  [51 pfms] 
 - Prod. J. C. Williamson, George Tallis and Gustavo Ramaciotti; M Dir. Christian Helleman; S Art. John  
    Gordon, W. R. Coleman and W. Little; Props. Rock Phillips; Cost. Emily  Nathan; Chor. Minnie Everett. 
 - Cast incl. Minnie Tittell Brune (Kundry), Thomas Kingston (Parsifal), Vivian Edwards, Gaston Mervale, J. B.  
    Atholwood, John Beauchamp, Harry Sweeney, T. W. Lloyd, Stanley Walpole, Lawrence Harding, H. H.  
    Reeves, Percy Coward, Mr Mervale, Nellie Ferguson, Nellie Calvin, Susie Vaughan. 
- This production was advertised as being presented for "the first time on any stage" (SMH: 22 Dec. 1906, 2), 
1907: Her Majesty’s Theatre (Melb); to ca.Apr/May.   [5 week season] 
 - Cast and production mostly as for Sydney season. 
 
 Brisbane, Katherine.  Entertaining Australia. (1991), 148. 
Dicker. Ian.  JCW.  (1974), 151-2. 
Editorial. TT: Mar. (1907), 3.   
Kelly, Veronia."  "J. C. Williamson Produces Parsifal; Or, The Redemption of Kundry."  THS:  15 (1995): 161-81. 
"Music and Drama." BC: 5 Jan. (1907), 10.                              [see also: BC: 23 Mar. 1907, 13; BC: 27 Apr. 1907, 13] 
 "Parsifal." SMH: 24 Dec. (1906), 3. 
 
 
ALICE IN WONDERLAND:   [pantomime]  Lib. Saville Clark; Mus. Walter Slaughter. 
 Based on the popular story by Lewis Carroll, with costumes taken from John Tenniel's famous illustrations, this 
production was performed by a company of juvenile actors. The libretto was said to have strung "together dialogue and 
scenes from the two volumes, the first act showing 'Wonderland,' and the second 'Through the Looking Glass'" (SMH: 
25 Dec. 1906, 7).  
 The same Sydney Morning Herald reviewer wrote, concerning the music, "Mr Walter Slaughter's simple 
melodious music is a strong point in the pantomime," going on to further describe it as "vivacious." 
1906: Her Majesty's Theatre (Syd); 24 Dec. 1906 – ca. Jan. 1907 
 - Dir/Chor. Minnie Everett; Prod. J. C. Williamson, George Tallis and Gustavo Ramaciotti; M Dir. Fred  
    Quintrell; Prpt. Rock Phillips; Ast S Mngr. George Bryer; Cost. Emily Nathan (from original designs by  
    John Tenniel); Ast Chor. Lily Seton. 
- Cast incl. Rosie Fitzgerald (Alice), Cyril French, Clyde Cook, Charles Smith, Harry Le Breton, Arthur Allen,  
   Elmo Seaton, Madge Cass, Donald Royle, Doris Tindall, Lizzie Anderson, Signor Antonio and his Trained  
   Dogs. 
 
"Alice in Wonderland."  SMH: 25 Dec. (1906), 7. 
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1907    
 
THE PIRATES OF PARRAMATTA; OR WAGNER OUTWAGGED:  [burlesque]   
 Txt/Mus. [n/e] 
 Possibly written by Charles Pope, with assistance from others in the company (including Charles and Will 
Bovis), The Pirates of Parramatta was described in advertising as "the great farcical, musical, comical, burlesque, 
operatic extravaganza" (SMH: 12 Jan. 1907, 2). 
1907: National Amphitheatre (Syd); 5-17 Jan.   
- Dir. Charles Pope; Prod. James Brennan; M Dir/Cond. Percival Davies; Chor. Chrissie Royal; Cost. Harriet  
   Batham; S Art. W. H. Wilson. 
- Cast incl. Will Bovis, Joe Rox, Will Wallace, Charles Pope, Sam Keenan, Mamie Lewis, Essie Jennings,  
   Nellie Marshall. 
 
 
THE CONGRESS OF ALL NATIONS:  [music theatre]  Txt/Mus. [n/e] 
 Advertised as being staged for the first time in Sydney, an "entirely new and original First Part… in which over 
45 artists will represent the characteristics of all Nationalities" (SMH: 23 Feb. 1907, 2). 
1907: National Amphitheatre (Syd); 23-28 Feb.  
- Prod. James Brennan; M Dir/Cond. Percival Davies; Chor. Chrissie Royal; Cost. Harriet Batham; S Art. W.  
   H. Wilson. 
- Cast incl. Charles and Will Bovis, Joe Rox, Will Wallace, Charles Pope, Sam Keenan, Mamie Lewis, Essie   
   Jennings, Nellie Marshall, Denis Carney, Phoebe Lewis, Maud Stewart, Carden Wilson, Joe and Madge  
   Vivian, Walter Cottier, Herb Livingstone, Chrissie Royal, Leila Delmont, Dick Stead, Master Jim Saunders,  
   W. H. Russell, Dulcie Cardwell, Eva Dagmar, Marie Rendall, Pauline Williamson, Lillie Boyle, Violet  
   Williamson, Cora Stanton, Mabel Howarth. 
 
 
 
The Pirates of Parramatta (advertisement) 
Sydney Morning Herald 5 Jan. 1907, 2. 
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1909    
 
THE BABES IN THE WOOD:  [pantomime]  Lib. Alf G. Lumsden; Mus. [n/e] 
#  Stanley Mullen, 1909 (songs) 
#  Troedel and Co, 1909 (libretto) 
 The Age records that this version The Babes in the Wood contains "a decidedly Australian flavour" (28 Dec. 
1909, 6). The chief characters include the two children, Jack (the Miller's son), Maria (the children's governess), the two 
robbers (one described as "a robber bold and a robber bolder"), Baron Steakanchips, Phyllis (the Baron's Daughter), the 
Demon King and Titania (The Fairy Queen). The cast, as advertised in the West Australian, comprised some 250 people 
- with characters including goblins, fairies, bathers, sailors, imps, demons, birds, huntsmen, sprites, will-o-the wisps and 
giants. The Argus also reports that the prologue "a story in itself," takes place in "a veritable palace of mammoth toys, 
in which soldiers, teddy bears, Noah's Arks, golly-wogs and storybooks figure prominently. Santa Claus [also] arrives 
in his areoplane amongst the wondering youngster who arte thinking out the pantomime they would like. The magic 
book opens and shows them successively Cinderella, Little Red Riding Hood, Sinbad and last, The Babes in the Wood, 
which the youngster acclaim with glee in a song and dance "The Baby Park Parade." The pantomime proper then begins 
in the icy regions around the North Pole where the Demon King lives (28 Dec. 1909, 7). 
 Songs known to have been incorporated into the narrative included: "Australia's Got a Navy of Her Own," "Ship 
Ahoy," "The Silvery Moon" and "Banish Sorrow" (sung by Lilian Lea); "By the Blue Lagoon" (Lilian Lea and Alice 
Bennetto); and "What, What, What" (James Foreman and Peter Fannan), "The Grand Hotel" "Vodka Be Mine" and 
"When Mr Poverty Comes Knocking at Your Door" (Nat Clifford); "Bottle O" and "Up in an Aeroplane" (Hagan); 
"Policeman Moon" (Alice Bennetto); "Oh Ah Oh Ah" (Nat Clifford and George Dean); and a song sung to the final 
tableaux, "Australia's Pride" (sung by James Hughes). A comprehensive listing of songs was published by Albert's in 
the 12 March edition of the West Australian. The song "Bottle-O" was written by Ella Airlie (and published by both 
Allan and Co and Stanley E. Mullin). 
 The "spectacular" highlights of the production are said to have been: "The Baby Park Parade," "The Fairy 
Picture Book," "The Iceberg of the Fairy Queen," "The Children's Palace of Toys," "The Big Hat Parade," "Australia's 
Navy," "The Burlesque Fight of the Robbers," and "Revels at the Seaside." Miss Margaret Kloss performed a dance to 
the ballet, "Vision of Salome Waltz."  
1909: Kings Theatre (Melb); 27 Dec. - 9 Feb. 1910   
- Dir. John Wallace; Prod. William Anderson; M Dir/Cond. Henry Hawkins; Chor. Maud Cosham; S Art.  
   Rege Robbins and John Ricketts. 
- Cast incl. Lilian Lea (Jack), Nat Clifford (Maria), George Dean (Baron Steakanchips), Jack Hagan (Simple  
   Simon), Alice Bennetto (Phyllis), Levinia Clinton (Titania), Elsie May, James Hughes (Demon King), Olive  
   Robinson (Milk Maid), Bertha Gordon (Regie, a Babe) and Dorothy Leigh (Rosie, a Babe) James Foreman  
   (Snatchem) and Peter Fannan (Catchem), Heller and Walhalla (Strawberry, a frisky cow), the Lentons,  
   Margaret Kloss, Wilton Power (Santa Claus), Maud Cosham (Rudolph, Jack's friend). 
1910: (Adelaide);      [return season begins 16 Apr.] 
 - Cast and production mostly as for Melbourne season. 
1910: Western Australian tour (begins Perth 5 Mar.) 
 - Cast and production mostly as for Melbourne season. 
 - Characters identified in the WA tour production advertising/reviews but not identified in the Melbourne    
    season are: Marshall Palmer (Lightning, the baron's Chief of Staff), W. Driscoll (Grist, a miller), Ed Fairfax  
    (Perks, a farmer).  
 - Tour itinerary incl. Her Majesty's Theatre (Perth)  5- 19 Mar. 
    Kalgoorlie    Easter 
    Fremantle 
1910: (Newcastle, NSW); ca. April/May 
 
"Albert's Sixpenny Music and Pantomime Successes in Aladdin and Babes in the Wood."  WA: 12 Mar. (1910), 1. Advert.  
"Babes in the Wood, The."  WA: 26 Feb. (1910), 8. 
"King's Theatre  - Babes in the Wood."  ARG: 28 Dec. (1909), 7.  
"King's Theatre Pantomime - Babes in the Wood."  A: 28 Dec. (1909), 6.      [see also advert - A: 25 Dec. 1909, 12] 
"William Anderson's Pantomime - Babes in the Wood."  WA: 7 Mar. (1910), 5.     [see also advert - WA: 5 Mar. 1910, 1] 
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1910 
 
 
 J.C. Williamson's pantomime, Aladdin, with its storyline by Hickory Wood, was set in a variety of locations, 
including Peking, Tokyo, South Africa and the "Australian bush." Although the "new book," is said to have been "plied 
with topical allusions" and an "Australian Bird Ballet" (SMH: 14 Mar. 1910, 4), it is not believed to have contained 
enough input from Australian-resident practitioners to warrant inclusion in this database. 
 Wal Cottier presented a musical sketch titled The French Conductor at the Alhambra Music Hall (Syd) during 
June. Although the July issue of the Theatre records that Cottier "himself can write a first-rate farce" (16), this 
particular piece may well have been adapted from W. Horace Bent's (undated) musical sketch of the same name. 
 Harry and Nellie Quealy presented their musical sketch, Fun in a Kitchen, on at the Tivoli (Syd) beginning 3 
September. The first production was so successful they ran it up until the end of the month. 
 Sydney-based pianist and composer, George F. Boyle, is reported to have had his cantata, The Pied Piper of 
Hamlyn, accepted by Chappell and Co for publication. Set for production in early 1911, despite the fact that Boyle 
himself would be in America (having accepted a position as professor at the Peabody Conservatory), the Sydney 
Morning Herald notes that the cantata would be produced under the baton of Henry Wood and with the Queen's hall 
Choral Society. It is further noted that another of Boyle's cantatas, Don Ramiro, had also been accepted for publication 
by Chappell and Co ("Music and Drama" 1 Oct. 1910, 4). 
 Musical sketch artists, Tom Armstrong and Priscilla Verne presented their turn on James Brennan's circuit 
during the year. One of the works known to have been staged by them was: The Telegraph Office (National Theatre, 
Syd; 1 Oct.). 
__________ 
 
A SUMMER NIGHT:  [operetta]  Lib/Mus George Clutsam 
 A one act operetta presented for the first time as part of a double bill (with Mozart's The Impressario), at the end 
of the Thomas Beecham Opera Comique season at His Majesty’s Theatre (London). The story, taken from one of the 
Heptameron tales, is set in Tuscony and begins at sunset and ends at dawn. It concerns five characters, Facio, a farmer; 
his friend Niccolo; Toni, a peasant muleteer; Lucretia, Facio's wife; and Lisa, a servant to Facio who is betrothed to 
Toni. The action revolves around Facio and Niccolo who attempt to see whether or not Lisa might make herself 
available to one of them. Niccolo wagers he will that night obtain from her proof that she is accessible - the proof being 
the wedding ring that Facio presented her as a wedding present. Facio arranges a meeting with the young girl under the 
chestnut tree when it is dark and Niccolo takes his place.  Lisa consents to the meeting but then confides in her mistress, 
Lucretia, who, unaware that the men have swapped places, takes the girl's place in the dark. A confusion of events 
ensues - Facio discovers in the morning that Niccolo has secured not Lisa's ring but his wife's, and Lucretia discovers 
that it was her husband's friend who made love to her. A happy ending is found in the early morning, but not before 
recriminations and mutual discoveries are exposed.  
 The Pall Mall Gazette critic indicates that the plot, although containing a quality of amusement that redeemed it, 
nevertheless seemed to suffer in its translation from the page to the stage. "One [feels, however], that the opera as a 
whole [is] lacking in cohesion… it was not until the climax of the action occurred that the attention was properly held" 
(4). The Times critic was of a similar opinion, suggesting that several incidents were not fully explained, and indeed, 
became somewhat confusing in their presentation. Both critics also agreed that Clutsam's score, while not setting new 
standards or inviting new directions, did on the other hand carry "the business of the scenes with complete success" 
(LT: 25 July 1910, 13). The Pall Mall Gazette records in this regard that "the music occasionally seemed to lack grip 
[dramatically]… but from the general view is without doubt a very clever piece of work… essentially melodious, 
harmonically fanciful and married throughout by a thorough and complete attention to detail, while the scoring… 
[shows] an admirable knowledge of true effect" (4). The Brisbane Courier reports that one London critic said of the 
opera, "Mr Clutsam's scoring is pointed, fanciful to a degree, picturesque, even humorous when occasion requires, and 
above all things, it comes off" ("Music and Drama" 12). The Sydney Morning Herald a few weeks earlier suggested that 
"being a modern opera, A Summer Night contains scarcely anything of the set air variety, but a great deal of genuine 
melody, well assisted by the composer's unfailing orchestral source" ("Music and Drama" 4). 
1910: His Majesty's Theatre (London); 23 July 
- Cond. Thomas Beecham. 
- Cast: Beatrice La Palme (Lisa), Muriel Terry (Lucretia), Walter Hyde (Toni), Harry Dearth (Niccolo), Lewys  
   James (Facio). 
- The operetta was originally scheduled to be produced a week earlier, allowing it to be staged over several  
   nights. The Pall Mall Gazette suggested that this was a pity as "apparently no other performance [was]  
   possible" (4). 
 
"His Majesty's Theatre - A New English Opera."  PMG: 25 July (1910), 4. 
"His Majesty's Theatre: A Summer Night."  LT: 25 July (1910), 13. 
"Music and Drama."  BC: 24 Sept. (1910), 12.       [rnib] 
"Music and Drama."  SMH: 10 Sept. (1910), 4. 
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THE AUSTRALIAN GOLD DIGGERS:  [musical sketch]  Txt/Mus. [n/e] 
 Believed to have been staged for the first time at Harry Rickards' Sydney Tivoli Theatre, The Australian Gold 
Diggers, was staged around a camp pitched in rugged bush land. The Sydney Morning Herald notes that the voices of 
the quartette of leading vocalists blended well and seemed in harmony with the setting (5 Sept. 1910, 3). 
1910: Tivoli Theatre (Syd); 3-30 Sept. 
 - Prod. Harry Rickards 
 - Cast: A. Sharples, H. Powell, E. Harrison, J. McKellar. 
 
 "Tivoli Theatre."  SMH: 5 Sept. (1910), 3.       [rnib] 
 
 
THE MODERN BLUEBEARD:  [pantomime]  Lib/Mus. Harry Taylor. 
 Described as a "pantomime extravaganza," this Harry Taylor musical comedy/pantomime production is first 
known to have been staged at the Royal Standard Theatre in September 1910. The Sydney Morning Herald review notes 
that it was "light and distinctly catchy in character… and refreshingly free from the vulgarity of allusion, which stains 
too many of its more ambitious kindred" (22 Sept. 1910, 12).  
 It is not known whether there is any relationship between this production and Harry Taylor's 1917 Bluebeard 
production, staged under the management of Stanley McKay. 
1910: Royal Standard Theatre (Syd); 21-22 Sept. 
 - M Dir. Harry Taylor; Mngr. E.M. Ireland; Lse. Harry Clay; S Mngr. Will Thomas. 
 - Troupe: The Macaroni Musical Comedy Co. 
 - Cast incl. Dave Thomas (Bluebeard). 
 
 "Amusements."  SMH: 21 Sept. (1910), 11. [rnib] 
 "Modern Bluebeard, The."  SMH: 22 Sept. (1910), 12.  
 
 
BO-PEEP [aka LITTLE BO-PEEP]:  [pantomime]   Lib/Mus. Harry Taylor 
 Subtitled The Girl Who Lost Her Sheep and billed as a gorgeous adult pantomime in two acts, Stanley McKay's 
1910 Christmas season in Sydney was to be the only pantomime staged in the city over the holiday season, and indeed 
the first for several years. The story "deals with the love episodes of Bo-Peep, who in this instance has not suffered the 
loss of sheep, but of a worthy wooer… Jack Straw, the two fond hearts [having been] kept apart by the orders of the 
Shah." He eventually relents but only on the condition that Jack perform a heroic deed - in this instance the recovery of 
a watch stolen by the witch Fly-By-Night (SMH: 26 Dec. 1910, 3).  
 McKay's 1910/1911 Australian regional tour was presented in a "mammoth moving theatre," utilising a huge 
mining tent with some 2,200 seat capacity. Other productions (authorship unknown) which were toured included The 
Carnival Girls (2 act musical comedy) and The Circus Queen (3 act musical comedy). In his 1916 Theatre interview 
McKay indicates that the libretto and music for Bo-Peep were written by Harry Taylor in four weeks (42). 
 The settings were: Sc 1. The Witch's Haunt; Sc 2. The Home of Widow Bumpkin; Sc 3. The Palace of the Shah; 
Sc 4. The Enchanted Castle; Sc 5. Under the Waves (transformation scene). 
 The music for the songs and dances was performed by the tour's own orchestra. One of the songs written for the 
pantomime, "It's Cheap at Half the Price" (sung by Drysdale and Francis), included topical hits at the new State Labor 
government - "when we double their screw, what a lot they'll do" (SMH: 26 Dec. 1910, 3). 
 In 1926 McKay toured a pantomime and operatic company around New Zealand and Australia, with Bo-Peep as 
one of the productions. On 25 October it had the honour of being the first pantomime ever to be staged in Canberra - 
with this occurring at the city's Causeway Hall. 
1910:  New South Wales regional tour; 14 Nov. -     [Premiere: 14 Nov. Mudgee] 
 - Prod/Dir. Stanley McKay; S Art. Harry Whaite; Cost. Zenda. 
- Troupe: Stanley McKay Pantomime Company. 
 - Cast incl. Richard Hardy, Lizzie Jamieson, Dot Ireland, Ruby Davies, Vicky Miller. 
 - Tour itinerary incl.  Bathurst and several other south-western NSW towns. 
1910: Exhibition Building (Syd); 24 Dec. 1910 - 7 Jan. 1911  [47 pfms] 
 - Prod/Dir. Stanley McKay; S Art. Harry Whaite; B Mngr. Walter V. Hobbs; Cost. Zenda. 
- Troupe: Stanley McKay Pantomime Company. 
 - Cast incl. Bruce Drysdale (Belinda Pumpkin), Phyllis Faye (Dinazaidee), Vicky Miller (Bo Peep),  Ruby  
    Davies (Jack Straw), Dot Ireland (Simple Simon), Ailsa Sherbrooke (Syb), James Kay (Fly-By-Night), Edith  
    Gershon (Hag O' Dale), Marie Andrews (Will O' the Wisp), Fred Francis (Camaralzman, aka The Shah of  
    Cashmere), Ella Miller (Hassan), Esme McLennan (Naurati), Lillia Adams (Star-O-Night), Rosie Davidson  
    (Moonshine), Olga Partridge (Break-O' Dawn), Norma Godfrey (Rising Sun), Ethel Melbourne (Mountain  
    Mist), Millie Dawson (Rainbow), The Kreutz Brothers (Carl and Gustav). 
1911: Queensland regional tour; ca. June-Aug. 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Harry Clay; B Mngr. Jimmy Boyle; T Mngr.  
    Walter V. Hobbs; S Art. Harry Whaite; Cost. Zenda. 
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- Cast incl. Vicky Miller (Bo-Peep), Esmee McLennon (Jack Straw), Lily Harvey (Simple Simon), Bruce  
   Drysdale (Belinda Pumpkin), Phyllis Faye (Dinazaidee), James Kay, Ella Miller, Edith Kays-Price, Daisy  
   Nash, R. Orton. 
- Tour itinerary incl.    Charters Towers: 19-24 June  (Cnr Mary and Mosman Sts) 
   Townsville:  (confirmed DM: 2 Aug. 1911, details [n/e]) 
   Cairns:   10-15 July  (Cnr Abbott and Shields Sts) 
   Chillagoe:  (no details) 
   Irvinebank:       (no details) 
   Mackay:  2-5 Aug.  (Wood St, near Post Office) 
1911: New South Wales regional tour; ca. Aug.     [premiere: in the Riverina] 
- Dir/Prod. Stanley McKay. 
- Troupe: Stanley McKay No 1 Pantomime Company. 
- McKay's company travelled directly from Mackay (Qld) to the NSW Riverina (a distance of 1600 miles). 
1915: Queensland regional tour; pre Aug. 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Birch, Carroll (and T.V. Coyle).⁰ 
1915: Princess Theatre (Syd); 28 Aug. - 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd. 
 - Troupe: Stanley McKay No 1 Pantomime Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Ruby Raymond, Will Raynor, Rosie and Carmen Coleman, Billy Speed 
 - Other productions incl. Mother Goose and Old Mother Hubbard.  Princess Theatre season began 14 Aug. 
1915: Victoria Theatre (Newcastle); ca. Sept. 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd. 
 - Troupe: Stanley McKay No 1 Pantomime Company. 
1916: Bridge Theatre (Newtown, Syd); 8-14 Jan.  
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Harry Clay; S Art. Alec. Stagpoole; S Mngr. Ted  
    Gabriel. 
- Troupe: Stanley McKay's No 2 Pantomime Company 
 - Cast incl. Bruce Drysdale, Phyllis Faye, Harry Little, Daphne Leigh, Jack West, the Greshams, the Fontenoys. 
- Other productions incl. Old Mother Hubbard (26 Dec. 1915); and Mother Goose (1 Jan. 1916). 
1916: Theatre Royal (Bris); 12 Mar.     [1 pfm only - as Little Bo-Peep] 
 - Dir. Percy St John; Prod. Stanley McKay in assoc. with Holland and St John/Fullers' Theatres Ltd; S Art.  
    Ray Phillips. 
 - Troupe: Royal Pantomime Company (aka Stanley McKay's No 2 Pantomime Company) 
 - Cast incl. Bruce Drysdale, Phyllis Faye, Harry Little, Esme McLellan, Jim Gaffney, Maud Shipp, Anita  
    Cohen, Willie McDonald, Maisie Green, Constance Wallis, Miss Ray Barnard, Janet Hopkins, Ethel Wilson,  
    Nellie Hall, Eva Morris, Bessie Utting, Dora Tate, Marjorie Ford, Aileen Wills, Jessica French, Anna Collins,  
    The Fontenoys (singers), Mdlle Beebe (continental danseusse), Phil Levarto (magician). 
- The Royal Pantomime Company's Brisbane season also included Old Mother Hubbard (1914) beginning 5  
   March) and Mother Goose (1914) beginning 13 March. 
1923: New South Wales regional tour; ca. Jan. 
 - Dir. Alf Coleman; Prod. Stanley McKay. 
 - Troupe McKay and Coleman's Aldwych Theatre Company. 
 - Cast incl. Bert Desmond, Mattie Jansen. 
 - Itinerary incl. Guyra, Tenterfield, Glen Innes, Quirindi and Tamworth, NSW Northern Rivers.  
 - Other productions staged incl. Bluebeard, Mother Hubbard, and a new revue - Around the World   
1926: New South Wales regional tour; ca. July-Dec.  
 - Dir. Walter George; Prod. Stanley McKay. 
 - Troupe: Stanley McKay's Pantomime and Opera Company.  
 - Cast incl. Ruth Bucknall, Laurie McLeod, Frank Perryn, Walter George, Ernest Barraclough, Maud Stewart,  
    S. Meredith and the Eleven Wonders. 
 - Itinerary incl. Narrandra (ca. Oct.); Goulban (19-21 Oct.); Queanbeyan (22-23 Oct.); Canberra (25-26 Oct.) 
 
 "Bo Peep at Exhibition Building."  SMH: 26 Dec. (1910), 3.              [see also advert. - SMH: 24 Dec. 1910, 12] 
 "Bo-Peep Pantomime." NM: 19 June (1911), 4. 
"Bo-Peep Pantomime." NM: 20 June (1911), 3. 
 E: 24 Jan. (1923), 33. 
 E: 27 Oct. (1926), 5. 
 Kitchener, Harry. AV: 12 Jan. (1916), n. pag. [rnib] 
McKay, Stanley. "What about the Rabbits?"  TT: Sept. (1916), 41-43. 
 
 
 
 
_________________________ 
 
⁰     By 1915 E. J. Carrroll and George Birch were partners in a southern Queensland theatre circuit. Their association with T.V Coyle at that time was 
in north Queensland only. 
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KISMET:  [play with music]  Txt Adapt/Lyr. Oscar Asche; Mus. Christopher Wilson 
Based on Edward Knoblock's original three act dramatic version, titled Hajj's Hour, which was itself staged for 
the first time on 17 January 1911 (at The Majestic Theatre, Erie in Philadelphia), this Oscar Asche extravaganza was to 
become the first great success of Oscar Asche's career as a director/actor/entrepreneur. Returning to London after his 
successful Australian tour (1909-10), Asche took over the lease of the Garrick Theatre and soon afterwards obtained the 
rights to Edward Knoblock's play Hajj's Hour. At the time the author was in a state of despair, having had an 
unsuccessful run with The Fawn, while his manuscript for Hajj's Hour was reported to have been "dog-eared with 
refusal." Even Sir Herbert Beerbolm-Tree had turned it down, while it fared no better in America. Flush with money 
from his Australian tour, and needing a new show in a hurry, Asche attempted to contact Knoblock, who was away at 
the time.  Asche's agent rang Knoblock's sister who found two versions in a cupboard - one as originally written and the 
other "embodying all the alterations the various managers who had turned it down had suggested as improvements." 
The sister unwittingly sent the original version to Asche. "He got it on a Saturday… read it on Sunday, bought it on 
Monday" (Macqueen-Pope, 202), and, "working like demons," put the play into production almost immediately. First 
were the changes to text, and a new titled, Kismet. Then they hired Percy Anderson to do the costumes, Joseph Harker 
to design the settings, and Christopher Wilson to write the music. Asche's conceptual design also saw him run out an 
apron stage so as to have something going on stage all the time whilst the many changes of scene were being made. As 
W. Macqueen-Pope recalls: 
 
Nobody had much sleep during that time. The company was too large for the theatre - so big was the crowd; the 
stage too small for the large effects visualised. But Asche overcame it all. News got out that there was nudity in 
the show. Excitement reigned. At last, after never-ceasing work, it opened on 19th April 1911. It was a vivid first 
night.  The splendour of the Orient came to Charing Cross Road, the Bazaar scene with its ever-changing crowds, 
its noise, its colour, brought the audience to its feet with cheers. The naked lady went into the bath with an 
accompanying gasp of excitement. Asche was the ideal "Hajj"… [while] Brayton was the ideal "Marsinah." Its 
barbaric spectacle and riotous colour, its savagery, its originality - its sweep carried it to vast and overwhelming 
success. The scenery… alone was a masterpiece (202). 
 
The production ran for almost ten months at London's Garrick Theatre, despite running into trouble with the Lord 
Chamberlain over the bath scene. The day after Kismet closed Asche and his company left England for a second 
Australian tour where he staged it, and several of his other recent successes, between 1912 and 1913. 
Asche's attention to detail and his unusual production concept is described further in the Melbourne Age 
following the Australian premiere. "In a work of this kind illusion counts for a great deal. And the first essential to 
illusion is atmosphere. No one knows this better than Mr Asche. He is an unrivalled stage producer, because he 
understands as if by instinct the kind of atmosphere needed to produce the result. Before the action begins there is 
incense in the air; there are darkened lights and voices speaking in monotones; there is strange, old-world, 
unaccustomed music; and there are far away vistas of mosques, arabesques, courtyards and setting suns" (8 Apr. 1912, 
6). The Argus records a similar impression, noting that "those who are responsible for the conception and ensemble 
must have been blessed with original pictorial ideas, arrangement and spirit of decoration… they have achieved nearly 
all they imagined in this remarkable play" (8 Apr. 1912, 9). 
While the play itself does not contain music other than the incidental music scored for it by Christopher Wilson, 
Oscar Asche conceived the production as flowing non-stop, and in this regard he presented songs and dance before the 
curtain rose, during the changes of scenery and as an entre acte (between the first and second acts). These scenes, 
played out in front of the curtain, also included storytelling, acrobatics, juggling etc.  
 The story of Kismet is played out over the course of one day, with Act 1 set during the morning, and Act 2 set 
during the evening. The epilogue, containing the songs and dances is played out in a street in front of the Mosque of the 
Carpenters. Hajj, a beggar who we soon gather was not always so, chances upon a bag of gold flung at him by his one-
time enemy, Sheik Jawan when he foolishly prohesises that the Sheikh will meet his long lost son before the day has 
ended. Meanwhile, the young Caliph Abdullah, who is in disguise, meets Hajj's only child, the beautiful Marsinah and 
falls instantly in love with her. She in turn falls for him, but is under the impression he is the gardener's son. Puffed up 
with pride Hajj promises his daughter that she will have a rich marriage. He undergoes a series of adventures, which 
includes tricking some tailors out of fine garments, and ends with him being hauled before the wicked Wazir Mansur on 
stealing charges. The Wazir plies Hajj with wine and puffs up his pride even further, promising to marry his daughter if 
Hajj will kill the young Calpih Abdallah. When Hajj's attempt to kill the Caliph fails he is thrown into the same prison 
as the Sheikh Jawan, whom he had denounced to Wazir Mansur as a robber. Hajj kills Jawan, breaks out of gaol and 
escapes in his clothes, rescues his daughter and the Caliph, and kills the Wazir (who proves to be Sheikh Jawan's long 
lost son) by holding him under the water of his own women's bath. Although Hajj has helped the Caliph, and become 
his father-in-law, he is banished from the city, and the play ends with him returning to the market place (where only that 
morning he had been a beggar) as he makes his pilgrimage to Mecca to atone for his sins - proving that "many strange 
things may happen to men by the will of Allah between sunrise and sunset." 
 A revival of Kismet, with the authorship again attributed solely to Edward Knoblock, was staged at the New 
Oxford Theatre, London, beginning 9 April 1925. The relationship between this production (and later versions) of 
Kismet and those staged by Oscar Asche between 1911 and 1914 remains unclear. (For details regarding the 1925 
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version see 'New Oxford Theatre' Times 9 April 1925, 8). Later productions also include Charles Lederer's version, 
staged at the Ziegfeld Theatre in New York on 3 December 1953. Although the book was co-adapted by Lederer and 
Luther Davis from Knoblock's play it retains Asche's title. The music and lyrics were by Robert Wright and George 
Forrest. The director was Albert Marre. 
 A four reel (4,000 ft) silent film adaptation of Kismet was made in 1914 by the Zenith film company (Britain). 
Directed by Leedham Bantock, who also adapted the screenplay, the film starred Oscar Asche, Lily Brayton, Caleb 
Porter and Herbert Grimwood. It is presumable, too, that other members of Asche's company at that time also appeared 
in the film. Art direction was by Joseph Harker. 
1911:   Garrick Theatre (London); 19 Apr. 1911 - 27 Jan. 1912.  
 - Dir/Prod. Oscar Asche; Lse. Arthur Bourchier and Herbert Sleath.  
 - Cast incl. Oscar Asche (Hajj), Lily Brayton (Marsinah), R. Ian Penny (The Guide Nasir), Caleb Porter (Shiekh  
    Jawan), Bessie Major (Narjis), Nancy Denvers (The Almah), Tripp Edgar (The Begger Kasim), Murial  
    Hutchinson (Miskah), Sara Raleigh (Kut-al-Kuluh), Athol Forde (Amru), R. F. Anson (Zayd), Ben Webster  
    (Caliph Abdullah), Ewan Brooke (Wazir Abu Bakr), Herbert Grimwood (Wazir Mansur), George Relph  
    (Kafur), A. Winspeare (Afife), J. Fritz-Russell (The Gaoler Kutayt). 
1911:   Knickerbocker Theatre (New York); 25 Dec. 1911 - 1 June 1912.  
 - Dir. Harrison Grey Fiske; Prod. Klaw and Erlanger (in association with Charles Frohman).  
 - Cast incl. Otis Skinner (Hajj), Rita Joviet (Marjanah), Sheridan Block (Sheik Jawan), Fred Eric (Caliph  
    Abdullah), Miron Leffingwell (Wazir Abu Bakr), Hamilton Revelle (Wazir Mansur), Georgia Woodthorpe  
    (Narjis), Eleanor Gordon (Kut-al-Kulub), T. Tamamoto (The Muezzin), Del De Louis (Imam Mahmud), John  
    Webster (A Mufti), Sydney Mather (The Guide Nasir), Macy Harlan (The Begger Kasim), Daniel Jarrett  
    (Amrus), Harrison Carter (Zayd), Gregory Kelly (Amru's apprentice), George Relph (Kafur, Mansur's  
    sworder), Bennett Kilpatrick (Afifa, mansur's secretary), Richard Scott (Captain of the Watch), William  
    Lorenz (Mansur's attendant), Thomas Audley (A Chamberlain), Martin Sanders (The Gaoler Kutayt), Ameila  
    Barleon (Kabirah), Merle Madden (Muskah), Violet Romer (The Almah). Before the curtain: Ernest Leeman  
    (The Man), Roma Devonne (The Woman), Mervyn Rentoul (The Storyteller), Youna (The Juggler), Violet  
    Romer (The Dancer).  
1912:   Theatre Royal (Melb); 6 Apr. - 31 May.  
 - Dir. Oscar Asche; Prod. J. C. Williamson's Ltd; M Dir. F. Wynne Jones; S Art. Jospeh Harker; S Mngr. J.  
    Fritz Russell. Cost. Percy Anderson.  
 - Cast incl. Oscar Asche (Hajj), Lily Brayton (Marsinah), Caleb Porter (The Sheik Jawan), Herbert Grimwood  
    (Wazir Mansur), Frederick Worlock (Caliph Abdullah), H. R. Hignett (Wazir Abu Bakr), Frances Wetherall  
    (Kut-al-Kulub, Mansur's first wife), James Plinge (The Muezzin), Neville Brook (The Iman Mahmud), K.  
    Macalaster (A Mufti), R. Ian Penny (The Guide Nasir), Bessie Major (Narjis), Zara (The Almah), Vernon  
    Kelsall (The Beggar Kasim), Arthur Trainton (Amru the shopkeeper), R. F. Anson (Zayd the shopkeeper),  
    Norman Harle (Kafur, Mansur's sworder), Alfred Bristowe (Afife, Mansur's secretary), Alexander Onslow  
    (Captain of the Watch), Ernest Horrs (Mansur's attendant), Newton Griffiths (A Blind Man), Chas Skillan  
    (Chamberlain of the Caliph), J. Fritz Russell (The Gaoler Kutayt), Florence M. Allen (An Old Woman), Olive  
    Noble (Miskah, a slave). Before the Curtain: H. R. Hignett (The Storyteller), Penerell Price (The Man), Lilian  
    Burton (The Woman), Houna (The Sorcerer), Zara (The dancer).  
1912:  Theatre Royal (Syd); 22 June- 3 Aug.  
- Cast and production mostly as for previous Melbourne season.  
1913:  His Majesty's Theatre (Bris); 22 - 31 Mar.  
- Cast and production mostly as for previous Melbourne season.  
1914:  Globe Theatre (London); 10 Mar. - 9 Sept.  
 - Dir. Oscar Asche.  
 - Cast incl. Oscar Asche (Hajj), Lily Brayton (Marsinah), Caleb Porter (Shiekh Jawan), Bessie Major (Narjis),  
     R. F. Anson (Kasim the beggar), Murial Ashwynne (Miskah), Suzanne Sheldon (Kut-al-Kuluh), Frederick  
    Worlock (Caliph Abdullah), H. R. Hignett (Wazir Abu Bakr/The Storyteller), Herbert Grimwood (Wazir  
    Mansur), J. Fritz-Russell (Afifie), Penderell Price (The Man), Lilian Birtles (The Woman), H. B. Hasleton  
    (The Snake Charmer), Nancy Denvers (The Dancer).  
 -  This revival was advertised as presenting entirely new costumes and scenery. The premiere was also  
    advertised as the 381st production.  
 
 "Bath Play: Novel Effects in Mr Oscar Asche's New Production, A."  PMG: 19 Apr. (1911), 10. 
 "First Production of Kismet: A Great Spectacle."  A: 8 Apr. (1912), 6. 
 "Garrick Theatre - Kismet."  LT: 20 Apr. (1911), 8. 
 "Gorgeous East, at the Garrick, The."  PMG: 20 Apr. (1911), 4. 
 "Kismet."  A: 6 Apr. (1912), 9.            [see also advert. - A: 6 Apr. 1912, 16] 
 Macqueen-Pope, W. Carriages at Eleven. (1947), 201-3.   
 "Theatre Royal - Kismet."  ARG: 8 Apr. (1912), 9. 
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W. J. Curtis and W. Arundell Orchard (The Coquette, 1905 and The Emperor, 1906) collaborated on the 
cantata Uller, The Bowman sometime around 1912. Although first staged in Australia for the opening concert of the 
Royal Victorian Liedertafel in early 1913, the cantata had been published in London in 1912 by Laudy and Co. In 
writing about the lack of due recognition paid to "the Australian worker in musical art," the Sydney Morning Herald 
music and drama critic proposed that Uller, The Bowman  "is worth a good many of the customary 'tuneful' cantatas 
which so frequently have acceptance, and for no reason other than they come from England." The critic went on to say 
further: "Mr Curtis has written an uncommonly good poem, in which the old Norse battleground of the gods and the 
giants is deflty and gracefully exploited for the story of Uller, god of winter, and Skadi, daughter of a storm giant, 
[while] Mr Orchard's music sets the poem out in male chorus, soprano and baritone soli, and orchestral accompaniment. 
It has music vigour and picturesqueness where the descriptive passages are called for, while the love episode of Scardi 
is handled with much feeling. The chorus is provided throughout with grateful work, and the orchestral score is always 
well wrought and musicianly. It is good to find a Sydney composition on the London market by virtue of its merits" 
("Music and Drama." SMH: 1 Feb. 1913, 6). The cantata's second performance in Australia was in Sydney in July of 
1913, performed by the Sydney Liedertafel. 
 
_________ 
 
STELLA:  [opera]  Lib/Mus. G. W. L. Marshall-Hall 
#  Centre for Studies in Australian Music, 1992  (modern edition) 
#  GM/UM  [M-H 1/6] 
 Although work on this one act opera began late in 1909 and was completed in May 1910, it took a further two 
years before Stella was eventually staged. Set in a Melbourne seaside suburb, it tells of the destruction of a young 
woman's happiness as a result of her community's Victorian moral prejudice. The story also includes a scene in which 
moonlight picnickers merrily sing in the grounds of the beach house. This seemingly absurd incident was actually based 
on the real-life practice of the Melbourne Liedertafel, who often got together as a group with their families on summer 
nights to walk along local beaches singing. Interestingly, too, Stella's aria to the stars in this scene is an obvious 
reference to Halley's comet, which had returned once again. Indeed, the composer recorded on the piano and vocal score 
for the opera that the score had been "finished in the tail of Halley's Comet, 12 May 1910 at 1.30 am" (qtd. Radic 29). 
Stella was well received by the Australian critics and public alike. The Age music critic, for example, wrote that 
"the opera turned out to be a work of genuine interest and considerable artistic worth," while the performance itself was 
described as having been "in almost all details an excellent one." The review did question the works capacity to find a 
place in the operatic repertoire, however, suggesting that it perhaps lacked the elements of theatricality and an attractive 
scenario. In some respects it was the libretto which was seen to have fallen short of providing the opera with a fully 
realised and dramatically-charged dramatic action. Although "it has no episodes to give it variety or colour" writes the 
Age critic, "Mr Hall does remarkably well with the stuff he has taken in hand" (6 May 1912, 8). When the Age reviewed 
the second production of Stella, staged the following Saturday, its critic reinforced the positive appeal of the work, 
while again suggesting that although "it is a short drama of mostly trite conversation set to music… one of its 
distinguishing qualities is that words and music go so well together" (13 may 1912, 8). 
Despite the critical support, Stella (along with his other recently completed and staged opera, Romeo and Juliet, 
had been produced at the end of a difficult period of time for the composer, and indeed Marshall-Hall had by then 
become so disgusted at the way he had been treated by certain sections of the public and media, as well as by the 
administrators who had sought to undermine his career, that he finally decided to leave Australia. After having returned 
to England in early 1913, Marshall-Hall began negotiations with several entrepreneurs in an attempt to stage both 
operas. The promise of an American season of Stella fell through, as did an English production slated for the Adelphi 
Theatre in London. A scheduled production in Nürnberg (Germany) for Romeo and Juliet, also failed to come to 
fruition. Eventually Stella was produced in London during 1914, although this was a heavily abridged version. In a 
letter to Herbert Brookes, a wealthy Melbourne businessman and son-in-law of former Australian Prime Minister, 
Alfred Deakin, Marshall-Hall records that Stella had been staged in London "under the most shocking conditions, a vile 
orchestra, a third-rate company; shabby scenario; and mutilated beyond recognition" (qtd Radic 31). It is perhaps not all 
that surprising then that neither the Times nor the Pall Mall Gazette bothered to review the production. 
Therese Radic believes Stella was possibly named in honour of Stella White, a daughter of the current assistant 
State astronomer, and a pupil of Marshall-Hall (50). White later became the mother of composer Dorian le Gallienne.  
1912: Her Majesty's Theatre (Melb); 4, 12 May 
 - Dir. Elise Wiedermann and Harry Hill; Cond. G.W.L. Marshall-Hall. 
 - Cast incl. Rosina Buckman (Stella), Radcliffe Hawley (Dr Kirke), A. C. Bartleman (Mostyn Chamley),  
   Stanley C. Horwood (Rev. Weldon), Margaret Murdoch (Mrs Chase). 
1914: Palladium (London, Eng); 8-13 June 
 - Cond. G. W. L. Marshall-Hall. 
 - Cast incl. Constance Denver, George Robey, Eugene Stratton, Albert Whelan, Vernon Watson, Maud  
   Tiffany. 
1996: University of Melbourne; [no details] 
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 "Marshall-Hall's Opera Stella."  A: 6 May (1912), 8. 
 "Marshall-Hall's Stella."  A: 13 May (1912), 8. 
 Radic, Therese.  G. W. L. Marshall-Hall. (1982), v. pags. 
 
 
ROMEO AND JULIET:  [opera]  Lib. G. W. L. Marshall-Hall 
#  Paris and Co, 1914 
#  Brietkopf und Härtel, 1914  (duet arrangement) 
#  GM/UM [M-H 1/5] 
 An opera in four acts based on the Shakespeare play. The only know performance to date has been an excerpt, 
the "Balcony Scene," performed in Melbourne in 1912 as part of the annual opera program held by the Marshall-Hall 
Conservatorium. The Age critic records that Marshall-Hall's treatment of the famous scene "created an excellent 
impression, and showed the composer's dramatic, melodic and orchestral skill to a degree that awakened a warm desire 
for hearing the complete work" (16 Dec. 1912, 11). In agreement the Argus critic wrote that although the singers and 
orchestra were not fully up to the standard set by the composer "the chief musical interest [lay] in the beautifully-scored 
orchestral tissue" (16 Dec. 1912, 11). 
Although well received by the critics and public alike, Romeo and Juliet, along with his other recently staged 
opera, Stella, had been produced at the end of a difficult period of time for the composer. Indeed Marshall-Hall had by 
then become so disgusted at the way he had been treated by sections of the public and media, as well as by the 
administrators who had sought to undermine his career, that he finally decided to leave Australia. After having returned 
to England in early 1913, Marshall-Hall began negotiations with several entrepreneurs in an attempt to stage both 
operas. A scheduled production at the Stattheater, Nürnberg (Germany) for Romeo and Juliet, failed to come to fruition 
after the Intendant, Herr Hofrath Balder, went insane, thus leading to the cancellation of the production (Radic 31). 
1912: Her Majesty's Theatre (Melb); 14 Dec. 
 - Dir/Cond. G.W.L. Marshall-Hall. 
 - Cast: Elizabeth Pinschof (Juliet), Radcliffe Hawley (Romeo).  
 
Radic, Therese.  G. W. L. Marshall-Hall. (1982), v. pags. 
"Students in Opera: Marshall-Hall Conservatorium."  ARG: 16 Dec. (1912), 11. 
"Students in Opera: Professor Marshall-Hall's Conservatorium."  A: 16 Dec. (1912), 11. 
 
 
OUR AUDIENCES:  [burletta]  Txt/Mus. [n/e] 
1912: Follies Theatre (St Kilda, Melb); 14 Dec. - 
 - Troupe: Smart Set Entertainers 
 - Cast incl. Walter George, Georgie Martin, Emily Kroll, Edward Elliott, Mr Holland. 
 
 ARG: 16 Dec. (1912), 11.      [rnib] 
 
 
KING HARLEQUIN:  [opera]  Lib. Rudolf Lothar; Mus. George H. Clutsam 
 What little is currently known of this opera comes from the Sydney Morning Herald's regular Saturday column, 
"Music and Drama" (21 December 1912) which published comments forwarded to its office by ex-Sydney resident 
Viola Agnew (then living in Europe). Her correspondence also includes extracts published in several Berlin 
newspapers. According to one critic the opera is "a riddling satire," which explores the "blind acceptance of an impostor 
as a blue-blooded monarch." In this regard "King Harlequin exposes the hollow nature of all worldly status and 
countenances the wildest democracy."  The libretto, described as having been written in the romantic opera tradition of 
The Prisoner of Zenda, deals with the friendship between a witty court jester, Harlequin, who is in love with the maiden 
Columbine, and Bohemund, next in line to the throne of Lusitania, who strangely resemble each other.  "Upon the death 
of the king, and amidst the crisis of state that is caused, Harlequin discovers that his friend is also in love with 
Columbine. They fight, and Harlequin accidentally kills Bohemund. To save himself, he assumes the role of the Prince, 
and informs the court that he has killed the jester in a quarrel. His deception is aided by the fact that the queen is both 
blind and grief-stricken. Columbine, too, is grief-stricken, as she was also in love with Harlequin, and now believes him 
dead at the hands of the new king. The opera ends when the new, inexperienced, court jester fails to entertain the court 
in the proper manner. The impostor King shows him how it should be done, to the astonishment of the court. Only 
Columbine recognises the truth, however. Harlequin thus philosophises: 'Over all things exist ends and boundaries, only 
in love not. When man for love dies, begins man first to live" (4).  
 With regard to the music, Miss Agnew writes: "A great sensation has been caused in English musical circles by 
the remarkable success accorded to Mr George Clutsam... on the performance of his opera King Harlequin... The 
German critics have metaphorically shaken Mr Clutsam by the hand. The Tageblatt, for example, comments on 'the fine 
instrumentation, the musical adaptation of sound with event [and] the whole agile adjustment." Another critic, writing 
for the Berliner Zeitung, is quoted as having said: "Mr Clutsam's intimate study of Puccini, Strauss and Debussy have 
molded his work... it is piquant, yet classical and withal original... The cynical force permeating the whole work of 
[librettist] Lothar finds an echo in the strength and virility of the composer'" (4).  
1912: (Berlin, Germany); [no details] 
 
 "Music and Drama."  SMH: 21 Dec. (1912), 4. 
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1913 
 
COME OVER HERE:  [revue]  Txt Adapt Frank Dix; Mus incl. Andrew MacCunn and Emil Bierman 
Australia's first-ever revue, Come Over Here was adapted for local audiences by Frank Dix and his production 
from the original by Max Pemberton and W. Mizner, with the intent being to present a satirical and topical 
entertainment spectacular based on the popular culture theatre trend currently finding appeal in America, Britain and 
Europe, but which had social relevance to Australians. The Sydney Morning Herald notes in this regard: "[The] 
elements of gaiety form the dominating constituents of Come Over Here. This Parisian manner of glancing at the 
current events of life's passing show, now first brought forward in Australia by the J. C. Williamson direction, closely 
resembles a variety entertainment which becomes less account than the magnificence of its background. Remodelled to 
local conditions by Mr Frank Dix, the revue was practically a new piece" (22 Dec. 1913, 3). Further localisation was 
also specifically incorporated into the Sydney and Melbourne seasons. The Sydney season, for example, saw scenic 
artist W. Little illustrate a number of local settings (set variously in the past, present and future), including : "The 
Farmers' Roof Garden" (with glimpses of Her Majesty's Theatre, St Mary's Cathedral and other familiar objects); "A 
Venetian Fete at Manly in 1999"; "The Aboriginals" (which presented a view of Circular Quay in its virgin state in 
1700); "The First Settlers" (1801); "The Gold Rush" (1849); and the vestibule of the Hotel Australia, followed by a 
view of the Winter Garden, looking stately in festival array. For the 1914 Melbourne production some of these scenes 
were changed to incorporate Victorian settings. One notable change was the "Venetian Fete," which became "Henley-
on-Yarra in 1999." A scene from Flemington ("Under the Elms") was also presented, with performers impersonating 
well-known figures from the state. Other local settings were: scenes of Collins Street (in 1830, 1857 and 1914); the 
Melbourne Exhibition of 1880; "The Birth of Melbourne" (set to music especially composed by Andrew MacCunn), 
Yarra Bend Station and Kosciusko (ARG: 30 Mar. 1914, 13).  
While the revue's objective was to target high profile Australian personalities, the Sydney debut found 
itself heavily criticised for being out of date. Hits at former Prime Minister George Reid (1904-05) were presented as 
examples of this. In one prominent scene, too, ex-NSW premiers C. G. Wade (1907-10) and the recently deposed James 
McGowan (1910-1913), impersonated by Fred Leslie and Jack Cannot respectively, waged a heated dispute following a 
motor car accident. The Bulletin also took a swipe at those responsible, proposing that they seemed to be under the 
delusion that McGowan was still Premier. The Sydney Morning Herald notes, however, that the same scene had some 
merit. "Little Australia, a part cleverly played by Gertrude Cremar," writes the  paper's critic, "slipped in between the 
disputants and exclaimed, "When you've done calling each other names, perhaps you'll do something for me!" This was 
one of the most appreciated points in the dialogue, newly localised and brought up to date by Mr Dix." Stung by the 
criticism Dix quickly introduced more topical matter. By the time the production premiered in Melbourne hits at the 
current Prime Minister and leader of the opposition were being featured.  
A good deal of ragtime music was introduced into the revue, in addition to arias from recent operas and music to 
accompany current dance crazes like the Tango. Specialist dancers Fred Leslie and Ivy Shilling also staged their 
'movement spectacular' called "The Spider's Web." This act saw Shilling (representing a butterfly) trapped in a "colossal 
circle of gossamer threads" while Leslie, as the arachnid, circled menacingly (in later years the same act was 
reinterpreted in Australia by such performers as contortionist Hector "The Human Spider" Napier and dancer Robert 
Helpmann). Among the revue's biggest musical hits were the songs performed by comedians Daisy Jerome and Jack 
Cannot. Jerome's specialties included: "The Press, the Pulpit and the Petticoat," "Smart, Smart, Smart," "Do they all go 
out to see the Sea," "Popsy was a Singer" and "Row, Row, Row." Cannot, who "seemed to be on the stage all evening" 
found much success with 'The German Band'.  
Although Come Over Here was well received by audiences and attained much commercial success, it divided 
the critics into those who saw a missed opportunity to make overt social comment and those whose interest lay 
primarily in the aspects of spectacle and entertainment. Critics from the first camp were nevertheless impressed with the 
overall production values. Reviewing the Sydney premiere in 1913, for example, The Bulletin's "Sundry Shows" editor 
wrote: "Australia saw its first revue... on Saturday night. As a spectacle the new show is exquisite; it is the biggest, the 
most picturesque and probably the most costly thing on pantomime lines that has been done in Australia. The two chief 
sensations - a race between a motor car and a train, and the apparent drowning of a herd of show girls at manly - are 
highly ingenious, though they are not in the least convincing... Where Come Over Here fails miserably [however] is in 
its fugitive and halting efforts to review current happenings in a lightsome spirit" (25 Dec. 1913, 8). The Sydney 
Morning Herald critic agreed in part, proposing that the first half of the programme 'was so inherently dull, so lacking 
in the "bite" and "sting" which pre-eminent talent might have given it, that an alteration to "Stay Over There" might 
have suggested itself to the audience had not the whole show got a move on in the second act... [then] all went merry as 
a marriage bell and the graceful ballets, the novel scenic schemes that surprised and enchanted the eye with their glow 
of colour and the costly gowning of shapely girls in illustration of the ultimate extravagance of the fashions of the day, 
were recognized in overwhelming bursts of applause' (22 Dec. 1913, 3).  
Daisy Jerome and Jack Cannot established hugely successful careers in Australia in the wake of Come Over 
Here. Commonly referred to as 'the electric spark', Jerome toured Australia twice (1913-1916 and 1920-1922), 
becoming the second highest paid female variety artist ever contracted to Fullers Theatres. Cannot remained more or 
less permanently in the country performing for most leading variety companies, notably the Tivoli circuit, until his 
death in Sydney from suicide in 1929. 
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 [NB: Come Over Here's British debut at the London Opera House was on 19 April 1913. The original music was by Louis A. Hirsh and J. 
Rosamond Johns. Additional material interpolated into the revue included songs by Irving Berlin and Harry Von Tilzer among others. 
1913: Her Majesty's Theatre (Syd); 20 Dec. 1913 - 24 Mar. 1914 
 - Dir. Frank Dix (with Oscar O'Dec); Prod. J. C. Williamson's Ltd; M Dir. Emil Bierman; Chor. Minnie  
    Hooper; S Art W. Little. 
- Cast incl. Jack Cannot, Daisy Jerome, Fred Leslie, Ivy Shilling, Winnie Volt, Olive Goodwin, Leslie Holland,  
    John Osborne, Charles Stone, Edmund Sherras, Violet Collinson; Chorus: Nance Anderson, Tina Breon. 
 - A number of performers are mentioned in reviews for the following Melbourne season and may also have been  
    involved with the Sydney season (see below). 
1914: Her Majesty's Theatre (Melb); 27 Mar. - 28 May 
 - Cast and production mostly as for previous Sydney season. Performers identified in reviews of the  
    Melbourne season are: Ruby Armfield, Claude Bantock, Lillie Leslie, Dolly Nepean,  
    Jennie Keith, Madge Elliot, Louis Victor, Jack Hooker. 
  
 "Come Over Here: Australia's First Revue."  SMH: 22 Dec. (1913), 3. 
 "From a First Nighter."  B: 1 Jan. (1914), 8. 
 "Her Majesty's Theatre." SMH: 20 Dec. (1913), 22.      [rnib] 
 "Her Majesty's Theatre - Come Over Here."  ARG: 30 Mar. (1914), 13. 
 "Last Night of the Revue."  SMH: 21 Mar. (1914), 24.       [rnib] 
 "Sundry Shows." B: 25 Dec. (1913), 8. 
 ---   B: 2 Apr. (1914), 9. 
 ---   B: 9 Apr. (1914), 9. 
 
 
ALADDIN:  [pantomime]  Lib. Lester Brown et al; Mus incl. F. Wynne Jones 
 While the authorship of this pantomime has not been established, there is no indication yet that the libretto was 
of overseas origins. The Sydney Morning Herald critic, in noting that Aladdin "had only been staged [in Sydney] twice 
before during the past 15 years," suggests that while the librettist has followed the original [story] with as much fidelity 
as a modern burlesque will admit of… the book is far from strong" (SMH: 25 Dec. 1913, 3). Willoughby engaged New 
York director, Lester Brown, to oversea the production. While Brown no doubt had some input into the libretto there is 
no indication as to whether he was entirely responsible for its construction. Brown was to remain in the country as a 
director/producer for a number of years. One of the highlights of the production was apparently Brown's "brilliant" Act 
1 closure, the "Grand Ragtime Review."  
 
The Adelphi platform over the stalls runs the entire length of the theatre, and is lined throughout with a double row of 
glowing red lights, so that when the auditorium is in darkness the dancers who promenade along it can be readily 
viewed. Miss Nellie Marlowe was the principal ragtime singer and dancer, in association with Mr Henry Marceyl, 
and after both had reached the main stage again, amidst applause, the entire company cam back from the footlights 
and disappeared behind the front scene. This being immediately raised, a semi-circle of 16 tambos, with the various 
characters in the burlesque, and the chorus in raised tiers behind was picturesquely discovered, and the ragtime 
programme was concluded, with a reinforced ensemble (SMH: 25 Dec. 1913, 3). 
 
 Songs known to have been incorporated into the story are: "The Trail of the Lonesome Pine" and "Moon Song" 
(sung by Carrie Moore), "Whistle It" (Grace Palotta) and "Heart that's Free" (Mabel Batchelor). 
1913: Adelphi Theatre (Syd); 24 Dec. 1913 - 12 Feb. 1914 
 - Dir. Lester Brown; Prod/Lse. George Willougby; Mus Arr/Dir. F. Wynne Jones; S Art. J. S. Mann. 
 - Cast incl. Carrie Moore (Aladdin), Grace Palotta (Ko Ko, Captain of the Guard), Mabel Batchelor  
    (Princess Badroulbadour), Ernest Pitcher (Emperor of China), Driscoll Brothers (Chinese Policemen),  
    Percy Clifton (Abonazar), Beret Barton (Vizier), Edward Stanley (Widow Twankey), J. P. O'Neill (Biddy, a  
    suffragette), Ruby Davies (Ah Sing), Nellie Marlowe, Henry Marceyl, Joe Morris, Ernest Shand, Leon  
    Morris's Ponies, John Hedge, Valentine and Bell, Tiny Tot Marjorie. 
 
 "Aladdin: The Adelphi Pantomime."  SMH: 25 Dec. (1913), 3. 
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1914 
 
UNCLE TOM'S CABIN:  [burlesque]  Txt Adapt. Post Mason; Mus. [n/e] 
1914: Crystal Gardens (Fortitude Valley, Bris); 1-10 Jan. 
 - Dir/Prod. Post Mason. 
 - Troupe: Post Mason's Record Breakers. 
 
 
AUTUMN MANOUVRES:  [burlesque]  Txt Adapt. Post Mason; Mus. [n/e] 
1914: Crystal Gardens (Fortitude Valley, Bris); 12-16 Jan. 
 - Dir/Prod. Post Mason. 
 - Troupe: Post Mason's Record Breakers. 
 
 
IN SUNNY JAPAN: [musical scena]  Txt/Mus. [n/e] 
 The 1915 version of In Sunny Japan is described in a Brisbane Truth review as "easily the best thing yet seen 
from the Dandies… A miniature musical comedy…  [in which] the talented artists proved their worth" (5 Sept. 1915, 
2).  By 1918 In Sunny Japan, was being described as both a "picturesque musical sketch… introducing song, chorus, 
duets, quartette, sextette and dance" and an Oriental scena (BC: 12 Jan. 1918, 2). The 1918 version was one of several 
scenas staged in Brisbane during the year. The public's interest in these Oriental scenas is evidenced by the fact that a 
large number of these short musical sketches were staged around Australia between 1915 and 1918. In Brisbane during 
1917, for example, John N. McCallum's Dandies company had staged In China Town at the Cremorne Theatre (ca. 14 
Apr.); while McCallum's Courtiers company also presented a similar version of the same "fascinating Chinese Scene" at 
the Cremorne in early September of the same year. A month later In Yokohama was staged by the Walter George's 
Smart Set Company (12 Oct.). Productions of this type staged in Brisbane during 1918 include: several unnamed 
productions in February (1-7) and March (8-14); In Fair Japan (20-26 Sept.); Asia Minor (11-17 Oct.) and My Little 
Chinee Girl in China (28 Nov. - 5 Dec.). 
 The connection between the 1915 and 1918 versions of In Sunny Japan is likely to have been through the 
influence of Walter George, who in 1915 was a member of Edward Branscombe's Scarlet Dandies Company (TT: Jan. 
1915, 47).  While there were undoubtedly a number of changes made to the latter production - notably in the songs, 
comedy and dances - the underlying narrative is believed to have been served as a foundation for both. 
[NB: It is not clear whether there is a relationship between In Sunny Japan and any of the revusicals referred to above or with  several other 
Oriental productions known to have been staged by Australian companies between 1915 and 1918, notably two by Elton Black Oh Yokohama and In 
Tokyo (both first staged in 1916). Delyse Ryan has suggested that with set pieces available from previous productions, it is likely that a deliberating 
factor in staging similar scenas at Brisbane's Cremorne Theatre, for example, was the reduction in costs through the re-use of these materials. Whether 
the narratives were the same is uncertain] 
1914: Athenaeum Theatre (Melb); 2-8 Mar.  
 - Troupe: Smart Set Entertainers. 
1915: Queensland regional tour; ca. June/July 
 - Dir. Edward Branscombe; Prod. Birch and Carroll (incl. T.V. Coyle in Charters Towers). 
 - Troupe: The Smart Set. 
 - Itinerary incl.   Theatre Royal, Charters Towers (28 June -) 
1915: Cremorne Theatre (Bris); 4 Sept. - 
 - Dir/Prod. Edward Branscombe. 
 - Troupe: Edward Branscombe's Dandies. 
1918: Palace Gardens (Bris); 11-17 Jan. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor, Lalla Knight,  
   Gordon Jago. 
 - Musicians:  Bijou Orchestra. 
 
 "Cremorne Theatre."  TBRS: 5 Sept. (1915), 2.     [rnib] 
 
 
IL TROVATORE TRIO:  [burlesque]  Txt/Mus. [n/e] 
1914: Empire Theatre (Bris); 25 Apr. - 1 May 
 - Prod. Ted Holland and Percy St John. 
 
 
THE PIRATE KING: [burlesque]  Txt/Mus. [n/e] 
1914: Palace Theatre (Bris); 20-26 June 
 - Prod/Lse. Sidney Cook and Wynn Fowles Valley Theatres Ltd 
 - Troupe: New Follies Musical Costume Comedy Co. 
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PIERRETTE:  [comic opera]  Lib/Mus. Fritz Hart    
Written in 1913, and staged for the first time the following year, this one act light opera was to be one of only 
two productions ever to be produced by the National Opera League (NOL). Despite the success of its first season (the 
company was founded in 1914 by Hart and Alfred Hill, whose opera Giovanni, was the other half of the company's 
double bill) the outset of the First World War curtailed further productions. Interestingly, NOL made a small profit from 
its two Sydney and Melbourne seasons, even though paying the musicians professional  wages, and without any 
government assistance.  Interestingly, the Australasian music critic drew attention to the fact that both Hart and Hill had 
failed to strike out on any original Australian lines, suggesting that the concept of Australian art music should be 
understood as somehow being "associated with Australian sentiment. Both our composers put this out of court 
altogether" noted the critic. Mr Hart chose a scenario of very pronounced French flavour, and treated it in a Debussy-
Puccini style… [while Mr Hill's scenario was an Italian romance, which he handled in the broader mode of the late 19th 
century Italians." The same critic does note, however, that "there was much to admire in both compositions" and that 
each composer had risen above many of the production drawbacks they faced and presented "very credible results, 
[with] the music in each case [being] attractive" (qtd. in BC: 12 Sept. 1914, 12). 
Pierrette (Opus 13), described as an "operatic fantasy" (Gyger 223) is founded on the Pierrot and Pierrette 
theme, long the property of the French stage. Hart himself also admitted that the suggestion of Prunella by Hausman 
and Granville Barker in no small way informed his writing of the book (A: 4 Aug. 1914, 12).  A Bulletin critic wrote of 
the work in 1914, "the score is sad with cries of a leaky boot, or high with the anguish of an unoiled dray-wheel; yet 
there are serious people who pretend to detect a new idiom and a new soul behind its vehemence and concentrated 
displeasure" (qtd Gyger 223). The Age critic was less condescending, however, simply suggesting that Pierrette 
displayed "an academic mastery of modern orchestration accompanied by a restlessness of idea that left only indefinite 
impressions behind" (12).  
Fritz Hart's libretto begins with the return of Pierrot and Pierrette to the latter's home under the conviction that 
their brief love has had its day. The pair, and in particular Pierrot, are given a stern reception by Pierrette's uncle and 
aunt.  They eventually elope again after discovering that they are more to one another than they had at first imagined. 
1914: Repertory Theatre (Syd); 3-7 Aug. 
 - Dir. Reginald Roberts; Prod. National Opera League; Cond. Joseph Bradley. 
 - Cast: Elsa Warmann (Pierrette), Reginald Roberts (Pierrot), Frederick R. Collier (Luke, Pierrette's Uncle),  
    Mary Campbell (Jane, Pierrette's Aunt). 
- Presented along with Alfred Hill's Giovanni. 
1914: (Melb);  [no details] 
 - Cast and production mostly as for previous Sydney season. 
- Presented along with Alfred Hill's Giovanni 
c1919/20:  (Melb); [no details] 
 - Dir/Cond. Fritz Hart.  
- Cast. Mons. Balboni (Pierrot), Nellie Leach (Pierrette), Thelma Carter (Aunt Jane), Fred Collier (Uncle Fred). 
- NB: Balboni sang in Italian, while the other three cast members sang in English. 
 
"Australian Opera League."  SMH: 4 Aug. (1914), 12.                     [see also advert. - SMH: 3 Aug. 1914, 2] 
Gyger, Alison. Opera for the Antipodes (1990), 223. 
"Music and Drama."  BC: 12 Sept. (1914), 12. 
 
 
GIOVANNI:  [opera]  Lib. Harriet Callan and Alfred Hill; Mus. Alfred Hill 
#  Centre for Studies in Australian Music (U of Melb), 1994  
Written in 1913, this opera in three short acts tells of a provincial Italian sculpture who, jilted by his royal 
patroness and lover in Florence, returns to his first sweetheart. Giovanni was first performed, along with Fritz Hart's 
Pierrette, by the newly formed National Opera League (under the stewardship of Hill and Hart). Despite the success of 
its first season - the League made a small profit even though paying the musicians professional wages, and without any 
government assistance - the outset of war curtailed further productions. Interestingly, the Australasian music critic drew 
attention to the fact that both Hart and Hill had failed to strike out on any original Australian lines, suggesting that the 
concept of Australian art music should be understood as somehow being "associated with Australian sentiment. Both 
our composers put this out of court altogether" noted the critic. Mr Hart chose a scenario of very pronounced French 
flavour, and treated it in a Debussy-Puccini style… [while Mr Hill's scenario was an Italian romance, which he handled 
in the broader mode of the late 19
th
 century Italians."  The same critic does note, however, that "there was much to 
admire in both compositions" and that each composer had risen above many of the production drawbacks they faced 
and presented "very credible results, [with] the music in each case [being] attractive" (qtd. in BC: 12 Sept. 1914, 12). 
 The story concerns Giovanni, a young villager who desires to be a great sculptor. Leaving behind his mother, 
Gianetta, and his playmate, Amina, he begins his studies in Florence under the patronage of Count Alberto. There he 
falls in love with a heartless coquette, the beautiful Princess Violetta. He sculpts her portrait, and this wins the annual 
competition. Giovanni's triumph is soon dashed, however, when he finds out that she is to marry the Count. The arrival 
of Amina, with news of his mother's death, brings Giovanni to his senses. Through her final message to her son, 
Gianetta, recalls him to a worthier and more lasting love.  
 Giovanni was described in the Age as revealing "quite a different style [to Hart's opera], with a genuine gift of 
melody skilfully orchestrated, but never rising to the heights of grand opera, nor reaching any musical climax of 
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dramatic inspiration." Special mention was made of "The Dream," which the paper's critic notes was "tenderly scored 
with muted strings, flute and harp softly prominent so as to convey an idea of mystery and remoteness" (12). 
 A modern edition has been published by the Centre for Studies in Australian Music at the University of 
Melbourne, with this leading to a revival of the work in 1996. 
1914: (Syd); 3-7 Aug. 
 - Dir. Reginald Roberts; Prod. National Opera League; Cond. Alfred Hill. 
 - Cast: William Everard (Giovanni), Florence Young (Princess Violetta), Muriel Barton (Gianetta, Mother of  
    Giovanni), Dulcie Huxtable (Amina, an orphan), T. Courtney Hood (Count Alberto), F. Percy Mitchell  
    (Padre/Porter). 
 - Presented along with Fritz Hart's Pierrette. 
- William Everard, late of the George Edwardes Company (London) replaced Phillips Newbury as Giovanni at  
   short notice due to Newbury having contracted throat and chest ailments.  
1914: (Melb); [no details] 
 - Cast and production mostly as for previous Sydney season. 
- Presented along with Fritz Hart's Pierrette. 
1996: (University of Melb); [no details] 
 
"Australian Opera League."  SMH: 4 Aug. (1914), 12.                         [see also advert. - SMH: 3 Aug. 1914, 2] 
"Music and Drama."  BC: 12 Sept. (1914), 12. 
 
 
MAMEENA:  [play with music]  Txt. Oscar Asche; Mus. [n/e] 
 Based on the novel Child of Storm by Sir H. Rider Haggard, Mameena did not excite the critics when it 
premiered at London's Globe Theatre in late September of 1914. "Whatever the merits of the novel," wrote the Pall 
Mall Gazette critic, "the dramatisation is not enthralling as a story, the various conflicting passions… being too remote 
to be very absorbing" (4), while the London Times suggested that "as a play, Mameena is naught" (9). The critics did 
agree, however, that in terms of an ethnological account of Zulu customs and life, the play "was presented with a great 
deal of realism" (PMG: 4) and thus both "curious and amusing" (LT: 9). Despite one description of the play being more 
like a museum exhibit that theatre (PMG: 4), the play drew steady audiences over a three and a half month season, and 
can be seen as an important step for Asche prior to his ground-breaking production Chu Chin Chow (1916). 
 Briefly, the story revolves around Mameena, a young girl of both Zulu and English heritage, whose attempts to 
come to terms with both aspects of her identity - seen through her relationships with the white traders and black men of 
the tribe - creates a great deal of conflict for all.   
 The musical element of the production, the composer(s) of which remains unknown, involved quasi -
"traditional" Zulu songs and dances, in addition to the usual incidental music. The Pall Mall Gazette describes this 
aspect of the production thus: "a number of actual natives are also included, and their dances, singing and shouting add 
a heavy touch of the grotesque" (4).  
1914:  Globe Theatre (London); 30 Sept. 1914 - 9 Jan. 1915 
 - Cast incl.  Oscar Asche (Saduka), Lily Brayton (Mameena), Harcourt Beatty (Allan Quartermain), Hubert  
    Carter (King Mpande), Frederick Warlock (Prince Embuyazi), George D. Treloar (Prince Getshwayo),  
    Herbert Grimwood (Zikali), Fred Lewis (Umbezi), Tom Mowbray (Masapo), Caleb Porter (Mapita), Dora  
    Barton (Princess Nandi), Bessie Major (Unkomazi). 
 
 "Globe Theatre: Mameena."  LT: 1 Oct. (1914), 9. 
 "Zulu Play: Mameena at the Globe Theatre."  PMG: 1 Oct. (1914), 4. 
 
 
MOTHER GOOSE; OR, THE GOOSE THAT LAID THE GOLDEN EGG:   
 [pantomime]  Lib. Frederick W. Weierter; Mus incl. Frederick W. Weierter 
 The exact date for the premiere production of this version of the popular pantomime story has not yet been 
established. It is known however, that during the previous coupe of years prior to his tour of Victoria in late 1914 
(which was in fact his first to that state), McKay's company had toured New Zealand, New South Wales and 
Queensland. It is possible therefore that Mother Goose had become part of the repertoire as early as 1912 or 1913. 
 While there is no mention in advertising or production reviews of McKay's involvement as director/producer of 
the 1916 Brisbane season, evidence from other sources indicates that the Royal Pantomime Company was in fact his No 
2 Pantomime Company. The strongest evidence comes from an article published in Australian Variety (5 January 1916, 
n. pag.) which records that Phyllis Faye and her husband Bruce Drysdale had been associated with McKay on and off 
since 1910, with the latest engagement with McKay's No 2 Company having begun in March 1915. The same article 
also refers to the "current" Queensland tour. A par accompanying the photograph of Faye published in the February 
1916 issue of the Theatre also notes: "Latterly [Faye] has been principal boy in that manager's No 2 Co., so called - not 
in order of merit - but merely because of its formation after the first company had been sent out" (11). 
 One of the songs known to have been incorporated into the 1915 production was "My Hero" (the waltz song 
from The Chocolate Soldier) which was sung by the Fontenoy Girls (NM: 31 Aug. 1915, 2).  The 1916 Brisbane 
production incorporated several specialty acts - notably Levarto the magician and Shipp and Little 
(patterologists/dancers). The pantomime also included a "stirring patriotic tableau entitled "'Britannia'" (TBRS: 12 Mar. 
1916, 7). 
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1914: Lyric, Esplanade (St Kilda, Melb); 2-14 Nov. 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd. 
 - Troupe: Stanley McKay's No 1 Pantomime Company. 
 - Cast incl. Jim Gerald (Mother Goose), Will Raynor (King Cole), Fred Keeley (Midi, the King of the Devils),  
    Essie Jennings (Boy Blue), Rose Coleman (Red Riding Hood), Carmen Coleman (Johnny Stewart), R.  
    Dunbar, Ivy Aldous, Alma Aldous, Annie Lillilund (Queen of the Fairies), Bante Rhys. 
 - The company is said to have consisted of some 30 artists and musicians. 
1915: Princess Theatre (Syd); ca. Aug. 
 - Troupe: Stanley McKay No 1 Pantomime Company. 
 - Cast and production mostly as for previous 1914 Melbourne production. Billy Speed played Matilda the  
    Goose.  
1915: East Coast regional tour (NSW/Qld); ca. Aug - Sept. 
 - Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd and Birch Carroll (and Coyle). 
 - Troupe: Stanley McKay No 2 Pantomime Company.    
 - Cast incl. Bruce Drysdale (Mother Goose), Phyllis Faye (Little Boy Blue), Harry McDonna (Old King Cole),  
    Ivy Marsden  (Little Red Riding Hood), Marjorie Ivy (Fairy), Florrie Heran, The Fontenoy Girls (singers),  
    The Three Greshams.  
 - The Queensland tour included seasons on the Birch, Carroll (and Coyle) circuit. 
 - Tour incl. Theatre Royal, Charters Towers (Qld) 30 Aug. - 
   Victoria Theatre, Newcastle (NSW) ca. Sept. 
 - Billy Speed played  Matilda the Goose in the Newcastle season. 
1916: Theatre Royal (Bris); 12 Mar.   [1 pfm only]  
 - Dir. Harry Taylor; Prod. Stanley McKay in assoc. with Holland and St John/Fullers' Theatres Ltd; S Mngr.  
    Andrew Hodge; S Art. Ray Phillips. 
 - Troupe: Royal Pantomime Company (aka Stanley McKay's No 2 Pantomime Company). 
 - Cast incl. Bruce Drysdale, Phyllis Faye, Harry Little, Esme McLellan, Jim Gaffney, Maud Shipp, Anita  
    Cohen, Willie McDonald, Maisie Green, Constance Wallis, Miss Ray Barnard, Janet Hopkins, Ethel Wilson,  
    Nellie Hall, Eva Morris, Bessie Utting, Dora Tate, Marjorie Ford, Aileen Wills, Jessica French, Anna Collins,  
    The Fontenoys (singers), Mdlle Beebe (continental danseuse), Phil Levarto (magician). 
- The Royal Pantomime Company's Brisbane season also included productions of Old Mother Hubbard (1914)  
   beginning 4 March and Bo-Peep (1910) on 13 March. 
 
 Dinkum. "Newcastle Notes: Victoria Theatre." AV: 8 Sept. (1915), n. pag. 
 "Mother Goose Pantomime."  A: 2 Nov. (1914), 7. 
 "Mother Goose Pantomime." NM: 31 Aug. (1915), 2. 
 "Princess Theatre."  AV: 25 Aug. (1915), n. pag. 
"Royal Pantomime Company - At the Royal."  TBRS: 12 Mar. (1916), 7.       [rnib]             [see also advert. - TBRS: 12 Mar. (1916), 7] 
 "Seaside Pantomime: Mother Goose."  ARG: 3 Nov. (1914), 11. 
 "Stanley McKay's Pantomime."  AV:  8 Sept. (1915), n. pag. 
 "Stanley McKay's Pantomime."  AV:  18 Nov. (1914), n. pag. 
 
 
 OLD MOTHER HUBBARD:  [pantomime]   Lib. Harry Taylor; Mus. [n/e] 
 Described in the Theatre as "a genuinely bright entertainment" (Sept. 1914, 52), this Stanley McKay-produced 
pantomime is believed to have been first staged as early as 1914, when McKay's No 1 Pantomime Company undertook 
a national tour on the Fullers' circuit (including Melbourne, Adelaide, Perth and Fremantle).  The Theatre also notes in 
this regard that the troupe had travelled no less than 27,000 miles during the previous twelve months leading up to the 
Sydney season, with the performers providing the whole show in each city (apart from Melbourne where they presented 
only half the bill). The company is said to have consisted of some twenty-five performers and musicians. 
 Although the 1915 production of Old Mother Hubbard starred Jim Gerald and Essie Jennings in the dame and 
principal boy roles respectively, reviews in both the Theatre and Australian Variety, suggest that the husband and wife 
team of Will Rayner and Carmen Coleman were the hits of the show. Indeed, the Theatre writes of their involvement, 
"by far the best work is done by Will Raynor as Archibald and Carmen Coleman as Sally Horner… between them 
[they] are responsible for three-fourths of the laughter of the pantomime" (52).  
 Later productions were most likely reworked and updated from the original, containing new songs and comic 
routines. The 1916 Brisbane season was staged over two acts, these being: Act 1. Sc 1. Gamadelta's Lower Regions; Sc 
2. The House of Mother Hubbard; Act 2. Sc 1. The Palace of Dumdoodledumdoo; Sc 2. Dandooloo Fram; Sc 3. The 
Palace. 
 While there is no mention in advertising or production reviews of Stanley McKay's involvement as 
director/producer of the 1916 Brisbane season, evidence from other sources indicates that the Royal Pantomime 
Company was in fact his No 2 Pantomime Company. The strongest evidence comes from an article published in 
Australian Variety (5 Jan. 1916, n. pag.) which records that Phyllis Faye and her husband Bruce Drysdale had been 
 
__________________________ 
 
NB: By 1915 E. J. Carrroll and George Birch were partners in a southern Queensland theatre circuit. Their association with T.V Coyle at that 
time was in north Queensland only. 
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back with McKay's No 2 Company since March 1915 (they are known to have associated with McKay on and off since 
1910, including the 1914 production of Mother Goose). The same article also refers to the "current" Queensland tour. A 
par accompanying the photograph of Faye published in the February 1916 issue of the Theatre also notes that "latterly 
[Faye] has been principal boy in that manager's No 2 Co., so called - not in order of merit - but merely because of its 
formation after the first company had been sent out" (11). 
1914: Lyric Theatre (St Kilda, Melb); ca. Nov. 
 - Dir. Stanley McKay; Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd. 
 - Troupe: Stanley McKay's Pantomime Company. 
1915: Princess Theatre (Syd); 14-21 Aug. 
 - Dir. Stanley McKay; Prod. Stanley McKay and Ross B. Simpson in assoc. with Fullers' Theatres Ltd; Mngr.  
    Leslie Smith. 
 - Troupe: Stanley McKay No 1 Pantomime Company. 
 - Cast incl. Jim Gerald (Pansy Hubbard), Essie Jennings (Robin), Rosie Coleman (Bluebell), Carmen Coleman  
    (Sally Horner), Richard Durbur (Gammadelta, "The Mighty Ruler"), Rupert Green (Ponto), Ruby Raymond  
    (Hafiz), Will Rayner (Archibald).  
1915: East Coast regional tour (NSW/Qld); ca. Aug - Sept. 
 - Prod. Stanley McKay in assoc. with Fullers' Theatres Ltd and Birch and Carroll (and Coyle). 
 - Troupe: Stanley McKay No 2 Pantomime Company. 
 - Cast incl. Bruce Drysdale (Pansy Hubbard), Phyllis Faye (Little Boy Blue), Harry McDonna (Old King Cole),  
    Ivy Marsden  (Little Red Riding Hood), Marjorie Ivy (Fairy), The Fontenoy Girls, Florrie Heran, The Three  
    Greshams. 
 - The Queensland tour included venues on the Birch, Carroll (and Coyle) circuit. 
 - Tour itinerary incl. Theatre Royal, Charters Towers (Qld) 3 Sept. - 
    Victoria Theatre, Newcastle (NSW) ca. Sept. 
1916: Theatre Royal (Bris); 4-11 Mar. 
 - Dir. Harry Taylor;  Prod. Stanley McKay in assoc. with Holland and St John/Fullers Theatres Ltd; S Mngr.  
    Andrew Hodge; S Art. Ray Phillips. 
 - Troupe: Royal Pantomime Company (aka Stanley McKay's No 2 Pantomime Company). 
 - Cast incl. Bruce Drysdale (Mother Hubbard), Phyllis Faye (Robin), Harry Little (Gamadelta, a mighty ruler),  
    Esme McLellan (Bluebell, Mother Hubbard's daughter), Jim Gaffney (Archibald Hubbard, one of the K-nuts),  
    Maud Shipp (Sally Horner, just a slavey), Anita Cohen (Gamadelta's valet), Willie McDonald (Ponto, the  
    dog), Masie Green (Heartsease, Queen of the Fairies); The King's Dancers - Constance Wallis (Gradentia),  
    Miss Ray Barnard (Favorita), Janet Hopkins (Moritza), Ethel Wilson (Wanda); Dairymaids at Mother  
    Hubbard's Farm - Nellie Hall (Doris), Eva Morris (Maud), Bessie Utting (Alice), Dora Tate (Hilda), Marjorie  
    Ford (Jean), Aileen Wills (Daisy), Jessica French (Olive), Anna Collins (Maisie), The Fontenoys (singers),  
    Mdlle Beebe (continental danseuse), Phil Levarto (magician). 
- The Royal Pantomime Company's Brisbane season also included one night-only productions of Mother Goose  
   (1914) beginning 12 March and Bo-Peep (1910) beginning 13 March. 
1922: Strand Theatre (Leichhardt, Syd); 23-28 Dec.  
 - Dir/Prod. Stanley McKay. 
 - Cast incl. Bert Desmond (Pansy Hubbard), Lulla Fanning (Robin), Mattie Jansen (Bluebell), Ethel Osborne  
    (Fairy Queen). 
1923: New South Wales regional tour ; ca. Jan. 
 - Dir. Alf Coleman; Prod. Stanley McKay. 
 - Troupe McKay and Coleman's Aldwych Theatre Company. 
 - Cast incl. Bert Desmond, Mattie Jansen. 
 - Itinerary incl. Guyra, Tenterfield, Glen Innes, Quirindi and Tamworth, NSW Northern Rivers.  
 - Other productions staged incl. Bluebeard, Bo-Peep, and a new revue - Around the World. 
 
 E: 24 Jan. (1923), 33.      [rnib] 
"Old Mother Hubbard - At the Princess (Sydney)."  TT: Sept. (1915), 52-3. 
"Princess Theatre."  AV: 18 Aug. (1915), n. pag. 
"Theatre Royal." TBRS: 5 Mar. (1916), 7.  [see also advert. - TBRS: 27 Feb. 1916, 7] 
 
 
THE BABES IN THE WOOD:  [pantomime] Lib. Alf J. Lawrence; Orig Mus. Alf J. Lawrence; Add  
 Mus. [n/e] 
#  W.J. Deane and Son, 1914     ["Follow Me Boys"] 
 Based on the traditional and popular pantomime story, this Alf J. Lawrence adaptation similarly inserts popular 
characters from the Robin Hood legend into the tale of the two "babes" kidnapped by ruffians on the orders of their 
wicked uncle.  
 Of the thirty songs and dances in the show at least nine were written by Alf J. Lawrence, these being: "Follow 
Me Boys" and "It's the Allies" (originally sung by Dorothy Harris); "Boys of the Expedition" (Lola Hunt); the topical 
trio "Mum's The Word," "Dance of the Robins" (ballet), "I Can't Do that Sum" (Marjory Daw's schoolroom number) 
and three songs for Daisy Jerome - "I Don't Care," "Anyone Could See She was a Lady" and "Pull for the Shore." Two 
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of the non-Lawrence songs presented in this production were "Give Me a Piggyback" (The Babes) and "Always Take a 
Girl Named Daisy" (Daisy Jerome).  The Argus theatre critic wrote of the revised 1915 Princess's Theatre (Melb) 
production: "The ballets and choruses were bright and attractive, and the mingling of popular ragtime airs with the usual 
musical numbers was a novelty that appealed to the audience" (23 Aug. 1915, 13). It is unclear as to how many song 
changes were made for the short Bijou season which followed the Princess's season, and thus the following (mentioned 
in the Bijou reviews) may or may not have been included in the earlier production: "I Do Believe I'm in Love" and "I 
Followed Her Here" (Robin Hood) and "Rose of Italy" (Maid Marion).  
 Staged in two acts, the production's scenes involved the following sequences: Act 1: The Babes Nursery' Village 
of Sherwood; Baron Hardup's Baronial Hall; On the Sands at Coogee; Floating in the Briny; Woodland Glade Finale - 
The Escapade; Act 2: Dame Durden's School-Room; Dingle Dell; Jeromeland; The Baron's Banqueting Hall; On the 
Banks of the Missouri; and The Throne Room in the King's Palace. The specialties staged were: Bathing Girls; The 
Dream Boat; the Leaf Ballet; Tipperary March; The Ghost of the Violin; The Expeditionary Force; Allies March; Flag 
Tableaux; The Great International Military Scenes ("The Rock - 1815" and "The Rock 1915"); and The Grand 
Concluding Spectacle ("1916 - Peace, Prosperity and Plenty"). 
1914: Adelphi Theatre (Syd); 23 Dec. 1914 - 12 Feb. 1915 
 - Dir. Lester Brown; Prod. George Willoughby; M Dir. Mr Wynne-Jones; S Art. J. S. Mann, Alfred and  
    George Clint; Cost. D. H. Souter; Chor. Bertha Bursh. 
 - Cast incl. Dorothy Harris (Robin Hood), Dan Thomas (Dame Durden), Daisy Jerome (Maid Marion), Lola  
    Hunt (Will Scarlett), Bert Le Blanc (Weary Willie), Ted Stanley (Tired Tim), Billy Watson (Baron Hardup),  
    Joe Waldron (Simple Simon, the village idiot), Durham Marcell (Town Cryer), Harry Gordon (Old Man of the  
    Village), Eric Jenkins (The Sheriff), Ergon Wollff (Innkeeper), Jack Heller (The Goat), Harry Grouse (Von  
    Turpentine), Percy Wake (Tinprince), Undine Evans (Mulke), Elsie Sloane (Spirit of Good Intent); The Babes  
    - Little Merle Hickey (Boy) and baby Creber (Joy); Josephine Gassmann and her Piccaninnies;  Joe Waldron,  
    Ettie Waldron (Marjorie Daw), Bill Waldron; and the New York Comedy Four - Jack Quinlan (The King),  
    Glanville Jones (Friar Tuck), Clym Edgares and Holly Leslie (Spirit of Evil Intent). 
- Americans Durham Marcel and Nellie Fallon were also engaged as specialist Fox-trot dancers. 
- NB: The names of two cast members were incorrectly spelled in advertising published in the Sydney Morning  
   Herald (23 Dec. 1914, 2). These are: Granville Jones for Glenmore Jones and Durham Marton for Durham  
   Marcell. Both of these performers became members of Bert Le Blanc's Travesty Stars in 1915. 
1915:  Newcastle, NSW ; 13-19 February. Cast and production mostly as for Adelphi Theatre season.  
1915: Her Majesty's Theatre (Bris), 22 Feb. - 6 Mar.   
 - Dir. Lester Brown; Prod. George Willoughby; M Dir. Mr Wynne-Jones; S Art. J. S. Mann, Alfred and  
    George Clint; Cost. D. H. Souter; Chor. Bertha Bursh. 
 - Cast incl. Dorothy Harris, Daisy Jerome, Dan Thomas,  Lola Hunt, Bert Le Blanc, Jake Mack (Tired Tim),  
    Ted Stanley (Village Idiot), Bert Barton, Billy Watson, Elsie Sloane, Josephine Gassmann and her  
   Piccaninnies, Durham Marcel and Nellie Fallon (American Fox-trot specialists); Joe, Ettie andBill Waldron;  
   the New York Comedy Four - Jack Quinlan, Glanville Jones, Clym Edgares and Holly Leslie; and Hanlon,  
   Dean and Hanlon (hand balancers). 
- The cast also involved some 80 "beautiful show girls" and a Corps de Ballet of 40 performers. 
1915: Queensland regional tour; began 8 Mar. - 
 - Cast and production mostly as for previous Brisbane season. 
- Tour itinerary was: Gympie, Maryborough, Bundaberg (one night in each), Rockhampton (3 nights),  
   Toowoomba (2 nights). 
1915:  New Zealand Dominion tour ; 25 March - 22 May (10 weeks).  
- Cast and production mostly as for previous Brisbane season.  
- The company left Sydney for New Zealand on 19 March. 
- The tour closed in Auckland on 22 May.  
1915:  Adelaide, South Australia; ca. May-June.  
- Cast and production mostly as for previous Brisbane season.  
1915:  Victorian regional tour ; ca. July-August.  
- Cast and production mostly as for previous Brisbane season. Bert Le Blanc and Jake Mack did not tour due to  
   their debut Travesty Stars season at the Bijou Theatre, Melbourne. 
- Tour itinerary incl. Geelong, Bendigo, Ballarat. 
1915:  Tasmanian tour ; ca. July-August.  
- Cast and production mostly as for previous Brisbane season. . Bert Le Blanc and Jake Mack did not tour due to  
   their debut Travesty Stars season at the Bijou Theatre, Melbourne. 
- Tour itinerary incl. Launceston and Hobart. 
1915: Princess's Theatre (Melb); 21 Aug. - 10 Sept. 
 - Dir. Lester Brown; Prod. George Willoughby; M Dir. Alf J. Lawrence; S Art. J. S. Martin, Alfred and  
   George Clint, Rege Robins. 
 - Cast incl. Carrie Moore (Robin Hood), Dan Thomas, Ray de Vere (Maid Marion) Bert Le Blanc, Jake Mack,  
    Ted Stanley, Carlton Chase (Baron Hardup), Nellie Fallon (Marjorie Daw), Lola Hunt, Granville Jones, Clem  
    Edgares (Sheriff), Muriel Cathcart, Holly Leslie, Dorothy Seacombe and Alice Jerrems (the Babes), J. Souter  
    (Goat), Bollinger and Reynolds (acrobats), Mandeno's Canine Marvels. 
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- The Melbourne production was a reworked version of the pantomime as it had been presented during the  
   1915 Queensland regional tour. 
 - The show was taken up for one week by the Fullers', who staged it at their Bijou Theatre immediately after the  
    Princess's season closed. 
1915: Bijou Theatre (Melb); 11-17 Sept. 
- Cast and production mostly as for previous Princess's Theatre season. Prod. Fullers' Theatres Ltd. 
 - The Age review indicates that "little or no change in the plot was apparent [between the Princess's and Bijou  
    productions, although the latter] was very much enlivened by the addition of popular songs and topical skits"  
    (13 Sept. 1915, 14). 
  
 "Babes in the Wood: Order of the Tour." TT: Mar. (1915), 8-9. 
 "Babes in the Wood Pantomime Tonight."  BC: 22 Feb. (1915), 9.        [see also advert. - BC: 22 Feb. 1915, 2] 
 "Bijou Theatre."  A: 13 Sept. (1915), 14. 
 "Bijou Theatre."  ARG: 13 Sept. (1915), 9. 
 Le Blanc, Bert. "Was the Criticism Justified."  TT: Mar. (1915), 47. 
 "Music and Drama."  BC: 20 Feb. (1915), 13. 
 "Princess's Theatre Pantomime - The Babes in the Wood."  A: 23 Aug. (1915), 10.    [see also advert. - A: 21 UG. 1915, 16] 
 "Princess's Theatre - The Babes in the Wood."  ARG: 23 Aug. (1915), 13. 
 SMH: 23 Dec. (1914), 2.   Advert    (NB: No SMH issue for 24 Dec.1914 - which included a review of the premiere -  is available) 
 Spotlight. "From a Spectator's Point of View." TT: Feb. (1915), 10-11. 
 
 
 
 
 
 
 
Frederick Weierter  
Librettist and composer of Mother Goose 
From Australis; Or, The City of Zero program (1900) 
(Courtesy of the Fryer Library, University of Queensland) 
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1915 
 
 Harry Clay staged his revusicals in 1915 as a first part entertainment - essentially replacing the minstrel portion 
of his previous shows. The second part of the program offered vaudeville artists - some of which were staged by 
specialty artists and some by members of the revusical troupe. Most of the other theatre operations presenting revusicals 
at this time presented these productions as a second part entertainment - with the vaudeville bill opening proceedings. 
Ma Mie Rosette, Paul Lacombe's French operetta was staged at Her Majesty's Theatre (Syd) with Gladys 
Moncrieff playing the lead role of Rosette.  One of the musical highlights was the second act song, "I was Dreaming," 
which had been written especially for Nellie Stewart when she played Rosette at the Lyceum Theatre (Syd) in 1894. 
The composer was Sydney-based music director/conductor/pedagogue Auguste W. Juncker The song was again 
incorporated into the operetta in 1924 when Moncrieff revived it during her farewell season at Her Majesty's (Syd).  
Edward Warwick's Burlesquers toured Australia during the year, presenting vaudeville and burlesque-style 
musical comedy productions. The troupe included performers such as Maud Fane, George Tichener and Armitage and 
Hine. The origins of their music theatre works are unclear. 
 
__________ 
 
 
THIS IS THE LIFE:  [burlesque]  Txt. Paul Stanhope; Mus. [n/e] 
 Described as a musical burlesque with seven part characters and a chorus of twelve who sing, dance and/or 
perform specialty acts. Possibly written by Stanhope with contributions from other Les Bates and other members of the 
company, the action appears to have unfolded within various parts of a hotel, including a restaurant. Reference is made 
to the war in a section played out by Arthur Renshaw and a chorus of girls "personifying the Allies" (X-Ray 35). 
1915: National Amphitheatre (Syd); 13 Feb. - 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
 - Cast incl. Paul Stanhope (Spike Murphy), Les Bates, Ruby Kennedy, (Jeanette Dupree), Frank Norton (a  
    waiter), plus "The Grafters Quartet" (Harry Ross, Teddy Long, Arthur Renshaw, George McCall). 
- This was the opening production for Stanhope's seven week season at the National (ending 30 Mar.), and was  
   followed by two other revusicals On the Farm and Helloa Coogee. The company left for New Zealand on 31  
   March. 
1915: Empire Theatre (Bris); 13-19 Nov. 
- Dir. Paul Stanhope; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Paul Stanhope's Merry Musical Burlesque Company. 
 
 X-Ray. "Paul Stanhope Musical Burlesque Co." TT: Mar. (1915), 35. 
 
 
DICK WHITTINGTON AND HIS CAT:  [pantomime]  Lib. Dan Thomas; Mus. [n/e] 
 This version of the popular pantomime was adapted for the Australian stage by Dan Thomas from his earlier 
London production (believed to have been first produced c1910). Although no details of the Philip Lytton regional tour 
under canvas (along with another Thomas pantomime, Aladdin) have been located yet, the Theatre reports in February 
1915 that both productions were in rehearsal as of January and that the tour was scheduled to begin in early February. 
The tour's principal girl, Marceline Boulais had previously starred in Come Over Here (1913), believed to have been the 
first revue ever staged in Australia. She took over the role played in Sydney by Olive Godwin for Melbourne and 
Adelaide. 
Interestingly, the Adelphi Theatre (Syd) production marked the first time that American director Lester Brown 
had worked for George Marlow, despite having been brought to Australia by the producer some two and a half years 
previously. Originally engaged in America by Marlow to direct a series of dramas at the Adelphi Theatre in Sydney, by 
the time Brown had arrived in Australia the theatre had changed hands, and his contract was thus automatically taken up 
by the new proprietor, George Willoughby. Brown's association with Willoughby saw him quickly become one of the 
leading directors of musical comedy in the country, and although he staged all manner of theatre (including motion 
pictures) during his long career, it was would be his musical comedies and pantomimes that found the greatest success.  
 For the Adelphi season much of the comedy fell to Dan Thomas as the dame, Mary Ann, with Carrie Moore 
taking on the principal boy role of Dick Whittington. Some of the topicalities incorporated into the narrative included 
the up-coming census, with Dan Thomas raising plenty of laughs with his line "Is this where I get my senses taken?" 
Several references to the war were also made, with an allusion to Germans interned in Australia being applauded 
vigorously when the actors suggested more should be put into the camps" (BC: 17 Feb. 1916, 4). One of the chief 
attractions, too, was the scenic art by Rege Robins and his assistants. The settings included: "The Panama Exposition," 
"The Tower of Jewels," "The Fountain of Energy," "The Great Shipwreck," "The Gardens of Morocco," and "The Big 
Cheapside Scene. 
Two of the Dick Whittington's biggest hit songs were "Rufe Johnston's Harmony Band" sung by Dan Thomas; 
and a duet by Thomas and Billy Watson titled "If You Can't Get a Girl in the Summertime (You'll Never Get a Girl at 
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All)." The rest of the music, described by the Brisbane Courier theatre critic as "not strikingly melodious, but 
[containing] catchy numbers" (4) included: "What's the Good of the Moonlight" and "Little House on the Hill" (Moore); 
the duet "I Just Can't Keep Away from You" (Moore and de Vere); and "Idle Jack" (de Vere). The dances staged 
included: "The Dance of the Nile Maidens," The Beautiful Harem Ballet" and "The McLean's Whirlwind Dance." 
1915: Phillip Lytton's Australian regional tour; beginning Feb. 
 - Dir/Pord. Philip Lytton. 
 - Cast incl. Kathleen Mack (aka Mrs Frank Musgrove as principal boy), Marceline Boulais (principal girl), Reg  
    Harrison (dame).  
1915: Adelphi Theatre (Syd); 21 Dec. 1915 - Jan. 1916 
 - Dir. Lester Brown; Prod. George Marlow; M Dir. T. H. Knibb; S Art. Rege Robins. 
 - Cast incl. Carrie Moore (Dick), Dan Thomas (Mary Ann),  Frank Skeats (Demon King), Violet Noveni (Fairy  
    Queen), Kathleen Mack (Capt. David), Audrey Worth (Princess of Morocco), Harry Burgess (Marlin Spike),  
    Billy Watson (Idle Jack), Ted Stanley (Bowsprite), Ray de Vere (Alice Fitzwarren), Eddie Mclean (The Cat),  
    Decima McLean (dancer), Montambo and Wells. 
1916: His Majesty's Theatre (Bris); 16-28 Feb. 
- Cast and production mostly as for previous Sydney season. 
   
"Dick Whittington." BC: 17 Feb. (1916), 4.              [see also advert. - BC: 16 Feb. 1916: 2; and  rev. - BC: 18 Feb. 1916, 5] 
"Dick Whittington Pantomime."  BC: 18 Feb. (1916), 5. 
 "Philip Lytton's Pantomime Co."  TT: Feb. (1915), 36.      [rnib] 
 
 
ALADDIN:  [pantomime]  Lib. Dan Thomas; Mus. [n/e] 
 Although no details of the Phillip Lytton regional tour under canvas (along with another Thomas pantomime, 
Dick Whittington) have been located yet, the Theatre reports in February 1915 that both productions were in rehearsal 
as of January and that the tour was scheduled to begin in early February. The tour's principal girl, Marceline Boulais 
had previously starred in Come Over Here (1913), believed to have been the first revue ever staged in Australia. She 
took over the role played in Sydney by Olive Godwin for Melbourne and Adelaide. 
1915: Phillip Lytton's Australian regional tour; beginning Feb. 
 - Dir/Prod. Philip Lytton. 
 - Cast incl. Kathleen Mack (aka Mrs Frank Musgrove as principal boy), Marceline Boulais (principal girl), Reg  
    Harrison (dame).  
 
 "Philip Lytton's Pantomime Co."  TT: Feb. (1915), 36.      [rnib] 
 
 
FUN ON A FARM: [aka ON A FARM] [revusical] Txt. Paul Stanhope; Mus. [n/e] 
 It is unclear as to what relationship this revusical has with several other similarly titled revusicals staged in 
Australia over the course of the next decade or so. These include: Arthur Morley's On the Land (1916); Art Slavin's On 
the Ranch (1916) Fooling the Farmer (also sometimes referred to as Fun on a Farm) produced on the Clay circuit in 
1917; and Fun on the Farm (Billy Cass, 1926).  
[NB: It is also not clear whether a relationship exists between any of these revusicals and a minstrel farce staged in 1897 under the title Fun 
on a Farm (produced by Harry Rickards at the Melbourne Opera House from 17 July)] 
1915: National Amphitheatre (Syd); c . Mar. 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
 - Cast incl. Paul Stanhope, Les Bates, Ruby Kennedy, Frank Norton, plus "The Grafters Quartet" (Harry Ross,  
    Teddy Long, Arthur Renshaw, George McCall). 
- The second of three productions staged by the Stanhope company during a seven week season (Feb/Mar.) at  
   the National. The other productions being This is the Life and Helloa Coogee. 
1915: Empire Theatre (Bris); 20-26 Nov. 
- Dir. Paul Stanhope; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
 
 
HELLOA COOGEE: [aka HELLOA BRISBANE] [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
It is believed that the title of this production changed according to the place it was being staged, hence Helloa 
Coogee when presented in Sydney, and Hello Brisbane during the Queensland capital's season. 
1915: National Amphitheatre (Syd); ca. Mar. 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
 - Cast incl. Paul Stanhope, Les Bates, Ruby Kennedy, Frank Norton, plus "The Grafters Quartet" (Harry Ross,  
    Teddy Long, Arthur Renshaw, George McCall). 
- The third of three productions staged by the Stanhope company during a seven week season (Feb/Mar) at the  
   National. The other productions being: This is the Life and Fun on the Farm. 
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1915: Empire Theatre (Bris); 20-26 Nov. [as Helloa Brisbane] 
- Dir. Paul Stanhope; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
 
 
FUN IN A SANATORIUM:  [revusical]  Txt. Albert Bletsoe; Mus. [n/e] 
 Although the origins of this revusical have not yet been established, the cast was largely Australian, and as was 
typical of such productions relied very much on contributions from various members to fill in the narrative. One 
particular scene, described in the Theatre as "the banker interlude" was presented by a young Roy Rene and George 
Melrose. One song known to have been incorporated into the work was a duet between Albert and Maud Bletsoe, titled 
"Ab-dab Honeymoon." 
 Australian sketch artists Maud and Albert Bletsoe, who were well-known as costume-comedy artists throughout 
the Antipodes during the first decade of the 20
th
 century, had returned to Australia in March of 1915 after having spent 
some thirteen months touring America on the Y.M.C.A. circuit (one of their more popular creations on that tour was a 
dance they titled "The Kangaroo Tango"). It is very likely that the basis for the story and production were "American in 
influence." 
 [NB: It is not known whether any relationship exists between this work and a later revusical The Sanatorium, credited to Nat Phillips and 
staged by his Stiffy and Mo company in 1919. Of interest here is the fact that Roy Rene, a cast member for the 1915 work was also, naturally, a cast 
member of the 1919 revusical] 
1915: Victoria Theatre (Newcastle); ca.Mar/Apr. 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe, Maud Bletsoe. 
 -  Season begins 23 Mar. and ends 30 Apr. (see also In Vacation Time) 
1915: Bijou Theatre (Melb); ca. May/June 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe (Dusty), Maud Bletsoe (Violet). 
1915: National Theatre (Syd); 20-26 Nov. 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe, Maud Bletsoe, Roy Rene, George Melrose, Jolly Marie, Biddie Hawthorne, Eileen  
    Barnsley, Freda Hellston, May Sharpe, Rosie Bowie, May Foy, Belle Blackwell, Charles Callow, Charlie  
    Melvin, Harry Kenny, Jack Nicholson. 
1916: Empire Theatre (Bris); 13-19 May 
- Dir. Albert Bletsoe; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe, Maud Bletsoe, Roy Rene, Rosie Bowie 
 
 TT: June (1915), n. pag.       [rnib] 
TT: Dec. (1915), 41.      [rnib] 
 
 
IN VACATION TIME:  [revusical]  Txt/Mus. [n/e] 
 Albert Bletsoe played Dusty Roads an Irish American tourist in this one act musical comedy. Maude Bletsoe 
was cast as Violet Asterbilt, a seaside belle, and Roy Rene as Garibaldi Isaacs, a Hebrew buyer and seller. Rene's 
specialty in the production was a performance of the Yiddisher Wedding. 
1915: Victoria Theatre (Newcastle); ca. Mar/Apr. 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe (Dusty), Maud Bletsoe (Violet). 
 -  Season begins 23 Mar. and ends 30 Apr. (see also Fun in a Sanatorium) 
1915: Bijou Theatre (Melb); ca. May/June 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe (Dusty), Maud Bletsoe (Violet). 
1915: National Theatre (Syd); ca. Nov. 
 - Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 - Cast incl. Albert Bletsoe (Dusty), Maud Bletsoe (Violet), Roy Rene (Gaibaldi Isaccs), George Melrose, Jolly  
    Marie, Biddie Hawthorne, Eileen Barnsley, Freda Hellston, May Sharpe, Rosie Bowie, May Foy, Belle  
    Blackwell, Charles Callow, Charlie Melvin, Harry Kenny, Jack Nicholson. 
1916: Empire Theatre (Bris); 20-26 May [return season: 10-16 June] 
- Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Albert Bletsoe's Musical Comedy Revue Company. 
 -  Cast incl. Albert Bletsoe, Maude Bletsoe, Roy Rene, Rosie Bowie.  
 396 
 TT: June  (1915), n. pag.      [rnib] 
 West, John. Theatre in Australia. (1978), 124. 
 
 
THE GOOSE THAT LAYED THE GOLDEN EGG:  [musical comedy] Lib/Mus. [n/e] 
 This production, advertised as a "brilliant witty musical comedy" (NM:  10 Apr. 1915, 1) rather as a pantomime, 
was staged by Frank's Reis's musical comedy company, along with other productions like On the Brain.   
1915: Theatre Royal (Charters Towers, Qld); 12 Apr. 
 - Dir/Mngr. Frank Reis; Prod. Birch, Carroll and Coyle. 
 - Troupe: The World's Entertainers. 
 
 
FUZZY WUZZY:  [revusical] Txt. Bert Le Blanc; Mus. [n/e]  
 Arguably one of Bert Le Blanc's most popular creations, Fuzzy Wuzzy was staged in Australia regularly for at 
least six to seven years. The action is set in a bank, with Ike Cohen and Morris Levi putting in and taking out "mornings 
and evenings." The Truth newspapers indicates that the narrative allowed "good choruses, splendid solos, clever 
dancing and amusing patter [to be] worked in" (12 Mar. 1916, 7). As such it was variously described as a "revue," a 
"musical extravaganza" (TBRS 1 Apr. 1916, 7); "the quintessence of musical comedy… crammed full with tuneful 
musical numbers" (BC: 17 Dec. 1917, 11); and "a musical travesty" (BC: 9 Dec. 1918, 5).   
 The principal characters are Ike Cohen and Morris Levi (on business and pleasure), General Steele and his four 
daughters, Percy Cheatem (a bad-un), Harvard Yale (educated) and two society women - Lady Grafter and Lady 
Fleecem.  
Although there would likely have been quite a number of changes over the years, it is likely that the latter 
versions share a similar foundation to the 1915 production. Specific comedy routines and songs, however, would have 
been reworked in order to provide topicality and social relevance. 
 One of the musical hits of the 1917 production was "Lonesome baby" sung by Nellie Fallon. Songs incorporated 
into the 1918 production included: "Dance that Dengozo with Me" and "In a Bungalow Where the Red Roses Grow" 
(sung by Lillian Colenzo); "Lonesome Baby" (Olga Ray); "The Strains of a Wedding March," "Where the River 
Shannon Flows" and "Summer Moon" (Mike Connors); and "The Deathless Army" (Will Raynor). 
 [NB: It has not yet been established whether Le Blanc's Fuzzy Wuzzy production and a similarly titled revusical staged by Charles Delavale 
on Harry Clay's Sydney circuit in 1927 are related. Delavale's Fuzzy Wuzzy, produced by Maurice Chenoweth for Clay's Bridge Theatre Pty Ltd and 
co-starring Violet Elliott, was staged at the Gaiety Theatre during the week 19-25 Feb.] 
1915: Bijou Theatre (Melb); 26 June - 9 July 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carrie Moore (Lady Grafter), Carlton Chase,  
   Maud Miles, Durham Marcel, Nellie Fallon, New York Comedy Four (Jack Quinlan, Glenmore Jones, Clym  
   Edgares and Holly Leslie); and the Pony Ballet. 
-  The opening production for Le Blanc's Melbourne season, it ran for two weeks. 
1915: Melrose Theatre (Perth); ca. Oct/Nov. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Durham Marcel, Nellie Fallon, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
 - NB: Carrie Moore did not tour with the troupe following its debut season in Melbourne. 
1915: Kings Theatre (Adel); ca. Dec. 1915/Jan. 1916 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Durham Marcel, Nellie Fallon, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
1916: Empire Theatre (Bris); 11-17 Mar., 15-19 Apr. 
- Dir. Bert Le Blanc; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan and Glenmore Jones, Hollie Leslie, Clym Edgares); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
1916: National Theatre (Syd); ca. 29 Apr. - 5 May* 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan and Glenmore Jones, Hollie Leslie, Clym Edgares); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
- * Possibly staged during the week 22-26 Apr. 
1917: Majestic Theatre (Newtown, Syd); 23-29 June 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
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- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Nellie Fallon, Queenie Paul, Mike Connors, Fred Witt, Carlton Chase,  
    Durham Marcel; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie Lannan, Dot Bellion, Lily Clarke,  
    Annie Henry). 
1917: NB: Fuzzy Wuzzy was very likely staged in Adelaide (c Mar/Apr); and in Sydney at the National Theatre (ca. Aug/Sept). No dates have been  
    identified, however. The Advertiser (Adelaide) was not able to be accessed for this research project, and the Fullers did not advertise  
    National Theatre shows in the Sydney Morning Herald for much of 1917. 
1917: Empire Theatre (Bris); 15-21 Dec. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland & St John. 
- Troupe: Bert Le Blanc's Travesty Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Queenie Paul, Ivy Moore, Clym Edgares, Carlton Chase, Mike Connors,  
    Fred Witt, Winnie Knight [aka Mrs Bert Le Blanc]; and the Pony Ballet. 
1918: Empire Theatre (Bris); 7-13 Dec. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
    Rose Brennan, Hilda Lynn, Annie Henry). 
1920: Queensland tour; ca. June/July 
 - Dir. Bert Le Blanc; Prod. George Marlow and Birch and Carroll. 
 - Troupe: Bert Le Blanc's Travesty Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Arthur Elliott. 
 - Tour itinerary incl: 9-10 June, Maryborough. 
1921: Lyric Theatre (St Kilda, Melb); 15-21 Oct. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister (Percy Cheatem), Dan Weldon (General Steele), Frank  
    Graham (Will Doem), Clarice Norman (Lady Grafter), Jean Maynard (Spirita Steele), Alice Walton (Nicotina  
    Steele), Winnie Knight (Lady Fleecem), Fred Deal (Harvard Yale), Harry Vernon (Butt Trimem), Mary  
    Anderson, Nora Marrs (Glucosia Steele), Sylvie Millers, May Down (Petrollir Steele). 
 - NB: An advertisement in the Argus (15 Oct. 1921, 6) has Le Blanc's character billed as "Abe." 
 - Most of the cast members also appeared in the first part entertainment. 
 
 "Empire, The."  TBRS: 12 Mar. (1916), 7. 
"Empire, The."  BC: 17 Dec. (1917), 11. 
 "Empire, The."  BC: 9 Dec. (1918), 5. 
 "Lyric Theatre - 'Who's Who." ARG: 17 Oct. (1921), 9.       [rnib] 
"Melbourne Notes - by SID: Bijou Theatre."  AV: 7 July (1915), n. pag. 
 
 
IN OLD SEVILLE: [aka CENTRAL 3251]: [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
Staged in 1915 under the cryptic title of Central 3251, this one act "musical travesty" set in Spain continues the 
adventures of Ike Cohen and Morris Levi amidst "a succession of laughable turns, merry dances and tuneful songs." An 
Age theatre critic further notes: 'Messrs Bert Le Blanc and Jake Mack as Ike Cohen and Morris Levi [bear] the brunt of 
the travesty upon their shoulders… Farcical interludes followed one another in rapid succession, [with] particular 
amusement being aroused by their fishing scene" (12 July 1915, 14). Staged from 1916 onwards as the "spicy, sparkling 
Spanish spree," In Old Seville (BC: 5 Jan. 1918, 2), a Brisbane theatre critic indicates that Le Blanc (Ike) and his off-
sider, Jack Mack (Morris) play a pair of bullfighters. The review also refers to the production as a "musical burlesque" 
(7 Jan. 1918, 9).  
 The 1915 production saw Carrie Moore score much acclaim for her "latest song success, 'My Bird of Paradise'" 
and the rousing patriotic ditty "I Love You Australia" (performed as squadron after squadron of Light Horse marched 
across a cinematograph screen at the back of the stage). Along with three well-received songs and dances by Nellie 
Fallon, and Carlton Chase's hit, "In the Heart of the City," the production's other musical sequences involved 
performances by the New York Comedy Four and the Pony Ballet's humorous "Charlie Chaplin Ballet" (14). Four other 
ballets were staged by this troupe of dances - these being "The Quaint Pajama Ballet," "The Pretty Pierrot Ballet," "The 
Novel Railroad Ballet" and "The Clever Spanish Ballet" (A: 10 July 1915, 16). Songs known to have been presented as 
part of the 1918 version are: "My Bird of Paradise" and "I Love You Australia" (sung by Queenie Paul). The Pony 
Ballet also staged a Charlie Chaplin turn during the Brisbane season.  
1915: Bijou Theatre (Melb); 10-23 July [as Central 3251] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Nellie Fallon (Senorita Richmond), Carlton  
   Chase (Willie Collingwood), Carrie Moore (Lady Fitzroy), Maud Miles, Durham Marcel, New York Comedy  
   Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
- This production was advertised as being staged for the first time in Melbourne. 
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1915: Melrose Theatre (Perth); ca. Oct/Nov. [as Central 3251] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Nellie Fallon (Senorita Richmond), Carlton Chase (Willie Collingwood),  
   Maud Miles, Durham Marcel, New York Comedy Four (Jack Quinlan,  
   Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
- Carrie Moore did not tour with the Travesty Stars following its debut season in Melbourne. 
1915:  Kings Theatre (Adel); ca. Dec. 1915 [as Central 3251] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Nellie Fallon, Carlton  Chase, Carrie Moore, Maud Miles, Durham  
   Marcel, New York Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the  
   Pony Ballet. 
1916: Empire Theatre (Bris); 18-24 Mar. [return season: 19-21 Apr.] 
- Dir. Bert Le Blanc; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
1917: NB: In Old Seville was very likely staged in Adelaide (c Mar/Apr); and in Sydney at the Majestic Theatre (ca. June/July) and at the National  
    Theatre (ca. Aug/Sept). No dates have been identified, however. The Majestic and National theatres were not included in Sydney  
    Morning Herald advertising by the Fullers, and the Advertiser (Adelaide) was not able to be accessed for this research project. 
1918: Empire Theatre (Bris); 5-11 Jan.    
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Lillian Colenzo, Olga Ray, Mike Connors, Queenie Paul  
    (Senora Clayfield), Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles; and the Pony Ballet. 
1918: Bijou Theatre (Melb); 23 Feb. - 1 Mar. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Lillian Colenzo, Olga Ray, Mike Connors, Queenie Paul  
    (Senora Clayfield), Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles; and the Pony Ballet. 
1918: Empire Theatre (Bris); 21-27 Dec. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy, Rose  
    Brennan, Hilda Lynn, Annie Henry). 
1921: Harry Clay's Sydney and Wollongong circuits; ca. June/July 
 - Dir. Bert Le Blanc; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Bert Le Blanc's Revue Company. 
 - Cast incl. Bert Le Blanc, Ted Stanley. 
1921: Lyric Theatre, St Kilda (Melb); 12-18 Nov. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister, Dan Weldon, Frank Graham, Clarice Norman, Jean  
    Maynard, Alice Walton, Winnie Knight, Fred Deal, Harry Vernon, Mary Anderson, Nora Marrs, Sylvie  
    Millers, May Down. 
1924: Harry Clay's Sydney circuit; ca. Mar/Apr. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Bert Le Blanc, Charles "Ike" Delavale, Elvie Stagpoole. 
 
"Bijou Theatre."  A: 12 July (1915), 14.         [see also advert. - A: 10 July 1915, 16] 
 "Empire, The." TBRS: 19 Mar. (1916), 7. 
 "Empire, The."  BC: 7 Jan. (1918), 9. 
 
 
AT THE EXPOSITION:  [aka AT THE SAN FRANCISCO EXPOSITION] 
[revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 Advertising for this "bright musical travesty" (A: 24 July 1915, 16), records in 1917: "A confusion of girls, 
gowns and giggles… [who] all travel to the Exposition in search of money and excitement. See Ike and Morris get the 
money. See the others get the excitement" (BC: 22 Dec. 1917, 2). A review of the 1918 Brisbane production further 
indicates that action takes place at the Panama Exposition in San Francisco" (BC: 30 Dec. 1918, 5). 
 Among the musical highlights of the 1915 production were two songs performed by Carrie Moore - "Boys of 
the Expedition" and "I've got a Motor Bike." The first number was performed by Moore in front of a moving picture 
depicting a march past by the first Expeditionary force. She sang the second song while driving across the stage on a 
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motor bike attended by a group of chorus girls. The Age review of the Bijou production notes, too, that "a number of 
catchy songs rendered by other members of the company were duly applauded [and that] there were fresh dancing 
specialties and pretty ballets" (26 July 1915, 14). 
1915: Bijou Theatre (Melb); 24 July - 6 Aug.      [as At the San Francisco Exposition] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase (Charley Horseleigh), Nellie  
   Fallon (Gertie Swagger), Carrie Moore (Mrs Meadowbrook), Durham Marcel, New York Comedy Four (Jack  
   Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
- NB: This was the third installment of the adventures of Ike and Morris. 
1915: Melrose Theatre (Perth); ca. Oct/Nov. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Nellie Fallon, Durham Marcel, Maud Miles, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
- NB: Carrie Moore did not tour with the troupe following its debut season in Melbourne. 
1915:  Kings Theatre (Adel); ca. Dec. 1915 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Nellie Fallon, Durham Marcel, Maud Miles, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
1916: Empire Theatre (Bris); 1-7 Apr. 
- Dir. Bert Le Blanc; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
1916: National Theatre (Syd); ca. June 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan and Glenmore Jones, Hollie Leslie, Clym Edgares); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
1917: NB: At the Exposition was very likely staged in Adelaide (ca. Mar/Apr); and in Sydney at the Majestic Theatre (ca. June/July) and at the  
  National Theatre (ca. August/Sept). No dates have been identified, however. In 1917 the Majestic and National shows were not included  
  in Sydney Morning Herald advertising by the Fullers, and the Advertiser (Adelaide) was not able to be accessed for this research project. 
1917: Empire Theatre (Bris); 22-28 Dec. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland and St John.  
- Troupe: Bert Le Blanc's Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Queenie Paul, Ivy Moore, Clym Edgares, Carlton Chase, Mike Connors,  
    Fred Witt, Winnie Knight [aka Mrs Bert Le Blanc], and the Pony Ballet. 
1918: Bijou Theatre (Melb); 9-15 Mar. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie  
    Knight [aka Mrs Bert Le Blanc], Olga Ray, Will Raynor, Maud Miles, Durham Marcel, Sid Garti, Harry  
    McDonna, Nellie Fallon, Leslie Jephcott; and the Pony Ballet. 
1918: Empire Theatre (Bris); 28 Dec. 1918 - 3 Jan. 1919. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
   Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
   Rose Brennan, Hilda Lynn, Annie Henry). 
1922: Grand Opera House (Syd); 25-30 Nov. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Charles Delavale, Elvie Stagpoole, Mark Erickson, Hartley Court,  
    Winnie Knight [aka Mrs Bert Le Blanc], Dolly McIntosh, Molly Warren, Ernest Barraclough, Fred Garland,  
    Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine Casier, Rene Esler, Florrie  
    Parkes.  
 -  This was the final production of the 1922 Grand Opera House season. 
 
"Bijou Theatre."  A: 26 July (1915), 14.         [see also advert. - A: 24 July 1915, 16] 
BC:  22 Dec. (1917), 2.    Advert. 
"Empire, The."  BC: 30 Dec. (1918), 5. 
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THE STENOGRAPHER GIRL:  [comic opera]  Lib. George Stuart Brown; Mus. Eric John 
 Believed to have been first produced on any stage by Brisbane's Patriotic Comic Opera in support of the 
Patriotic Fund, The Stenographer Girl is essentially a romantic musical comedy. Its plot concerns the Remington school 
of typewriting and the havoc that a French adventuress, La Paulli, plays on the hearts of several of the main male 
characters, and the indignant feelings she arouses in the breasts of some ladies interested in the aforesaid gentlemen.  
Although little is known of the authors, George Stuart Brown and Eric John, the Brisbane Courier indicates that both 
claimed "to be of Australian origin" (2 Aug. 1915, 5). The Theatre indicates on the other hand that Brown was a New 
Zealander by birth (Sept. 1915, 37). According to one report on the Brisbane Truth, the season was beset by poor 
houses, with the only bright spot being the Wednesday performance when "a military command night was declared and 
the general public rolled up in fairly large numbers" (n. pag.). 
 The Brisbane Courier critic wrote of Brown's two act libretto, it "does not appear to have been written under 
any burning inspiration, though some of his lyrics are not without poetic sense. [Brown] has, however, laid sufficient 
plot to carry a superstructure over which the love sentiment sighs heavily while there is an occasional glint of humour.  
The first act is set in the long interior of a typewriting school, "with youths and maidens at work, [the set's] somewhat 
severe and prosaic lines giving place in the second act to a brilliant ballroom scene" (5). 
With regard to the score, the same critic records that "Mr John's music is marked by freshness and spontaneity. 
There is a gracefulness about some of his writing, and there is a sparkle and catch in other numbers, while here and 
there he strikes into bold, strong, lifting music that commands respect. In some ways the opera suggests The Pink Lady 
or The Merry Widow… as a young composer [however, he] not unnaturally has something to learn in orchestration, and 
this was apparent in the first set when the choruses frequently failed to get the correct pitch owing to the fact that strings 
were not employed in sufficient strength as a foundation upon which the voices might rest, a piano not being equal to 
the demand of sustaining the tone" (5).  
 Songs known to have been written for the production are: "Oh What a Time at the Ball" (waltz), "Won't You 
Waltz" (waltz), "The Shadows of the Setting Sun" (sung by Tessie Mulcahy) "Do I Like Love" and "Am I Mistaken" 
(Guy Remington), "Stenographer Girl," "Desolate," "Magic Moon" and "A Song of the Bird" (Lottie Richter), "Two 
Little Sparrows (Mr Don and Lily Peters), and "The World is at Woman's Command" (female octet). 
1915: Tivoli Theatre (Bris); 31 July - 6 Aug. 
 - Dir. Fred Monument; M Dir/Cond. Eric John; S Art. Victor Day; Cost. Charles Holt; S Mngr. J. S. Corbett. 
- Company: Brisbane Patriotic Comic Opera Company; 
 - Cast incl. Lottie Richter (The Stenographer Girl), J. Neilsen (Senator Remington), Fred Monument (Guy  
    Remington, his son), C. Holt (Max Fairfax, his Private Secretary), A. Hensley (Colonel Drayton, his friend),  
    Mr Goldhill (A Yiddish Matrimonial Agent), Mr Don (Tony Tong, Remington's Groom), F. Davis (Ambrose  
    Despair, The Butler), W. Scott (Dally, one of the boys), Tessie Mulcahy (La Paulli), Elsie Bates (Zena  
    Remington), Lilly Peters (Kitty, her maid), Muriel Turnbull (Miss De Vere). 
- The cast, made up of both local and leading Australian actor/singers, was supported by a full chorus of some  
   80 singers. 
 
 Malaprop, Mary.  "Gossip - Social and Otherwise."  TBRS: 8 Aug. (1915), n. pag. 
 "Stenographer Girl, The."  BC: 2 Aug. (1915), 5.       [see also advert. - BC: 31 July 1915, 2] 
 "Stenographer Girl, The."  BC: 31 July (1915), 11. 
 Tympani. "Play and Players: As Seen in Brisbane." TT: Sept. (1915), 37. 
 
 
STOP YOUR NONSENSE:  [musical comedy]  Lib. Beaumont Smith; Mus. [n/e] 
 Although described variously as a "two act mystery play" (TT: Sept. 1915, 11) and a "musical burlesque" (B: 19 
Aug. 1915, 9), Stop Your Nonsense appears to incorporated all the elements of vaudeville into a musical comedy-style 
entertainment. Indeed, the Argus theatre critic writes: "It is neither farce, revue, nor vaudeville, but a mixture of the 
three, with strong leanings to the last. Act II is, in fact, a very good vaudeville show, of the kind with which the Tivoli 
Follies has familiarized Melbourne audiences" (20 Dec. 1915, 13). Despite attracting mostly positive reviews, the 
production was criticized for the preponderance of vaudeville turns - which were seen as having either slowed down or 
sidetracked the storyline. "A thread of a plot runs through an irresponsible succession of vaudeville turns," writes the 
Age critic, "some of them new and good enough [however] to ensure a successful run for the piece" (20 Dec. 1915, 9). 
The Argus reports that "the slender thread of the story intrudes very faintly at times [but] not enough to interfere with 
the main business of vaudeville" (ibid, 13). The Bulletin's critic similarly notes: "There is a plot swimming through the 
thing, and it comes to the surface at intervals to breathe; but it always dives obligingly for a song or an acrobatic act or a 
ballet" (ibid, 9). The Theatre went so far as to suggest that while the show didn't need a genius to write it, "so slender is 
the material… it certainly required a genius to devise a name for it" (Sept. 1915, 41). The title in fact comes from a duet 
sung by the characters Tommy Chester and Dolly Gibbs.  
 One aspect of the production that caught the attention of the critics was its complete disregard of the usual 
spectacular musical comedy production values. The action takes place in a theatre, both behind and in front of the 
curtain, with most of the characters being theatre people - actors, dancers, production crew etc. The interlopers comprise 
"nobility and millionaires and interested in foreign missions (A: ibid, 9). "The setting is plain and original, the stage 
merely showing itself as it is when the curtain isn't up," records the Bulletin. "Thus the public is invited behind the 
scenes at the Highty Flighty Theatre, where it stays for the evening. This is economical from the management's point of 
view and quite satisfactory to the public which has been hand-fed with gorgeous sets till it is jaded. The show in front of 
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the scenery is the thing, and the Stop Your Nonsense co., which is mostly the "Glad Eye" co, transposed, provides a 
really bright one" (ibid, 9). It is likely that some material was adapted to suit the various locations the show was being 
staged in. The Theatre review records that the Sydney production, for example, contained references specific to that city 
(i.e. jokes built around Manly, Long Bay, Callan Park and Neutral Bay).  
 The principal storyline concerns Dolly Gibbs, a spoilt rich girl who has run away and joined a theatre company 
so as to escape from Tommy Chester, a rich young ass who has been pestering her to marry him. Tommy tracks her 
down and they meet at the theatre, but only shortly before their respective parents arrive in hot pursuit. A secondary plot 
concerns the theatre company itself, and is said to spoof the American show business industry which manufactures 
mindless shows "to meet the needs of its tired business men" (A: ibid, 9). Stop Your Nonsense begins with the manager 
of the Highty Flighty Theatre (David Burlesko) telling the author of the play that is about to premiere that he has 
changed his mind and is now going in for vaudeville. "What about my beautiful play?" says the indignant playwright, 
Pinero Jones. "If it hadn't been for you I could have had it done by J. C. Williamson - or Harry Clay" (TT: Sept. 1915, 
12). The Bulletin's theatre critic proposes that what follows is not unlike the treatment a musical burlesque receives. It 
"is generally understood to be the mere bleeding remnants of what its author originally produced. The nice new script is 
torn to pieces in rehearsal by stage staff and players; the mince is then mined and bombed after hours by author, 
producer and stage manager in collaboration; and finally the torn and teased and sundered thing is stuffed into a new 
sausage skin by all hands, including the musical director and the call boy (ibid, 9).  
While the author of the libretto has not yet been positively identified, the Bulletin records: "In so far as any one 
individual can be held responsible for Stop Your Nonsense… Beaumont Smith is rumoured to be the guilty party." The 
magazine's critic goes on to note, however: "He will neither affirm or deny [sic]; but if he is the sinner, he has struck the 
right mixture first try and fully deserves his own royalties (ibid, 9). Most of the company had been together since early 
1915 when they presented such productions as The Glad Eye and The Chaperone in Sydney. The company's principal 
actress Ethel Dane, who had originated the lead role in Glad Eye for its London season a year or so earlier, had 
reportedly played her role more than 700 times by the end of 1915. The Chaperone was adapted into a musical comedy 
by the producers and staged as Mum's the Word following the Sydney season of Stop Your Nonsense (see below for 
details). 
The songs written for, or interpolated into the storyline (as advertised for the King's Theatre production) were: 
"The Ipswich Switch" (sung by Henry J. Ford), "The Little Girl in Brown" (Irma Caron), "I Had a Little Garden" (Tom 
Shelford), "Irish Eyes" (Edmund Sherras), "I Love You" (Vera and Jack Kearns), "Stop Your Nonsense" (Tom Shelford 
and Irma Caron), "Nobody Knows Where the Old Man Goes" (Frank Bradley and Clarice Harwick), "Clarice from 
Paris" (Vera Kearns), "Chinatown" (Irma Caron and ballet), "Silly Ass" (Tom Shelford), "The Greatest (?) Singer on 
Earth" (Ed Landor), "They all go to the Movies" (Dorothy Hastings), "The Haunting Melody" (Tom Shelford and the 
Golden Pierrots), "Toasts" (Jack Kearns), "They're all after Burlesko" (Henry J. Ford and company).  A Theatre review 
of the Sydney season indicates that Jack Kearns, "in true vaudeville style" sang at least two songs that were not in the 
Melbourne show - these being "I Think I'll Shift This Scene" and "That's Nice." Edmund Sherras is also said to have 
sing a song titled "Love of Mine" which was not advertised in the Melbourne musical programme (ibid, 12) 
The advertised specialty acts were: The Leteens and their Sporting Dog, Skating Extraordinary (The Oswells), 
The Chaplin Dancers, and an acrobatic dance routine performed by Sydney-born couple, Eddie and Decima McLean 
(only recently returned from England where they had been working for several years).  Among the more humorous 
vaudeville incidents, too, was the pantomime (dumb show) "I Shall Undress at Nine" (pantomime), a scene set outside a 
fashionable seaside dressing compartment. A young lady is seated by the entrance reading, unaware that the sign on one 
half of the door is attracting quite a deal of attention from the men passing by. It reads: 
      I 
      SHALL 
      UNDRESS 
      AT  
       9 
The large crowd, which eventually includes Bill Guff (Jack Kearns), policeman, a couple of wowsers and Tommy 
Chester disperses dejectedly, however, when the young lady rises from her seat and shuts the other half of the door, 
which then reads: 
        MISS  I 
          MARSHALL 
               LAUNDRESS 
       NOW AT 
                         NO. 9 
    
1915: Theatre Royal (Syd); 14 Aug. - 3 Sept. 
 - Dir. Beaumont Smith; Prod. Beaumont Smith and Leslie Hoskins 
 - Troupe: Smith and Hoskins' Glad Eye Company. 
 - Cast: Tom Shelford (Tommy Chester), Ethel Dane (Dolly Gibbs), Henry J. Ford (David Burlesko), Frank  
    Bradley (Lord Arrandale), Harry Sweeney (C. N. Shifter), Edward Landor (I. Makem), Frederick Hughes (E.  
    C. Terms), Edmund Sherras (Pinero Jones), Fred Twitchin (Julius Lee Gitt), Bert Barton (Wildred Denver  
    Jinks), Jack Kearns (Bill Gruff), Claude Vernon (Abraham Bloggs/Stage Manager), E. J. Vickery (Theophilus  
    Budge), Percy Walsh (Parmenas Foss), Sinna St Clair (Mrs Obadiah Gibbs), Dorothy Hastings (Pearl  
    Peerless), June Addell (A Flapper), Olga Agnew (Call Girl), Vera Kearns. 
 - Smith and Hoskins followed this season of Stop Your Nonsense with another musical comedy, Mum's the  
    Word (see below). 
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1915: King's Theatre (Melb); 18 Dec. 1915 - 7 Jan. 1916 
- Dir. Beaumont Smith; Prod. Beaumont Smith and Leslie Hoskins; Lse. Bert Bailey and Julius Grant. 
 - Troupe: Smith and Hoskins' Glad Eye Company. 
 - Cast: Tom Shelford (Tommy Chester), Irma Caron (Dolly Gibbs),Henry J. Ford, (David Burlesko), Frank  
    Bradley (Lord Arrandale), Jack Kearns (Bill Gruff), Florence Fanning (Mrs Gibbs), Edmund Sherras (Pinero  
    Jones), Edward Landor (I. Makem), Vera Kearns, Clarice Hardwick (Pearl Pearless), Millie Baker, Hilda  
    McMutie, the Leteens.  
 
 "King's Theatre: Stop Your Nonsense." A: 20 Dec. (1915), 9. 
 "King's Theatre: Stop Your Nonsense." ARG: 20 Dec. (1915), 13. 
"Stop Your Nonsense."  TT: Sept. (1915), 11-12. 
"Sundry Shows." B: 19 Aug. (1915), 9. 
 
 
WAY IN THE BACK BLOCKS: [revusical]  Txt/Mus. [n/e] 
 A musical burlesque on Steele Rudd's On Our Selection. 
1915: Cremorne Theatre (Bris); ca. 21-27 Aug. 
 - Dir. Walter George; Prod. John N. McCallum; Prop. Edward Branscombe. 
 - Troupe:  Dandies Company. 
 - Cast incl. Walter George, Georgie Martin. 
1917: Palace Gardens (Bris); 2-8 Nov. 
 - Dir. Walter George. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 
 
PHOTOGRAPHY: [aka THE PHOTOGRAPHER'S MISTAKE or THE 
PHOTOGRAPHER] [revusical]  Txt/Mus. [n/e] 
 Containing "bright catchy musical numbers, sparkling dances [and] witty sayings," this side-splitting musical 
revue-style burlesque was described in advertising as "funny enough to make a cat laugh" (BC: 30 Mar 1918, 2). 
 [NB: It is not yet clear if this revusical has any with several similarly titled minstrels farces staged in Australia over the previous twenty-five 
years - notably Dan Tracey's 1892 production The Photographer (Gaiety Theatre, Melb); The Photographer's Troubles put on by Delohery, Craydon 
and Holland (Gaiety Theatre, Bris. 1897); and Charles Fanning's The Photographer (Opera House, Syd., 1899).  
1915: Cremorne Theatre (Bris); 28 Aug. - 3 Sept. [as Photography - aka The Photographer] 
 - Dir. Walter George; Prod. John N. McCallum; Prop. Edward Branscombe. 
 - Troupe:  Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin. 
1918: Palace Gardens (Bris); 18-24 Jan. [as The Photographer's Mistake] 
 - Dir. Walter George. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 
 
CATCH ON:  [revusical]  Txt. Elton Black and Kate Howarde; Mus. [n/e]  
Set on the deck of a boat in Sydney Harbour, with most of the male characters dressed in naval uniforms. The 
narrative includes a courtroom scene, in which a prisoner is being tried by a magistrate. Elton Black is also said to have 
incorporated an impersonation of Scottish comedian Harry Lauder into his role. A strong patriotic sensibility was 
incorporated into the story line particularly in songs such as "Our Boys" and "Australia will lend a Hand." 
With regard to the story-line, a review in the Theatre records that "the performers come on - and disappear - in 
such a way as to suggest the development of a story. But it is … only the slenderest attempt that is made in the way of 
connecting things up" (Sept. 1915, 45). 
1915: National Theatre, Balmain (Syd); ca. Aug. 
 - Dir. Elton Black; Prod/Lse. Kate Howarde. 
 - Troupe: Elton Black and Kate Howarde Revue Company. 
 - Cast incl. Elton Black, Kate Howarde, Peter Brooks, Billy Maloney, Clifford Keefe, Gerald Cashman, Grace  
    Doran, Pearl Livingstone; and a female chorus. 
 
"Elton Black-Kate Howarde Revue "Catch On, The."  TT: Sept. (1915), 45. 
 
 
MUM'S THE WORD:  [musical comedy]  Lib/Mus. [n/e] 
 Mum's the Word is a musical adaptation of the Jocelyn Brandon and Frederick Arthur farce, The Chaperon, 
which was staged by Beaumont Smith and Leslie Hoskins in Adelaide (c Dec. 1914) and Sydney (Palace Theatre, 16 
Jan. 1915). The Chaperone itself debuted in London in early 1914, running for a respectable eight months. The star of 
that production, Ethel Dane (wife of Cyril Keightley) was engaged by Smith and Hoskins to lead their Glad Eye 
company during its 1914-15 Australian tour. The other productions being: The Glad Eye, Who's the Lady and Stop Your 
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Nonsense (see above for details regarding the last production). The Sydney Morning Herald theatre critic writes of this 
musical version: It is "in a somewhat altered garb and a new title, which is scarcely an improvement upon the 
original…. Judging by the result on Saturday evening the innovation is likely to prove acceptable, for there was a good 
house and the audience was generous in its appreciation. There is no doubt as to the immense amount of fun which the 
complex happenings in Mum's the Word render inevitable, and the house rippled throughout with amusement at the 
frantic efforts of the giddy Christopher Pottinger, M.P., to escape the consequences of a brief intrigue with Rosamond 
Gaythorne, the fascinating actress who meets him by appointment at a cabaret in London known as The Royal" (6 Sept. 
1915, 4). 
 A review of the previous Sydney production provides additional insight into the plot, which centres on 
Pottinger, described as a "pompous politician and married man" who falls victim to the charms of the actress and 
arranges to entertain her. Unbeknownst to Pottinger, however, Rosamond organises a chaperone through Paul 
Kominski, the proprietor of the Royal, so that she might avoid both unsolicited advances and a scandal. Kominski's 
boast is that his specialty is providing a discreet, tactful and gentlemanly service (the chaperone and young lady pose as 
husband and wife) but the appointed chaperone cannot make the rendezvous due to his heavy workload (he has already 
consumes eight or more meals that day). In desperation Kominski employs Harry Chester, once an attaché of the British 
Embassy, unaware that he has a reputation as a lady's man. Chester naturally enters into the situation with keen zest and 
a spirit of adventure. When Pottinger arrives he is unprepared for both the actress's "husband" and the open flirtation 
being carried out between them. To make matters worse, his wife arrives at cabaret in the company of Admiral Maxwell 
and his wife, Harriet, "a severe person with suffragist leanings." His on the spot explanation to his unsuspicious wife 
that he is entertaining Mr and Mrs Wellington Jones for political motives backfires when she invites the couple to their 
country house. They accept the invitation and a number of absurdly ludicrous incidents arise as a result (SMH: 16 Jan. 
1915, 8 and 18 Jan. 1915, 7).  
 The first act opened with a specialty by the company that included a mixture of tango and ragtime music, and a 
dance performed by Claude Vernon and Clarice Hardwick. The Herald critic notes, however, that the vocal numbers 
stood out, and were most "likely to render popular the departure from the original design of the authors of The 
Chaperone" (SMH: 6 Sep. 1915, 4). 
1915: Theatre Royal (Syd); 4-11 Sept. 
 - Dir. Claude Vernon; Prod. Beaumont Smith and Leslie Hoskins 
 - Troupe: Smith and Hoskins' Glad Eye Company. 
 - Cast: Tom Shelford (Hilary Chester), Ethel Dane (Rosamond Gaythorne), Frank Bradley (Christopher  
    Pottinger, M.P.), Alice Hamilton (Louisa Pottinger), Sinna St Clair (Harriet Maxwell), Edward Landor  
    (Admiral Maxwell), Dorothy Hastings (Doris Mayne), Henry J. Ford (Algernon Brockenhurst), Edmund  
    Sherras (Col. Redwood), Darcy Sweeney (Paul Kominski), Thomas E. Tilton (head waiter), Gilbert Emery  
    (butler), Charles Hardwicke (Doris Mayne's maid), Claude Vernon and Clarice Hardwick (dancers). 
 - Harry Sweeney is referred to as Darcy Sweeney in the Sydney Morning Herald review. "Harry" is the name  
    billed for both The Chaperone and Stop Your Nonsense, however. 
 
 "Chaperone, The."  SMH: 18 Jan. (1915), 7.      [rnib] 
"Mum's the Word."  SMH: 6 Sept. (1915), 4. 
 "Music and Drama" SMH: 16 Jan. (1915), 8.       [rnib - re: The Chaperone] 
 
 
ON THE SANDS:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Australian Variety writes of On the Sand's Bridge Theatre debut: "The Royal Musical Comedy Co opened and 
as responsible for the 'House Full' signs being out long before the curtain was raised… The whole show was bright and 
catchy and did not leave one dull moment… The musical items are fresh and attractive and it has none of the hackneyed 
quality of many of the recent revues seen at other theatres lately."  The same review goes on to note, "judging by the 
reception the revue received, it should have a record run, which it fully deserves, as it is well worth seeing and well 
worth the trip out for the 'city-ites' after some of the revues that have been produced lately" (27 Oct. 1915, n. pag.).  
 Synopsis of Events: "Flo and Her Friends Arrive;" "On the Sands;" "Private, Strictly Private;" "Clarence the 
Sport;" "Somebody's Taken My Togs, I Wonder Who Were There Before?;" "Police;" "The Rich Uncle From Fiji;" and 
"Everybody Happy." 
 The songs used in this production, believed to have been of both original Australian and international in origin, 
were also changed on a regular basis. Australian Variety reveals for example, that all of the songs presented during the 
opening week were replaced for the second. One of the songs which featured in the revusical was Morley's "Be a Man, 
Enlist To-Day!" (published by Dinsdale's ca. 1916). 
 An exact date and place for the revusical's first staging of this revusical is unclear. Although it is known that 
Morley's first production for Harry Clay was in October 1915, there is a possibility that he either staged it prior to 
joining Clay's company (ca. June) or that he took in on an out-of-town tryout with the Royal Musical Comedy Company 
(possibly through Victoria) shortly before premiering on Clay's circuit.  Morley's troupe was later absorbed into Clay's 
organisation (ca. Aug. 1916), at which time it became known as Harry Clay's No 1 Company. 
 The 1931 revival staged by George Sorlie and his newly formed Vaudeville and Revue Company was 
reportedly set at Kirra Beach, with the actor/manager in the role of a waiter. 
1915: Bridge Theatre (Newtown, Syd); 23 Oct. - 5 Nov. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
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 - Troupe: Royal Musical Comedy Company. 
- Cast incl. Ted Stanley (the Waiter), Will Rollow (the Knut), Beth Pascoe, Muriel Willis, Doris Baker, Amy  
    Rochelle, Arthur Morley, Elsie Bates, George Stephenson, Ted Tutty. 
1916: Weston and Hill's NSW South Coast Circuit; ca. Jan - Feb. 
- Troupe: Arthur Morley's Royal Musical Comedy Company. 
1916: Victorian regional tour; ca. Aug/Sept. 
 - Troupe: Arthur Morley's Royal Musical Comedy Company. 
 - Itinerary incl. Ballarat, Geelong and Mildura. 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Sept/Oct.   
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (Bridge Theatre). 
 - Troupe: Harry Clay's No 1 Musical Comedy Co.  
 - Cast incl. Will Rollow, Ted Stanley, Maurice Chenoweth, Lulu Eugene, Eileen and Bessie Phillips, Arthur  
    Morley, Vince and Eva Courtney. 
 - Suburban circuit: see Coliseum Theatre, Nth Syd; (23 Sept.); South-West circuit incl. Goulburn (ca. 4 Oct.) 
 1917: Princess Theatre (Syd); 8-14 Dec. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd. 
 - Cast incl. Arthur Morley. 
1922: Betts and Portus Sydney circuit; ca. Feb.   (Melba Theatre 4 Feb.) 
 - Dir. Arthur Morley; Prod. Betts and Portus. 
 - Cast incl. Arthur Morley. 
 - NB: Melba Theatre, formerly the Alhambra Theatre. 
1931:  His Majesty's Theatre (Bris); 7-13 Nov.  
- Dir/Prod. George Sorlie. 
- Troupe: George Sorlie's Vaudeville and Revue Company.  
- Cast incl. George Sorlie, Arthur Morley, Yvonne Banyard, Gerald Connolly, Richard Parry, Addie Lake,  
   Grace Bromley, Bud de Silva, Alma Jorgenson, The Two Hildas (Hilda Waring and Hilda Statler), Sam  
   Stern, Neville Clark, James Blair; and the Eight Rhythm Rascals. 
- Musicians: Tiny Douglas and His Varsity Boys.  
 
"His Majesty's Theatre." BC: 9 Nov. (1931), 13.      [rnib] 
Kitching, Harry. AV: 27 Oct. (1915), n. pag. 
---   AV: 3 Nov. (1915), 13. 
---   AV: 27 Sept. (1916), n. pag. 
"Thornton's Rosebery Theatre."  AV: 26 Jan. (1916), n. pag.   Photo.      [rnib] 
 
 
NOT A WORD TO THE WIFE:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Nellie Calthorpe, wanting to go to a masked ball, tries to find an excuse to give to her husband. Nellie's friends 
are decidedly frivolous and sophisticated young ladies who suggest all manner of excuses so that she might attend the 
ball. Australian Variety's Harry Kitching writes of the Bridge Theatre premiere: "The plot is good, and followed 
consistently to the end… the production is attractively staged, has some good effects [and] is well acted and dressed." 
Kitching further notes: "The feature of the whole production is the really brilliant, artistic and dashing manner in which 
all artistes work together, not trying to "grab" applause for themselves alone, but aiming for one thing - 'Success' - 
which they have won through hard work, perseverance and ability" (10 Nov. 1915, n. pag.).  
 The revusical's initial success on the Harry Clay circuit in late 1915 saw it revived in 1917. Australian Variety 
records it was again doing "phenomenal business." According to the magazine its popularity on Clay's South-West 
NSW circuit was such that police had to stop the sale of tickets on three consecutive nights "owing to the halls being 
over-crowded" (7 Feb. 1917, n. pag.). Kitching's impression of the show, too, had changed little since his first review in 
1915. "The plot," he writes, "is nicely arranged and allows scope for much good comedy, whilst the musical numbers 
are bright and catchy" (24 Jan. 1917, n. pag.).  
 The songs incorporated into this revusical are believed to have been of both original Australian and international 
in origin. Reviews indicate that all the songs were changed for later the second week of the Bridge Theatre season, and 
not doubt for later productions. 
1915: Bridge Theatre (Newtown, Syd); 6 Nov. - 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Royal Musical Comedy Company. 
 - Cast incl. Elsie Bates (Nellie), Ted Stanley (Buttons), Muriel Willis (Alice), Beth Pascoe, Arthur Morley, Will  
    Rollow, the Harmonious Four. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan/Feb.  
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Arthur Morley, Elsie Bates, Lulu Eugene, Amy Rochelle (The Wife). 
 - South-West NSW circuit: touring ca. 3-9 Feb. 
1931:  His Majesty's Theatre (Bris); 14-20 Nov.  
- Dir/Prod. George Sorlie. 
- Troupe: George Sorlie's Vaudeville and Revue Company.  
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- Cast incl. George Sorlie, Arthur Morley, Yvonne Banyard, Gerald Connolly, Richard Parry, Addie Lake,  
   Grace Bromley, Bud de Silva, Alma Jorgenson, The Two Hildas (Hilda Waring and Hilda Statler), Sam  
   Stern, Neville Clark, James Blair; and the Eight Rhythm Rascals. 
- Musicians: Tiny Douglas and His Varsity Boys.  
 
"Clay's Chronicles."  AV: 7 Feb. (1917), n. pag.     [rnib] 
Kitching, Harry.  AV: 10 Nov. (1915), n. pag. 
---   AV: 17 Nov. (1915), n. pag. 
---   AV: 24 Jan. (1917), n. pag. 
 
 
THE GAY MRS COHEN:   [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 Billed as 'the musical comedy revue of the season [with] delightful novelties, tuneful melodies, new spectacular 
scenery, exquisite costumes, hilarious situations [and] beautiful concerted numbers' (TBRS: 26 Mar. 1916, 7), this 
revusical sees Bert Le Blanc as Ike Cohen (a man of money) and Jake Mack as Morris Levi (after the money). 
Complications and much hilarity arises, however, as Mrs Cohen sees to it that she spends the money.  The Truth theatre 
critic wrote of the 1916 Brisbane production: "Full of real humour, [The Gay Mrs Cohen] introduces many novelties 
and abounding as it is in tuneful melodies and sparkling songs, gives ample scope for the leading lights to show their 
abilities" (26 Mar. 1916, 7).  
For the 1915 Perth season Glenville Jones and Jack Quinlan, of the New York Comedy Four, impersonated 
well-known theatrical personalities, Martin Brennan (Australian Variety editor) and Sid Russell. Australian Variety 
records that one of the absolute screams of the 1916 Adelaide production was the Le Blanc/Mack sketch "The Dying 
Gladiator" (5 Jan. 1916, n. pag.). 
1915: Melrose Theatre (Perth); 6-12 Nov. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase, Maud Miles, Durham  
    Marcel, Nellie Fallon, New York Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly  
    Leslie); and the Pony Ballet. 
1916: Kings Theatre (Adel); 1-7 Jan.  
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Durham Marcel, Nellie Fallon, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
1916: Empire Theatre (Bris); 25-31 Mar. 
- Dir. Bert Le Blanc; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet (Gladys  
   Nyhoym, Marie Lannan, Dot Bellion, Letty Patten, Violet De Lacy, Lily Clark). 
1917: NB: The Gay Mrs Cohen was very likely staged in Adelaide (ca. Mar/Apr); and in Sydney at the National Theatre (ca. August/Sept). No  
 dates have been identified, however. National Theatre shows were not included in Sydney Morning Herald advertising by the Fullers in  
 1917, and the Advertiser (Adelaide) was not able to be accessed for this research project. 
1917: Majestic Theatre (Syd); 16-22 June 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Winnie Knight [aka Mrs Bert Le Blanc], Mike Connors,  
    Queenie Paul, Ivy Moore, Clym Edgares; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie Lannan,  
    Dot Bellion, Lily Clarke, Annie Henry). 
1917: Empire Theatre (Bris); 29 Dec. 1917 - 4 Jan. 1918 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
- Troupe: Bert Le Blanc's Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Queenie Paul (Mrs Cohen), Ivy Moore, Clym Edgares, Carlton Chase,  
   Mike Connors, Fred Witt, Winnie Knight [aka Mrs Bert Le Blanc]; and the Pony Ballet. 
1918: NB: The Gay Mrs Cohen would have very likely been staged between January and September during the company's tour through Adelaide,  
     North-Western NSW, and Western Australia (incl. Perth and Kalgoorlie). The details for these engagements are yet to be located. 
1918: Bijou Theatre (Melb); 12-18 Oct. 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Sid Garti, Harry McDonna, Leslie Jephcott; and the Pony Ballet (Violet Penson, Rita Penson,  
    Vera Tandy, Rose Brennan, Hilda Lynn, Annie Henry). 
 -  The unusually short 4 weeks season may have been a fill-in engagement between the previous Adelaide  
    season and the company's forthcoming engagement in Brisbane (beginning 2 Nov.)  
1918: Empire Theatre (Bris); 2-8 Nov. 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
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 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
    Rose Brennan, Hilda Lynn, Annie Henry). 
 -  This was the opening production of the Le Blanc season.  
1921: Lyric Theatre, St Kilda (Melb); 5-11 Nov. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister, Dan Weldon, Frank Graham, Clarice Norman, Jean  
    Maynard, Alice Walton, Winnie Knight, Fred Deal, Harry Vernon, Mary Anderson, Nora Marrs, Sylvie  
    Millers, May Down. 
 
 "Empire Theatre, The."  TBRS: 26 Mar. (1916), 7.       [rnib] 
 "Empire Theatre, The."  TBRS: 4 Nov. (1918), 9.       [rnib] 
 
 
THE CARNIVAL:  [revusical]  Txt/Mus. [n/e]  
 The third revusical staged under the Harry Clay banner, and possibly written by Arthur Morley, The Carnival 
was seen by the Australian Variety critic, Harry Kitching, as less appealing than the first two. "Ted Stanley," writes 
Kitching, "was the usual hit of the show but was not given the chance to his usual advantage. Given a free hand he is 
indeed a riot. The show on the whole, was slow, inclined to drag too much… It can be livened up a lot more by giving 
the right artists more scope to display their ability. The male members [in particular] are a very strong combination and 
should be able to get in a lot more good business. Outside Elsie Bates in the ladies, they are decidedly weak" (24 Nov. 
1915, 5). 
1915: Bridge Theatre (Newtown, Syd); 20-26 Nov. - 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Royal Musical Comedy Company. 
 - Cast incl. Elsie Bates, Ted Stanley, Harry Clay, Muriel Willis, Beth Pascoe, Arthur Morley, Will Rollow, Ted  
    Tutty, the Harmonious Four. 
 
 Kitching, Harry.  AV: 24 Nov. (1915), 5. 
 
 
THE CABARET:  [revusical]  Txt/Mus. [n/e]  
 As with its immediate predecessor, The Carnival, this fourth revusical staged by Harry Clay, and possibly 
written by Arthur Morley, was seen by the Australian Variety critic, Harry Kitching, as less appealing than the first two. 
Kitching's view was that it was a "trifle weak" and that two of the leading female performers, Mercy Morrison and 
Grace Quine, were not only too quiet but needed to pay more attention to their stage appearance. "Arthur Morley… still 
a big favourite," notes Kitch, "is going big" (1 Dec. 1915, n. pag.) 
1915: Bridge Theatre (Newtown, Syd); 27 Nov. - 2 Dec. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Royal Musical Comedy Company. 
 - Cast incl. Elsie Bates, Ted Stanley, Arthur Morley, Will Rollow, Percy Shettle, Grace Quine, Mercy  
   Morrison. 
 
 Kitching, Harry.  AV: 1 Dec. (1915), n. pag. 
 
 
THE SCULPTOR'S DREAM: [revusical]  Txt.  Ernest George; Mus. [n/e]  
 The fifth, and possibly the final revusical staged by Harry Clay in 1915, was like its two predecessors found 
wanting by Harry Kitching, Australian Variety's senior critic. For Kitching "the main effect comes at the end rather 
[too] suddenly for the audience to grasp the meaning… [and as such] wants a lot more working up before it can be 
considered good" (8 Dec. 1915, 11). 
1915: Bridge Theatre (Newtown, Syd); 3-9 Dec.  
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Royal Musical Comedy Company. 
 - Cast incl. Elsie Bates, Ted Stanley, Arthur Morley, Will Rollow, Grace Quine, Mercy Morrison, Blanche  
    Corelli, Bert Corrie 
 
 Kitching, Harry.  AV: 8 Dec. (1915), 11. 
 
 
PARDON ME: [revusical]  Txt/Mus. [n/e] 
1915: Empire Theatre (Bris); 11-17 Dec. 
- Dir. Paul Stanhope; Prod. Holland and St John/Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Paul Stanhope Merry Musical Burlesque Company. 
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MOTHER GOOSE:  [pantomime]  Lib. J. Hickory Wood; Add Lib. Reginald Franklin; Orig Mus. Victor  
 Champion; Add Mus. [n/e] 
"This is not the Mother Goose of the 1907 success," records the Age in a preview of J. C. Williamson's 1915 
pantomime. "This is a new Mother Goose, to whom Australian audiences have not yet been introduced. Mr J. Hickory 
Wood's book is new; Victor Champion's music and Miss Minnie Everett's ballets are [also] new" (18 Dec. 1915, 14). 
Despite being referred to as "new" the libretto is believed to have been originally devised as a non-Australian creation. 
However, in order to give the production greater resonance for the domestic audience Williamson engaged Reginald 
Franklin to incorporate Australian themes, topicalities and localisations into the narrative. Victor Champion's original 
incidental and ballet music and Minnie Everett's choreography were also greatly inspired by Australian themes. In this 
respect, too, a number of locally-written songs were included in the production, one of the notable highlights being 
"Hello Melbourne," a telephone duet sung by Maude Fane and Lilian de Venny.   
In relation to the production's claim of pantomime status, however, the Age review of the opening production 
repeated the often raised assertion that pantomime had for some time ceased to exist in its traditional generic sense. 
Rather than being a pantomime, notes the paper's theatre critic, Mother Goose "is an extravaganza in the sense that 
Henry J. Byron conceived it, on a small scale. Mother Goose is not the Mother Goose in Fairyland. Mother Goose is a 
market woman in a model village - not a model village in the town planning sense, but according to Toyland 
interpretation" (20 Dec. 1915, 9). As an extravaganza the production's logistical opulence is indeed clearly evident from 
newspaper reportage. It "equals, if it does not surpass, its predecessors in the richness of its staging, the novelty of its 
devices and the grace of its ballets," writes the same critic (9). A preview published on the day of its premiere in 
Melbourne notes, too: 
 
The production of the pantomime engages 350 players, scenic artists and mechanicians [sic] - of whom 300 players appear on the 
stage. The number of costumes, designed by Comelli's, London, and made in Australia, is 760. The electric lamps… are counted 
as 10,000; the canvas of the scenes measures two miles in length. The brilliant effects, the new mechanism, and the strange 
devices and attractions have been secured by Mr Hugh J. Ward and Mr Clyde Meynell in England and America. The display of 
wealth in the Hall Of Gold - with every sovereign lit by an electric lamp, with golden, silver, copper and Australian note ballets - 
is beyond the wildest loan operations of a State Treasurer in the London market in peace times.   (A: 18 Dec. 1915, 14) 
 
 Many of the localisations and topicalities staged within the pantomime were clearly aimed at both promoting 
nationalism and solidarity, as well as helping create a sense of normalcy during a period of war time social depression. 
An Australian bush scene, for example, was accompanied by a ballet of the national flowers of the British Empire- from 
rose to Scotch thistles to shamrock to waratah - it is here, too, that the Wishing Well lay (instead of in its traditional 
Fairyland scene). Other featured spectacles included a boy scouts and toy nursemaids ballet along with the triumphant 
"March of the Allies. The telephone duet "Hello Melbourne" was itself staged in front of a huge map of Australia, with 
each capital city marked by its coat of arms.  
 The narrative, based as it is on the traditional children's tale, sees Mother Goose again failing to pay her rent to 
the Mayor of Bordertown. The Fairy Queen, Heartease, decides to help by giving her the original goose that lays golden 
eggs. The result is that Mother Goose becomes the target of fortune hunters - notably the Mayor of Moortown and the 
Laird. Mother Goose resists their overtures, telling one and all that she is a bride fit only for a king… or an American 
insurance agent. Becoming increasingly fixated on her desire for beauty, Mother Goose falls under the malign influence 
of the Demon King, Rather than consult a beauty specialist, "or hunting up Mrs Brown Potter's treatise,"  she dips 
herself in the Wishing Well, thus causing the goose to fly away back to Gooseland and the eggs to become broken.  The 
remainder of the pantomime sees Mother Goose with the aid of the Fairy Queen and other characters go off in search of 
the missing bird. The final scene reveals the court of the golden eggs and the people of Gooseland "from the finely-
feathered King and Queen down to the toughest survivors from Michaelmas and the goslings fresh from the shell" (9). 
1915: Her Majesty's Theatre (Melb); 18 Dec. 1915 - 1 Mar. 
 - Dir. Charles A. Wenham; Prod. J. C. Williamson's Ltd; M Dir. Victor Champion; S Art. W. R. Coleman;  
    Chor. Minnie Everett; Cost. Comelli's (London). 
 - Cast incl. Lilian de Venny (principal boy), Maud Fane (principal girl), Harry Farrow (Mother Goose), Albert  
    Felino (Golden Goose), Gladys Moncrieff (Fairy Queen), Victor Kelly (Jack), Charles Howard  
    (Mephistophelis, Demon King), Arthur Reynolds (Laird), Rupert Darrell (Mayor), Queenie Paul (Earl),  
   Dorothy Firmin (Lady Ida), Maggie Dickinson (Gretchen/dancer), Maude Amery (dancer), Billy le Brun,  
   George Smith, Ross and Falls (acrobats).  
 
 "Mother Goose - Making a Pantomime."  A: 18 Dec. (1915), 14. 
 "Pantomime at Her Majesty's."  A: 20 Dec. (1915), 9. 
 
 
I'M SORRY:  [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
 Described in an Age advertisement as "a mirthful musical revusical… brightly written and elaborately produced. 
Brimful of Latest Song successes, Hilarious Comedy Scenes, Artistic Ballets and Tuneful Choruses. A ripple of 
happiness from the opening chorus to the grand finale." The 1915 production also included Paul Stanhope's specialty act 
"Three Thousand Feet High" (25 Dec. 1915, 12). Although the exact authorship of the text is unclear, Stanhope's role in 
its creation very likely involved input from his company's other leading actor/comedians Les Bates and Les Warton. 
1915: Bijou Theatre (Melb); 25 Dec. - 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
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 - Troupe:  Paul Stanhope's Burlesque Company. 
 - Cast incl. Paul Stanhope, Les Bates, Les Warton, Frank Norton. 
 
 A: 25 Dec. (1915), 12.   Advert.       
 
 
 
 
 
 
1., 2., 3. and 9. - Groups of the ballet girls in the surfing number "Teach Me to Float on the Rolling Sea."  
7. The principals, Nellie Fallon and Henry Marcell, in the same specialty. 4. The Dame and one of the 
children in the schoolroom scene. 5. Bill Bailey (at the top) and Josephine Gassman. 6. Members of the ballet 
in "Oh Missouri." 8. Two more of the Josephine Gas-picks - Irene Gibbons and Mabel Brown. 10. The Goat, 
Jack Heller. 11. The Dame, Dan Thomas. 12. Principal girl, Daisy Jerome. 13. Group of most of the 
principals. 14. Kathleen, the youngest Gassman baby. 
 
The Babes in the Wood  
Adelphi Theatre (Sydney) 
Theatre Feb. (1915), 19. 
(Courtesy of the Fryer Library, University of Queensland) 
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1916 
 
 
CHASE ME, GIRLS:  [revusical]   Txt. George Sharratt; Mus. [n/e]  
 George Sharratt's "musical burlesque," staged on the Harry Clay Sydney circuit, was to be initially called Hello 
Newtown.  Notices in the 5 and 12 January 1915 issues of Australian Variety indicate that Sharratt (of the duo, Sharratt 
and Lang) was then rehearsing the production, and that it would open on the 15th. The 19 January issue, however, in 
reviewing the previous Saturday program at Clay's Bridge Theatre refers to the Sharratt production, Chase Me Girls. It 
is not clear at this stage why the name change was required, although it does bare similarity with Hello Coogee (and its 
various revivals, Hello Brisbane etc), a revusical produced by the Paul Stanhope Merry Musical Burlesque Company in 
1915.  
 Australian Variety, which had criticised Clays three previous (1915) revusicals notes that Chase Me Girls' 
Bridge Theatre premiere made quite an impression on the big audience. "Noticeable are the many quick changes the 
girls have, and about the best and most prominent one was 'Australia will be There,'" wrote the magazine's critic, Harry 
Kitching (n. pag.). 
1916: Bridge Theatre (Newtown, Syd); 15 Jan. 
 - Dir. George Sharratt; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Sharratt and Lang.  
 
 Kitching, Harry. "Harry Clay's."  AV: 19 Jan. 1916, n. pag. 
 
 
THE BROOK: [revusical] Txt. Jack Kearns and Harry Sadler; Mus. [n/e]  
 The Theatre describes the February 1916 Princess Theatre (Syd) production thus: "In the background sat 
comedian Billy Maloney high up on a bank, with a rod and line in his hand; and as the other members of the company 
cavorted in the foreground Mr Maloney varied the proceedings by 'landing' such articles as boots and corsets and 
vegetables" (Mar. 1916, 46.). Although Maloney and Kearns received a positive review from X-Ray, the Theatre's 
variety editor, the production was considered to be "dead" in most other areas.  
[It is possible that this Kearns/Sadler production may have been a reworked adaptation of a two act musical burlesque of the same name 
staged by Charles W. and Harry P. Cogill as early as October 1888 (St George's Hall, Melb). When the Cogills revived it in 1891 as part of their 
Christmas week entertainment at Melbourne's Garrick Theatre (the cast also included W. Horace Bent), Jack Kearns was playing a small role in a 
production of Jack the Giant Killer at the Alexandra Theatre. Kearns, therefore, would have not only known about the burlesque, but could quite 
possibly have seen the Cogills' version.] 
1916: Princess Theatre (Syd); 5-11 Feb.  
 - Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Jack Kearns, Harry Sadler, Billy Maloney, George Dean, Violet Elliott, Nellie Searle. 
 
 A: 13 Oct. (1888), 20.   Advert. (re: Cogills' burlesque)     [rnib] 
 X-Ray.  "On Your Nut." TT: Mar. (1916), 46-7. 
 
 
ON YOUR NUT: [revusical] Txt. Jack Kearns and Harry Sadler; Mus. [n/e]  
 Set in a Sydney boarding house, the cast of characters includes a young army recruit, the boarding house keeper 
(Mrs O'Flanagan), and various lodgers and local residents. "The curtain rises on a festive boarding house scene," 
records the Theatre in its review of the 1916 Princess Theatre production. "The guest [is] a young fellow in khaki [who] 
is going to the front… Then the front-cloth descends. After it comes down Mr Kearns appears in the guise of an Irish 
M. P. from Goondiwindi (Qld), looking for an 'ould friend of mine phwat keeps a Sydney boarding-house - Mrs 
O'Flanagan.'" In this search he meets a number of other characters representing different types of Sydney residents, "and 
in that way the audience are provided with a lot of humorously skittish stuff.  In turn songs are given by Peter Brooks, 
Harry Sadler, Cliff O'Keefe, Billy Maloney, Beattie McDonald, Vera Kearns, Violet Elliot and Mr Kearns himself… 
Finally the front-cloth is raised once more disclosing the boarding house - this time with the lodgers at the table more or 
less busy on a meal, and the landlady flying about here and there. The Mr Kearns enters. The keeper of the place, Mrs 
Flanagan, is the 'ould friend' he is looking for! Then the fun - in which all the boarders participate - follows fast and 
furious" (Mar. 1916, 46-7)  
1916: Princess Theatre (Syd); 12-18 Feb.  
 - Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Jack Kearns (The Irish M.P.), Harry Sadler, Billy Maloney, Vera Kearns (Mrs O'Flanagan), Peter  
    Brooks, Arthur Elliott, Violet Elliott, Beattie McDonald, Cliff O'Keefe, George Dean. 
1919: Gaiety Theatre (Syd); ca. July 
 - Prod. Andy Kerr. 
 
 "On Your Nut."  TT: 1 Mar. (1916), 46-7. 
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IN WATTS; OR, A BOMBSHELL OF JOY: [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
Described in advertising as a "bright, sparkling, fresh and surprisingly original musical travesty, presented by 
sixteen superbly versatile artists" (TBRS: 9 Apr. 1916, 7) and as a "breezy new revue bombarding audiences with 
happiness" (BC: 12 Apr. 1918, 2), In Watts is based on The Grafters, a burlesque originally staged in Australia by the 
American Burlesque Company when it toured the country in 1913 and 1914. One of the trio of principal comedians in 
that troupe was Bert Le Blanc. This connection was noted in Australian Variety as early as 23 February 1916, although 
the critic indicates that both productions were called In Watts. An Age critic writing two years later notes, however: "In 
Watts, the [company's] current piece, bore a striking family resemblance to The Grafters - one of several American 
burlesques which have certainly done steady service on the Australian stage. The audience enjoyed the production all 
the more because it renewed comic memories" (23 Sept. 1918, 5).  
As with The Grafters the action of In Watts revolves around three tramps, Ike (Le Blanc), Morris (Mack) and 
Pete (aka Sacramento Pete). The title of the revusical refers to the town of Watts, situated somewhere near Los Angeles, 
California, which was founded by a gentleman of that name who let his dwellings for a dollar down and a dollar a 
month fifteen years before the story commences. "The plot deals with the efforts of several different varieties of rogue, 
male and female, Jew and Gentile, to impersonate Watts, who has disappeared, and collect the fifteen years' rental" (A: 
23 Sept. 1918, 5). Much of the action takes place in the town's hotel, and involved other characters like Hazey Fogg, a 
local farm girl with aspirations to enter society; Mrs Watts; and Eazey, a farm hand. Although generally well received 
by the critics, the  September 1918 Age review proposes that the production was slightly marred by a somewhat 
unconvincing ending (5). 
The 1918 Melbourne season, in which Le Blanc, Mack and Harry McDonna were billed as "Melbourne Ike," 
"Sydney Morris" and "Brisbane Pete," included such musical items as: "I Want You Dearie" (Queenie Paul and Wee 
McGregor) and "Mate O' Mine" (Leslie Jephcott). One of the songs incorporated into the 1919 Brisbane season was 
"Wouldn't that be a Dream?" 
1916: Victoria Theatre (Newcastle); 19-25 Feb. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase, Maud Miles, Nellie Fallon,  
   Durham Marcel, New York Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie);  
   and the Pony Ballet. 
1916: Empire Theatre (Bris); 8-14 Apr. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Bert Le Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Maud Miles, Nellie Fallon, Durham Marcel, New York  
   Comedy Four (Jack Quinlan, Glenmore Jones, Clym Edgares and Holly Leslie); and the Pony Ballet. 
1917: NB: In Watts was very likely staged in Adelaide (c Apr/Mar.); and in Sydney at the National Theatre (c Aug/Sept). No dates have been  
    identified, however. The Advertiser (Adelaide) was not able to be accessed for this research project, and the Fullers did not advertise  
    National Theatre shows in the Sydney Morning Herald for much of 1917. 
1917: Majestic Theatre (Syd); 30 June - 6 July. 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd 
 - Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Winnie Knight, Mike Connors, Queenie Paul, Ivy Moore,  
    Clym Edgares; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie Lannan, Dot Bellion, Lily Clarke,  
   Annie Henry).  
1918: Empire Theatre (Bris); 12-18 Jan. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Lillian Colenzo, Olga Ray, Mike Connors, Queenie Paul,  
    Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles; and the Pony Ballet. 
1918: Bijou Theatre (Melb); 21 Sept. - 4 Oct. (2 week season)  
 - Dir. Bert Le Blanc; Prod. Fullers Theatres Ltd. 
 - Cast incl. Bert Le Blanc (Melbourne Ike), Jake Mack (Sydney Morris), Harry McDonna (Brisbane Pete), Mike  
    Connors (the sheriff), Queenie Paul (Mrs Watts), Lillian Colenzo (Hazy Fogg), Winnie Knight [aka Mrs Bert  
      Le Blanc], Sid Garti, Leslie Jephcott; and the Pony Ballet. 
 - Two cast members mentioned in the Age review do not appear in any other reviews of the Le Blanc company  
    from this period. They are Wee McGregor (who sang a duet with Queenie Paul) and actress Podzey McGuire.  
 -  The season, which was an unusually short 4 weeks (21 Sept. - 18 Oct.), may have been a fill-in engagement  
     between the previous Adelaide season and the company's forthcoming engagement in Brisbane (beginning 2  
     Nov.)  
1919: Empire Theatre (Bris); 11-17 Jan. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor, Bert Ray; and the Pony Ballet (Violet Penson, Rita Penson, Vera  
    Tandy, Rose Brennan, Hilda Lynn, Annie Henry). 
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"Bijou Theatre: In Watts." A: 23 Sept. (1918), 5.  
"Bijou - Vaudeville and Burlesque." ARG: 23 Sept. (1918), 5. 
"Empire Theatre."  BC: 13 Jan. (1919), 3. 
 
 
MONTE CARLO: [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]  
1916: Princess Theatre (Syd); 26 Feb. - 3 Mar. 
 - Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Jack Kearns, Harry Sadler, Billy Maloney, Vera Kearns, Cliff O'Keefe, Billy Maloney, Peter  
    Brooks, Ruby Wallace, Louie Duggan, George Dean. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. May/June   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 
 
FULL STEAM AHEAD:  [revusical]  Txt. Victor Prince; Mus. [n/e] 
 Described by X-Ray in the December issue of the Theatre as arguably the best of the Prince/Zoli productions 
(49), the plot of Full Steam Ahead revolved around the characters Dicky Front (an intoxicated bosun), an Italian sea 
captain (John Stormalong), and the landlord and landlady of the Village Inn. 
1916: National Amphitheatre (Syd); ca. Feb. 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Victor Prince Revusical Comedy Company. 
 - Cast incl.  Victor Prince (Dicky Front), Charles Zoli (the sea captain), Ruby Esdaile, Charles Davies, Reg.  
    Moore, Kenneth Scott, Bert Morrison, with chorus - Maudie Perman, Irene Maguire, Dorrie Tointon, Nellie  
    Maguire, Kathleen Dombrain, Flo Lyle. 
1917: Bijou Theatre (Melb); 2-8 June 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince (Dicky Front), Charles Zoli (the sea captain), Lillian Colenzo (Landlady), Dorothy  
     Hastings, George Sharratt (Landlord), Yorke Gray, Annette Lang, Florence Lyle. 
1917: Majestic Theatre (Syd); ca. Oct. 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Victor Prince Revusical Comedy Company. 
 - Cast incl. Victor Prince, Charles Zoli, Roy Herbert, Yorke Gray. 
1917: National Amphitheatre (Syd); 10 Nov. - 
 - Cast and production mostly as for previous Majestic Theatre season 
 
"Bijou Theatre." A: 4 June (1917), 9. 
X-Ray.  "Victor Prince Revusical Comedy Co, The."  TT: Mar. (1916), 44. 
---   "Month in Vaudeville, The."  TT: Dec. (1917), 49.      [rnib] 
 
 
SUNNY SPAIN:  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e]  
1916: Princess Theatre (Syd); 4-10 Mar. 
- Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Jack Kearns Vera Kearns, Louie Duggan, Harry Sadler, Billy Maloney, George Dean, Beattie  
    MacDonald, Frank and Lank and Alice [Frank Uren, W. Thompson and Alice Johnston, aka Mrs Frank  
    Uren]. 
 
 
MULDOON'S PICNIC:  [revusical]  Txt Adapt. James Craydon; Mus. [n/e]  
James Craydon (ex Delohery, Craydon and Holland), who had been stage managing  Sydney's Princess Theatre 
for the Fullers for some five years to the beginning of 1916, and producing numerous revusicals in the process, also 
staged one or two at the theatre during the year while it was under the management of lessees Jack Kearns and Harry 
Sadler. One of these revusicals was Muldoon's Picnic, a revival of the once popular minstrel farce, which Frank M. 
Clark ("the original Muldoon") claims to have first staged in Australia (A: 16 Oct. 1886, 12). The earliest production 
found to date was in 1882, with a production staged at St George's Hall (Melb) by Clark and Ryman (26 Dec.). How 
different Craydon's musical adaptation was to the Clark version is unknown. As with the revusical genre in general 
most revivals, even when undertaken in later years by the original creator(s), were rearranged for the strengths of the 
performers then engaged to perform the work. This invariably meant that new songs, new dances, new specialties and 
new comic "business" were created for it them, loosely based around the original story line. 
There are several pieces of evidence supporting the above claim in reference to Muldoon's Picnic. One is 
provided in the September 1914 issue of the Theatre (Syd) through an interview with Craydon titled "Isn't this a 
Record." Craydon indicates that he had in his possession "a twenty-five year collection of farces, the vast majority of 
these having been written down by him while he engaged to perform in them. He argues, however, that the changes he 
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had made to these farces in their revived form, with occasional assistance from various artists, meant that they might 
now be considered "original creations" (29). A second piece of supporting evidence can be found in a review of the 
minstrel farce version staged by the Elite Vaudeville Company (with which Delohery, Craydon and Holland were 
engaged) from 12 March 1898 at Perth's Theatre Royal. The critic notes that "[Muldoon's Picnic] is especially adapted 
to performance by such a company as the Elite, for it admits of a certain amount of localisation and gives all the 
performers opportunities to display their particular specialties" (WA: 14 Mar. 1898, 2). 
[NB 1: Frank H. York and George A. Jones' Empire Minstrels staged a two act version of Muldoon's Picnic ca. 1894/95, with incidental 
specialties that included songs, dancing and skating. Among the cast members of the Empire Minstrels was Annetta Bodin, a one-time stage partner of 
Ida Tauchert, wife of Jack Kearns. See the 1894 file, including introductory section, for further details] 
[NB 2: George Stephenson's Farce-Comedy Company also produced a version of Muldoon's Picnic (along with Fun on the Bristol and 
Skipped by the Light of the Moon) during the company's New Zealand tour, beginning Sept. 1915. This is not believed to have been a music theatre 
production, though. The company included Courtney Ford and Ivy Davis, Delavale and Gilbert and Frank Hawthorne] 
1916: Princess Theatre (Syd); 18-24 Mar. 
 - Dir. James Craydon; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Ruby Wallace, Pearl Livingstone, Arthur Elliott (the Minister), George Dean, Harry Sadler, Jack  
    Kearns, Billy Maloney, Vera Kearns, Louie Duggan. 
 
 
ON THE RIVER: [revusical] Txt. Jack Kearns and Harry Sadler; Mus. [n/e]  
 Set on Sydney Harbour - at Pinchgut, On the River was described in the Theatre as a "one act frivolous 
frivolity… [which consists of] nothing more than one member of the company after the other coming on after the other 
in a song, a dance or some patter, varied now and again by the performer getting the support of the chorus or the 
appearance of Harry Sadler as the comedian with a toy bucket and shovel pretending to shovel sand into the bucket 
from the bare stage. It is this, together with the view of Pinchgut in the harbour that inspired the title On the River" 
(Apr. 1916, n. pag.).  
 One song known to have been incorporated into the narrative, "At the Movies," was performed by Vera Kearns 
and a chorus of four Charlie Chaplin girls.  
1916: Princess Theatre (Syd); 11-17 Apr. 
 - Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Harry Sadler, Jack Kearns, Billy Maloney, Vera Kearns, Arthur Elliott, Violet Elliott, Beattie  
    McDonald, Ruby Wallace, Louie Duggan, Peter Brooks, George Dean, Cliff O'Keefe. 
 
X-Ray.  "On the River." TT: Apr. (1916), 35. 
 
 
A DRESS REHEARSAL:  [revusical]  Txt. Jack Kearns and Harry Sadler Mus. [n/e]  
1916: Princess Theatre (Syd); 22-28 Apr. 
 - Dir/Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Jack Kearns Revue Co. 
 - Cast incl. Jack Kearns, Harry Sadler, Billy Maloney, Les Warton, Vera Kearns, Lettie Craydon, Winnie  
    Trevail, Ruby Wallace, The Three Starrs. 
 
 
YOU'RE THE ONE:  [revusical]  Txt/Mus. [n/e] 
 The first known staging of this revusical was during George Marlow's Brisbane season - which included among 
its productions the pantomime Dick Whittington and several dramatic works. 
1916: Theatre Royal (Bris); 22 Apr. - 5 May 
 - Dir/Prod. George Marlow. 
 - Troupe: George Marlow's Revue Company (aka George Marlow's Dramatic Company). 
 - Cast incl. George Marlow, Morris and Meeker, Tom Armstrong, Mabs Howarth. 
 
 
BE BEAUTIFUL: [revusical]  Txt/Mus. [n/e] 
1916: Empire Theatre (Bris); 27 May - 2 June  
- Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Albert Bletsoe's Musical Comedy Revue Company. 
 -  Cast incl. Albert Bletsoe, Maude Bletsoe, Roy Rene, Rosie Bowie.  
 
 
SYDNEY HARBOUR:  [revusical]  Txt/Mus. [n/e] 
 It is not clear at this stage whether Sydney Harbour was the actual title of this revusical. Australian Variety 
notes only that "Harry Clay's Bridge Theatre, Newtown, presented a new first part. 'Sydney Harbour,' from the brush of 
Alex Stagpoole, which from the front looked about the best seen at this theatre for some time" (31 May 1916, n. pag.). 
1916: Bridge Theatre (Newtown, Syd); 27 May - 2 June. 
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 - Dir. George Sharratt; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Sharratt and Lang.  
 
 
PALMISTRY UP TO DATE: [revusical]  Txt/Mus. [n/e] 
1916: Empire Theatre (Bris); 3-9 June 
- Dir. Albert Bletsoe; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Albert Bletsoe's Musical Comedy Revue Company. 
 -  Cast incl. Albert Bletsoe, Maude Bletsoe, Roy Rene, Rosie Bowie.  
 
 
WHAT O, TONIGHT:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC  [manuscript - Nat Phillips Collection, UQFL9, Box 3] 
Although Nat Phillips had been presenting the "Stiffy" character on stage for some years prior to the staging of 
What Oh Tonight, this particular one act musical comedy marked the first occasion that he and Roy Rene teamed up 
together as a comic duo.  It is interesting to note, however, that while the on-stage partnership came to be known as 
Stiffy and Mo, the part of Mo Lazarus was originally written into the revusical as Sol McPherson, an Irish/Hebrew 
character (see Nat Phillips Collection manuscript, University of Queensland). Reviews for the 8 July premiere of What 
Oh Tonight indicate that Rene had changed the character's name from Sol to Mo by then. 
The Sydney theatre critics writing of this opening production for the Nat Phillips Tabloid Musical Comedy 
Revue Company season at the Princess Theatre were overwhelmingly positive. Australian Variety noted, for example, 
that Phillips, in particular, "has identified himself with an original type in 'Stiffy,' the hero of the revues at the Princess. 
The character is typically Australian and Nat has it true to life" (23 Aug. 1916, n. pag).   
The songs known to have been incorporated into the original revusical were: "The Opening Chorus," "Lady's 
Band," "Antonio," "Skylark Love," "Men, Men, Men," Here's to Love" (also reprised as the finale).  
 It is not yet clear whether What Oh Tonight is the same revusical (with a different title) as another of Phillips 
productions, Manicure, Sir (aka The Beauty Parlour). The characters in Manicure, Sir? also include: Stiffy and Mo, 
Helen, Uncle, Mrs De'Vere and Mary. 
1916: Princess Theatre (Syd); 8-14 July  [return season 19-25 Aug.] 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Co. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Peter Brooks, Horace Mann, Caddy Franks,  
    Walter Jackson [aka Walter Whyte], Maisie Pollard, Harry Sadler (return season only). 
 
 
A SPORTING CHANCE:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript - Nat Phillips Collection, UQFL9, Box 2] 
 Although the Fryer Library manuscript has the narrative set on the property of a hotel situated near a racecourse, 
there is evidence to suggest that this was changed over time. A review of the 1924 version, for example, indicates the 
setting was by then a farm, owned by a farmer with a handful or more of pretty daughters. One of the on-going jokes 
concerned "The Truth Tree" - a tree that grows all sorts of fruit. Anyone telling a lie beneath it gets a piece of fruit 
dropped on his or her head. The bigger the lie the bigger the fruit! 
 For the 1916 Princess Theatre production, popular sketch artists Courtney Ford and Ivy Davis were brought in 
to supplement the core troupe membership. The Theatre notes that Ford was at "his best in the make-up of an old 
farmer, with half-a-dozen pretty daughters on his hands. Regarding his wife, the same review indicates that her 
rendition of "Just Because It's You" was the hit of the revue. A graceful girl is Miss Davis, with a live radiant face. She 
has what can be truthfully described as a glowing personality. Performers with her vocal and physical gifts are few and 
far between in vaudeville revue-work" (52-3). Of the other performers the magazine picks out Nat Phillips as the 
undoubted scream. "His character is that of a hard-up, red-nosed, coatless Irish Australian with a particularly old-well-
greased pair of pants, held up by a belt. Phillips is never so good as in roles of a low-comedy or burlesque character. He 
gets roars where another wouldn't get a smile. The explanation is that he has by nature the gift of being funny" (53). 
Roy Rene's singing was apparently not appreciated by the critic as much as the posturing he presented in his singing and 
acrobatics. 
 The 1924 Sydney production (Fullers Theatre) was described in Everyone's as "another tabloid of 
inconsequences, as regards the plot, but chock full of action and comedy just the same" (26 Nov. 1924, 34). It is 
possible that this revusical was also known as Sports (see Brisbane season 1918). 
 The Nat Phillips Collection, held at the Fryer Library, University of Queensland, contains a full text of this 
revusical. The characters written for the original production include: Stiffy, Mo, Polly, Hotel Keeper, Jurasher, Lord 
Helpus, Violet, Count Hadem, Beatrice, Estelle, Lottie, Daisy and Maie. 
[NB: It is also not clear whether a relationship exists between this revusical and a minstrel farce staged in 1897 under the title Fun on a 
Farm (produced by Harry Rickards at the Melbourne Opera House from 17 July)] 
1916: Princess Theatre (Syd); 15-21 July 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Co. 
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- Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Courtney Ford (the Farmer), Daisy Merritt, Ivy Davis, Peter  
    Brooks, Horace Mann, Maisie Pollard, Walter Jackson [aka Walter Whyte]; plus the Panama Six (Rosie  
    Bowie, Bess Blackwell, Iris Foye, Dot O'Dea, Beaty Glow, Linda Burns). 
1918: Empire Theatre (Bris); 8-14 June [as Sports] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Peter Brooks, Horace Mann, Caddie Franks, Dan M. Dunbar,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 6-12 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Freda Hellsten. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1921: Empire Theatre (Bris); 20-26 Aug. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 3-9 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Dan M. Dunbar, Ida Merton, Dot Davis [aka Mrs Roy Rene],  
    Queenie Paul, Mike Connors, Keith Connelly, Gladys Shaw, W. O'Brien, and six ballet girls (incl Rosie  
    Bowie). 
1924: Fullers' Theatre (Syd); 22-28 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Revue Co. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Keith Connolly, Dot Davis [aka  
    Mrs Roy Rene], Dan M. Dunbar, Gladys Shaw. 
 
 "Sporting Chance, A."  TT: 1 Aug. (1916), 52-3. 
 
 
THE FOLLIES OF PLEASURE:  [revusical]  Txt/Mus. [n/e] 
 The first known staging of The Follies of Pleasure was at the New Adelphi Theatre by Ben J. Fullers' New 
Musical Burlesque Co. The title later became the name of a troupe led by Les Bates. This company staged a season at 
the Princess's Theatre (Melb) in October the same year, with the company comprising of most of the New Adelphi 
troupe, but not Walter Johnston (see Joyland entry). 
1916: New Adelphi Theatre (Melb); 15 July - 
 - Dir. Murray Simons; Prod. Fullers. 
 - Cast incl. Walter Johnston, Murray Simons, Lylyan Mason, Helen Le Cain, Madge Moore, Billy Jones, Billy  
    Ensor, Howard Boas, John Flock, Eileen Barnsley, Lew Dunbar. 
1917: Princess Theatre (Syd); ca. June/July 
 - Dir. Les Warton and Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Les Warton-Con Moreni Revue Co. 
 - Cast incl. Les Warton, Con Moreni, Les Bates, Lallie Brooke, Madge Moore, Arthur Elliott. 
 
 
WATCH THE STEP:  [revusical] Txt. Nat Phillips; Mus. [n/e] 
 Australian Variety wrote of the newly formed Stiffy and Mo combination, "Roy Rene and Nat Phillips shine out 
well with good comedy, and can always hold the audience; in fact the latter never seems to get enough of them" (n. 
pag.). 
1916: Princess Theatre (Syd); 22-28 July 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Co. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Peter Brooks, Horace Mann, Caddy Franks,  
    Walter Jackson [aka Walter Whyte], Maisie Pollard; and the Panama Six (Rosie Bowie, Bess Blackwell, Iris  
    Foye, Dot O'Dea, Beaty Glow, Linea Burns). 
 
AV: 26 July 1916, n. pag.      [rnib] 
 
 
GEE WIZZ:  [revusical] Txt. Nat Phillips;  Mus. [n/e] 
 "The dressing of the show each week is excellent, and taken on the whole Nat Phillips has presented the best 
"musical revues" seen on this circuit" (AV: 9 Aug. 1916, n. pag). 
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1916: Princess Theatre (Syd); 5-11 Aug. 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Co. 
- Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Peter Brooks, Horace Mann, Caddy Franks,   
   Walter Jackson (aka Walter Whyte), Maisie Pollard; and the Panama Six (Rosie Bowie, Bess Blackwell,  
   Iris Foye, Dot O'Dea, Beaty Glow, Linea Burns). 
1917: Bijou Theatre (Melb); 3-9 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Belle Pollard, Peter Brooks, Horace Mann, Dan M. Dunbar,  
    Caddie Franks, Nellie Kolle, Walter Jackson [aka Walter Whyte].  
 
 
INVITATIONS OUT:  [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  The production of this particular piece in August 1916 marks the beginning of John N. 
McCallum's management of the company, up until then owned and operated exclusively by Edward Branscombe. 
Branscombe had announced the previous month (BC 29 July 1916, 12) that he had negotiated with McCallum to take 
over the operations in Brisbane. The arrangement meant that he continued to send a Dandies company to perform in 
Brisbane under McCallum's management, and also continued to maintain some degree of artistic influence over the 
troupe. 
1916: Cremorne Theatre (Bris); 12-16 Aug.    [return season: 9-15 Nov. 
 - Dir. Walter George;  Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
SHAKESPEARE MAD: [burlesque revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 18-24 Aug. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
THE MUMMY: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 25-31 Aug.  
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
CHU CHIN CHOW:  [musical comedy]  Txt. Oscar Asche; Mus. Frederick Norton 
#  Samuel French (London), 1931 
#  Allan and Co, ca. 1920. [libretto as published for the 1920-21 Australian Tivoli tour] 
#  Allan and Co, n. yr. ["The Robbers' March" and "My Desert Flower" - vocal scores] 
#  Keith Prowse and Co (London)  [score and lyrics] 
+  His Master Voice, n. yr.  (Michael Collins Orchestra) 
+  World Record International, 1961.  (Sinfonia of London) 
+  EMI, 1994.  
 Generally described as an "oriental extravaganza" Chu Chin Chow remains arguably the greatest overseas 
theatrical success written by an Australian. Although never achieving the same level of critical acclaim for its narrative 
and dramatic sensibilities as Asche's previous success, Kismet, the production was viewed on both sides of the Atlantic 
(and in Australia) as having set a new mark as spectacle and as entertainment.  Chu Chin Chow had a five year run in 
London, consisting of 2,238 performances - a record which lasted almost forty years - and in 1917 the producers staged 
the musical on Broadway, where it ran for some six months.  Combined with a tour of Australia, the royalties alone 
made Asche a millionaire. Two of the clauses in the contract between Asche and English producer Sir Herbert 
Beerbolm-Tree (who ended up owning 25% of the show) stipulated that Chu Chin Chow could remain at His Majesty's 
indefinitely provided the receipts did not fall below £2500 for two consecutive weeks and that Asche continue to play 
the lead role. Even despite air raids in London during the war the production never fell below the minimum, while 
Asche presented the character of Abu Hasan on stage for all but a couple of weeks of the London run. During his 
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absence, which was brought about by his physician's orders, the role was taken up by E. Lyall Swete, who subsequently 
went on to direct the American production. 
 The Australian production, as with the 1917-18 New York season, was essentially a replica of the London 
production. The scenery and costumes were made by the original producers and transported by ship sometime around 
September 1920. The New York Dramatic Mirror wrote of Chu Chin Chow: "while not possessing the melodramatic 
intensity of Kismet, [it] has more the character of a pageant - a pageant which now suggests grand opera, now a rich 
fantasy, now a musical comedy… but a pageant with such a bewildering succession of scenes and variety of characters 
as only a hurried trip through the Orient could bring" (qtd GR: Jan 1918, 15). 
 Chu Chin Chow is said to be "a romantic drama founded… on the story of the Forty Thieves as it appears in Sir 
Richard Burton's authentic translation of the Arabian Nights" (PMG: 26 Aug. 1916, 6). The Pall Mall Gazette notes 
with humorous relief, however, that gossip suggesting that Asche was planning either an art-pantomime…"a great 
symbolic play with an important character embodying the principal of universal evil," or that he had gone back to 
Burton's original, was clearly inaccurate. "There is not the remotest likeness between [Chu Chin Chow]", notes the 
Gazette, "and anything farther off than the familiar stage-Chinoiserie of good old English musical comedy and comic 
opera. Chu Chin Chow as… played by Mr Asche is just the commander of the Forty Thieves disguised as a kind of 
Rutland-Barrington mandarin" (1 Sept. 1916, 6). 
The story of Chu Chin Chow concerns Abu Hasan, an intrepid Merchant-pirate who masquerades in various 
extravagant disguises - from a "Hebrew Damascene" to a "Grecian Prince" in order to plunder and humiliate, with the 
aid of his forty Brigands, the wealthy despots of the East, and to enrich his already overflowing and legendary cave.  
For this particular adventure he becomes the great "Chu Chin Chow" of China, in order to gain access to the palace of 
Kasim Baba. A secondary theme concerns the two lovely slave girls (Zahrat and Marjanah, the latter in love with Nur-
Al-Hudra) who are determined to win their freedom.  After Abu Hasan kills Kasim, his identity is revealed by Zahat, 
while Marjanah stumbles on the secret password for his hideout - "Open Sesame" She is able to set in motion the 
opportunity they need. The women counter Chu Chin Chow's cunning with their feminine, though no less potent, guile 
and create the opportunity they need by bargaining with the Brigand chieftain.  Abu Hasan attempts to overcome their 
plan by attending the wedding of Marjanah and Nur disguised as a wealthy oil merchant (his 40 jars of oil actually hold 
40 of his brigands). Zahat discovers his identity and evil plans and kills his men by pouring boiling oil over them. She 
then finishes the job by stabbing Abu Hasan to death.   
A contributor to the Saturday Review wrote of Chu Chin Chow's closing in 1921: "He came, like another 
Eastern, King David, to a good old age, full of riches and honour. But none can ever reign in his stead. There is left a 
gap in the life of London, and indeed of the country, which nothing can adequately fill, for Chu Chin Chow had become 
in truth part of the national life. Country cousins set out upon the desperate adventure of their first visit to the 
metropolis with the firm determination to see [the extravaganza] come else what may. It had supplanted in their hearts 
the place usually reserved for the Abbey or the Tower. It had become a tradition which nothing can adequately fill" (qtd 
in "Music and Drama" 13). 
 The musical score is described by Asche as "the most important feature of the production. It is not incidental 
music at all. In fullness and elaboration it is indeed, an opera score" (PMG: 18 Aug. 1916, 9). Songs known to have 
performed in the London production are: "I am Chu Chin Chow," "I Love Thee So," "I'll Sing and Dance," "I Long for 
the Sun," "Behold," "Anytime's Kissing Time," "The Cobbler's Song," "Serenade," "Song of the Scimitar," and "I Built 
a Fairy Palace in the Sky."  The  recording of Chu Chin Chow released on the HMV label (1961), features the vocals of 
Inia Te Wiata (Chu Chin Chow), Julie Bryan (Marjanah), Barbara Leigh, Charles Young, and the Williams Singers. The 
music is performed by Michael Collins and his Orchestra, to orchestrations by Brian Fahey. The "vocal gems" presented 
are, "I am Chu Chin Chow," "Here be Oysters," "Cleopatra's Nile," "When a Pullet is Plump," "Corraline," "I Love 
Thee So," "I'll Sing and Dance," "The Robber's March," "I Long for the Sun," "Behold," "Anytime's Kissing Time," 
"The Cobbler's Song," "We Bring Ye Fruits," and "Finale."  
 Another recording, released on the World Record International label (a light music club), was produced by Cyril 
Ornadel. The Sinfonia of London was conducted by John Hollingsworth, and features the voices of Allan Hervey, 
Marion Grimaldi, John Wakefield, Edward Darling, Ursula Connors, Ian Humphries. EMI released a digital recording 
in 1994 featuring Inia Te Wiata. Additional performers include those from the 1961 World Record Club release 
(Edward Darling, Ursula Connors, Marion Grimaldi and Ian Humphries), along with Malcolm McEachern, and some 
performances from the 1934 film.  
 Two cinematic versions of Chu Chin Chow have been made. The first, a 13 reel (12250ft) film was produced in 
1923 under the direction of Herbert Wilcox. A UK/German co-production (Graham Wilcox/Universum Film 
Aktiengesellschaft), it was shot in Berlin, Germany, and shown in selected venues with an early experimental sound 
system (the Tri-Ergon synchronised system). Metro-Goldwyn-Mayer released the film in the USA in 1925. The cast 
incl. Herbert Langley (Abu Hasan/Chu Chin Chow), Betty Blythe (Zahrat), Randle Ayrton (Kasim Baba), Judd Green) 
(Ali Baba) Jeff Barlow (Mustafa), Eva Moore, Olaf Hytten, Jameson Thomas, Dora Levis. NB: The same year a spoof 
of Chu Chin Chow along with several recent German silhouette films, was released under the title, Two-Chinned Chow. 
It was directed by German filmmaker Adrian Brunnel.  
 The second film adaptation, directed by Walter Forde, was released by the Gaumont-Brit company in 1934. It 
stars Fritz Kortner (Abu Hassan/Chu Chin Chow), George Robey (Ali) and Anna May Wong. Edward Knoblock helped 
co-write the screenplay with Sidney Gilliat. Production credits incl. Prod. Michale Balcom; Dir of Ph. Mutz 
Greenbaum; Chor. Anton Dolin; Music Dir. Louis Levy. Other cast members incl. Lawrence Hanray (Kasim Baba), 
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Francis L. Sullivan (Caliph), John Garrick (Nur-al-din), Pearl Argyle (Marjanah), Sydney Fairbrother (Mahbubah), 
Frank Cochrane (Mustafa), Dennis Hoey, Gibb McLaughlan, Kiyoshi Takase.  
 The National Library of Australia holds a collection of materials relating to the 1923 Australian tour under J. C. 
Williamson's Theatres management. The collection includes published items, unpublished manuscripts, vocal scores, 
and script parts (JCW059/1). 
1916: His Majesty's Theatre (London); 31 Aug. 1916 - 22 July 1921    [2,238 pfms] 
 - Dir. Oscar Asche; Prod. Sir  Henry Beerbohm-Tree; S Art/Des. Joseph and Phil Harker; Cost. Percy  
    Anderson; Chor. Espinosa. 
 - Cast incl. Oscar Asche (Abu Hasan/Chu Chin Chow), Lily Brayton (Zahrat-al-Kulub), Frank Cochrane  
   (Kasim Baba), Courtice Pounds (Ali Baba), J.V. Bryant (Nur-Al-Huda), Violet Essex (Marjanah), Norman  
    Williams, William Holles, James Herbert, Aileen d' Orme (Kasim Baba's head wife), Sydney Fairbrother (Mrs  
    Ali), Annie Moore.    
1917: Manhattan Opera House (New York); 22 Oct. 1917 - 27 Apr. 1918 
 - Dir. S. Lyall Swete;  Prod. William Elliott, F. Ray Comstock and Morris Gest; M Dir. Gustave Ferrari;  
   M Arr. Percy Fletcher;  S Art/Des. Joseph and Phil Harker Chor. Alexis Kosloff; Lig. David Belasco and  
   Louis Hartman; S Mngr. Frank McCormack; Cost. Percy Anderson. 
- Cast incl. Tyrone Power (Abu Hasan/Chu Chin Chow), Florence Read, (Zahrat-al-Kulub), Albert Howson  
   (Kasim Baba), Henry Dixy (Ali Baba), Kate Condon (Alcolom), Tessa Kosta (Marjanah), Lucy Beaumont  
   (Marjanah), George Rasely (Nur-Al-Huda), Albert Moore, Robert Lee Hill, Francis J. Boyle, Matty Thomas,  
   Frank McCormack, Ida Mulle, Katherine Galanta, Harda Daube, Gordon Staples, Olive Prosser, George Bell,  
   Josephine Emory, Lester Sweyd, Felice de Gregorio, Richie Ling. 
- According to an article in the New York Times, it cost producer Morris Gest more than $US150,000 to bring  
   the production to New York (28 Oct. 1917: 8.6).  
- To the embarrassment of the producers of the New York production, the premiere was cancelled twice, the  
   first being on 15 Oct. and the second occurring on 17 Oct. The reason for the postponements was apparently  
   due to the initial late delivery of scenery  and props from London, and subsequent problems involved with  
   setting up the massive spectacle in such a short period, including the lighting design, which wasn't arranged  
   until 16 Oct., the day after the originally scheduled premiere (for further information on the period leading up  
   to the American season, see ("Importing Chu Chin Chow" 8.6). 
1920: Tivoli Theatre (Melb); 11 Dec. 1920 - 1 Mar. 1921 
 - Dir. Frank Cochrane; Prod. Hugh D. McIntosh (Harry Rickards' Tivoli Theatres Ltd); M Dir/Cond. Will  
    Quintrell; S Art. Joseph and Phil Harker; Cost. Percy Anderson; S Mngr. Les Donaghey and Fred Mackay. 
 - Cast incl. Arthur Styan (Abu Hasan/Chu Chin Chow), Vera Pearce (Zahrat-al-Kulub), Gerald Kay Souper  
    (Kasim Baba), Charles H. Workman (Ali Baba), Maggie Moore, Frank Cochrane, Louie Pounds, Gregory  
    Stroud, Winifred  
    O'Connor, Frederick Mackay.  
1921: Grand Opera House (Syd); 26 Mar. - 1 June 
 - Cast and production mostly as for Melbourne season.  
1921: His Majesty's Theatre (Bris); 4-18 June 
 - M Dir/Cond. F. J. Roberts; Prod. J. C. Williamson's Ltd. 
 - Cast incl. Arthur Styan (Abu Hasan/Chu Chin Chow), Helen Temple (Zahrat-al-Kulub), Charles H. Workman  
    (Ali Baba), Ida Griffin (Marjanah), Gerald Kay Souper (Kasim Baba), George Wignail (the cobbler), Maggie  
    Moore, Pearl Ladd (Alcolom), H. Tucker (Omar), Fred Mackay (Nu-al-Huda), Mary Jordan, Winifred  
    O'Connor, Suzanne Bennett, Gloria Spurling, Ethel Keys, Myrtle Greenhill, Louie Pounds. 
1921: Dominion circuit (New Zealand); ca. June/July 
 - Cast and production mostly as for previous Brisbane season. 
1923:  Theatre Royal (Syd); 26 May - 27 June 
 - Dir. Oscar Asche; Prod. J. C. Williamson's Ltd.  
 - Cast incl. Oscar Asche (Abu Hasan/Chu Chin Chow), Doris Champion (Zahrat-al-Kulub), Wensley Russell  
    (Ali Baba), Kitty Reidy (Marjanah), Cecil Humphreys (Kasim Baba), Herbert Browne (Nur-al-Huba), George  
    Ide (Abdullah), Peal Ladd (Alcolm), Mason Wood (The Cobbler), Ian McLean (Omar), Eardley Turner  
    (Omar's father), Frank Charlton, Jessie Page. 
1928:  Regent Theatre (London); 26 Dec. 1928 - ca. 18 Jan. 1929 
 - Prod. Martin  Sabine (in assoc. with Walter Payne).  
 - Company: London Repertory Theatre Co. 
 - Cast incl. Oscar Asche (Abu Hasan/Chu Chin Chow), Doris Champion (Zahrat-al-Kulub), Wensley Russell  
    (Ali Baba), Helen Debroy Somers (Marjanah), William Dewhurst (Kasim Baba), Lawrence Shirl  
    (Khuzaymah), Dorothy Dewhurst, Stuart Kern, Ellis J. Preston, Savana, Betty Williamson, James Johnson,  
    Johnson, Dacia, Horace Custins.  
1940:  Prince of Wales Theatre (Birmingham, Eng); 7-20 May.  
 - Prod. Henry Isaacs and Joseph Fenston (for C.C.C. Play Productions); Dir. Robert Atkins.  
 - Cast incl. Lyn Harding (Abu Hasan/Chu Chin Chow), Rosalinde Fuller (Zahrat-al-Kulub), Jerry Verno (Ali).  
1940:  Palace Theatre (London, Eng); 3 July -    [80 pfms]  
 - NB: The season was interrupted by the London bombing. 
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1941:  Palace Theatre (London, Eng); 22 July - 22 Nov.    [158 pfms]  
 - Dir. Robert Atkins.  
 - Cast incl. Lyn Harding (Abu Hasan/Chu Chin Chow), Rosalinde Fuller (Zahrat-al-Kulub), Mr Jetsam  
    (Abdullah), Kay Bourne.  
1950: Cremorne Theatre (Bris); 16 Sept. - 7 Oct.  
 - M Dir. Ruby Dent; Prod. Musical and Theatre Guild of Queensland; Cost. Marie McIntyre.  
 - Cast incl. John Miller, Len Wells, Michael Azar, Bill Neilson, Roy Bonney, Don Tappendon, Neila Hansen,  
    Gloria Birdwood-Smith, Margaret Geater, Jim Mulgrew, Bob Connell, Ken Lord, Avis Nicholls, Stella  
    Broadhurst, Dorothea Simpson.  
1953: Empire Pool (Wembley, Eng); 13 July - 19 Sept.     [As Chu Chin Chow on Ice] 
-  Adapted by Stanley Lloyd and Gerald Palmer.  
 - Prod. Tom Arnold; Chor. Beatrice Livesey. 
 - Cast incl. Victor Macdonald (Abu Hasan/Chu Chin Chow), Jane Hilary (Zahrat-al-Kulub).  
 - See also: Brighton Sports Stadium; ca. Nov. 1953 / Opera House, Manchester; ca. 11 May 1954. Cast  
    and production mostly as for previous Empire Pool production.  
1954: Streatham Hill Theatre (London); 16 Nov. -  
 - Dir. Stanley Willis-Croft; Prod. Maurice Winnick. 
 - Cast incl. Inia Te Wiata (Abu Hasan/Chu Chin Chow), Patricia Kerry (Zahrat-al-Kulub).  
 - See also Golders Green Hippodrome, London; 23 November. Cast and production mostly as for previous  
    Streatham Hill Theatre production 
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THE NOBLE ORDER OF BAD LADS: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 1-7 Sept. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
ON DECK:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 It is believed that Harry Clay's long association with the Coliseum Theatre at North Sydney began on 2 
September 1916 with the production of Arthur Morley's On Deck. It was performed by one of his four newly formed 
suburban and south-west NSW regional circuit companies - this being the No 1 Musical Comedy Company.   
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 Australian Variety records in its review of the 1918 Coliseum production, "the house full sign was registered 
long before the curtain went up…. It is really a bright little offering, and with the cast well allotted went briskly during 
its tenure of the stage… The whole show is scintillating with animation, colour and humour, and offerings of its kind 
should do much towards keeping the standard of Clay bravely in the fore-front of North Sydney patrons. With such 
productions brought to their door, suburbanites are going to have no trouble in seeing a metropolitan show for the 
present class of entertainment is well up to the equal of a majority of the city shows" (n. pag.). 
 [NB: It is not clear if there is any connection between Morley's revusical and several similarly-titled minstrel first parts previously staged in 
Australia. The earliest of these, described as a 'beautiful nautical first part,' was staged in 1900 by Kate Howarde's Vaudeville Company (see Theatre 
Royal, Brisbane, 19 May) under the title On Deck; Or, Our Captain's Birthday. Among Howarde's company were Les Warton, Sam Gale and Harry 
Craig. Interestingly, it is known that Arthur Morley was performing at Brisbane's Theatre Royal (operated then by Percy St John) a month after. he 
may also have been in Brisbane at the same time. A decade later James Brennan staged a first part called On Deck at the National Amphitheatre in 
Sydney (8 January 1910). Among the troupe of performers engaged by Brennan in early 1910 were Slade Murray, Con Moreni, Jack Kearns and Ida 
Rosslyn, their daughter Vera Kearns, and Ted Stanley (who was also among the cast for Harry Clay's 1916 production of On Deck)] 
1916: Coliseum Theatre (Nth Syd); 2-8 Sept. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd.  
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Ern Delavale, Will Gilbert, Arthur Morley, Elise Bates, Ted Stanley, Maurice Chenoweth, Eileen  
    and Bessie Phillips, Lettie Craydon, Black and White Duo, Ellen Graham. 
1916: Harry Clay's Sydney suburban and South-West NSW circuit; c Sept. 
 - Cast and production mostly as for previous Coliseum production 
 - Sydney suburban circuit incl. Mosman Town Hall (14 Sept); Bridge Theatre, Newtown (16 Sept.) 
1918: Coliseum Theatre (Nth Syd); 31 Aug. - 6 Sept. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd.  
 - Cast incl. Ted Stanley (Mrs Watchit), Will Gilbert, Arthur Morley, Ern Delavale, Maurice Chenoweth,  
    Phillips Sisters, Lettie Craydon, Black and White Duo.  
 
"Clay's Budget."  AV: 20 Sept. (1916), n. pag 
Kitching, Harry. "Coliseum Theatre." AV: 6 Sept. (1918), n. pag. 
 
 
BACK TO BLIGHTY:  [burlesque revue]   Txt. Sydney Blow and Douglas Hoare; Mus. George H.  
 Clutsam, Philip Braham, Herbert E. Haines 
Described variously as a revue and a "jolly musical burlesque," Back to Blighty features music from Australian-
born composer George Clutsam, and Englishmen Philip Brahm and Herbert Haines. Most likely falling into the 
"revusical" genre, it was described in the Pall Mall Gazette as containing "pretty faces, gorgeous dresses, capital songs, 
plenty of fun and really excellent music." Further to this, the Gazette reviewer suggested that the show was "the first 
revue which the Oxford can claim as its own, so that the production is all the more satisfactory." In describing Back to 
Blighty he or she also adds: "there is a story, but it doesn't really matter…. [and] there are one or two musical numbers 
that would mean success for any revue" (9). One song to raise the interest of the reviewer was "The Sleep Walk." 
1916: Oxford Theatre (London); 7 Sept. - 16 Dec. 
 - Cast incl. Pamela Page, Sybil Clare, Margaret Paton, Arthur Cullin, Arthur Hambling, George Bellamy, Clara  
    Beck, Alec Chentrena. 
 
 "Back to Blighty: Successful Revue at the Oxford."  PMG: 8 Sept. (1916), 9.          [See also prev. - PMG: 2 Sept. 1916, 6.] 
 
 
IN OLD KENTUCKY:  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
 It is not clear if there is any relationship between this revusical and a similarly titled music drama by Arthur 
Shirley/F. C. Dazey believed first produced in Australia in 1895 under the management of Williamson and Musgrove 
(Lyceum Theatre, 26 Oct.). Harry Kitching records that the Bridge Theatre premiere was "staged… very successfully, 
the whole show running without a hitch… [and] was full of bright numbers with catchy ditties introducing good original 
comedy." Kitching also draws attention to the Four Girls on the Farm, who were "good workers, having some very 
quick changes, all of which are very effective, and their dances and actions are neatly performed, and called for hearty 
applause" (13 Sept. 1916, n. pag.). 
1916: Bridge Theatre (Newtown, Syd); 9-15 Sept. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Wal Rockley (Uncle Tom), Lila Spears, Max Martin. 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Sept/Oct. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd. 
- Cast incl. Wal Rockley (Uncle Tom), Lila Spears, Max Martin, Courtney Ford and Ivy Davis, the Alroy Girls,  
    Winnie Trevail, Stella Stagpoole, Tilton and West. 
 - Suburban circuit incl. North Sydney Coliseum (3 nights, ca. 30 Sept), Thornton's Mascot Theatre (1 night). 
 
 "Clay's Budget."  AV: 13 Sept. (1916), n. pag. 
 Kitching, Harry.  "Harry Clay's Bridge Theatre." AV: 13 Sept. (1916), n. pag. 
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AN OPERATIC NIGHTMARE: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 15-21 Sept. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
ALL ABOARD:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Set aboard the S.S. Maysail, this Stiffy and Mo musical comedy revue concerns newly weds Tom and Eva, her 
brother John and his wife, a stewardess, Sarah (originally Nora), and a friend, Fred.   
Among the songs presented in the original 1916 production was "In Dixie Land," sung by Freda Hilston. The 
1922 production's "musical cargo" included: "Embarking Passengers ('the crew'), "Soldier Boy" (Connolly), "Rubber 
Band" (Paul and men), "Would Goes ? ? ? ?" [sic] (Conners), "Bright Eyes" (Conners and Paul), "Isle of Golden 
Dreams" (Davis and girls), "Moonlight" (Paul and girls), an unidentified quintet (Connors, Paul, O'Brien, Rene and 
Phillips), "Molly on the Trolly" (O'Brien and girls) and "All Aboard" (company). 
The 1932 revival saw Joe Lawman take over the role previously played by Roy Rene (Mo) and Jack Kellaway 
('Erb). 
1916: Princess Theatre (Syd); 16-22 Sept. 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt (Norah Snobs), Maisie Pollard, Peter Brooks  
    (Tom Filmore), Horace Mann, Walter Whyte (John Montbell), Carrie Franks (drill instructor), Freda Helston.  
-  Walter Whyte appeared under the name Walter Jackson in the programme.  
1917: Majestic Theatre (Syd); 28 July - 3 Aug. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Belle Pollard, Peter Brooks, Horace Mann, Dan M. Dunbar,  
    Caddie Franks, Walter Jackson [aka Walter Whyte].  
1922: Fullers' Theatre (Syd); 24-30 June 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Miss Moar;  
   S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
- Cast: Nat Phillips, Roy Rene, Dan M. Dunbar (Capt. Tack), Mike Connors (Tom Filmore), Queenie Paul (Eva  
   Filmore), Doc O'Brien (John Montbell), Doris 'Dot' Davis [aka Mrs Roy Rene] (Mrs Montbell), Gladys Shaw  
   (Sarah Snobbs), Keith Connolly (Fred Fisher), with Thelma Duff, Rosie Bowie, Flo Wilson, Phyllis Whisken  
   Marie McLauchin, Gwen Brandon (passengers and crew). 
1932: Grand Opera House (Syd); 6-12 Feb. 
 - Dir. Nat Phillips; Prod. George Marlowe; M Dir. Will Osborne. 
 - Troupe: Nat Phillips Revue Co. 
 - Cast incl. Nat Phillips, Joe Lawman, Dan Weldon, Keith Connelly, Stella Lamond, Les Warton, Angela  
    Parselles, Elsie Hoskins, Nita Carr, Marie Marlow, Betty Weldon, Master Dick Ryan, Betty Lambert, The  
    Lewola Brothers, The La Fredas (3 female acrobats). 
 - Musicians: Will Osborne Orchestra. 
- NB: English variety performer/actress Betty Weldon, and the La Fredas, joined the troupe with this  
    production. It is not clear how long their engagement lasted, however. 
 
"All Aboard."  TT: Oct. (1916), 49. 
FN: 24 June (1922), 8. 
 
 
A NIGHT IN PARIS:  [revusical]   Txt. Arthur Morley; Mus. [n/e]  
 One song known to have been performed during the September 1916 season, "'Here's to My Love' [was] 
"responsible for much applause" (AV: 20 Sept. 1916, n pag.).  
1916: Bridge Theatre, Newtown (Syd) 16-22 Sept. [return season: 11-17 Nov.]    
- Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Ted Stanley, Amy Rochelle, Will Rollow, Arthur Morley, Eileen and Bessie Phillips, Lulu Eugene,  
    Jollie Marie, Eileen Fleury, Vince and Eva Courtney, Maurice Chenoweth, Ted Stanley, Letty Long. 
1916: Harry Clay's Sydney suburban and south-west NSW circuit c Nov/Dec. 
 - Cast and production mostly as for previous Bridge Theatre season.  
 
Kitching, Harry R.  "Harry Clay's Bridge Theatre." AV: 20 Sept. (1916), n. pag. 
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PLAY THE GAME: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 22-28 Sept. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
A PIRATE'S RETURN: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 29 Sept. - 5 Oct. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl. Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
AFTER THE PLAY:  [musical sketch]  Txt/Mus. [n/e] 
 Possibly written by Courtney Ford and Ivy Davis, this mini musical comedy performance continues the society 
sketch tradition made popular in Australia from the early 1890s onwards by male/female duos like Hagen and Fraser, 
Boyd and Octavia, D'Arcy and Eva Stanfield, Stevens and Lewis, Warne and Davenport, Rochester and Rivers and 
Warne and Octavia.  
1916: Bridge Theatre (Newtown, Syd); 30 Sept. - 6 Oct. 
 - Prod. Harry Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast: Courtney Ford, Ivy Davis. 
 
 
THE REVELLERS:  [revusical]  Txt/Mus. [n/e] 
 Described by the Theatre (Nov.) as a first part, this entertainment is believed to have been a form of revusical, 
although the reviewer does break the company down into singers and comics, which is unusual (51).  
1916: Bridge Theatre (Newtown, Syd); 30 Sept. - 6 Oct. 
 - Prod. Harry Clay; S Mngr. Ted Gabriel. 
 - Cast incl. Dot de Vere, Vera Murray, Florence Hartley, William Everard, Colin Campbell, Harry Clay, Billy  
    Maloney, Arthur Tauchert, Ted Tutty. 
 
 
ON THE LAND:   [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 One of several revusicals staged in Australia between 1915 and the late 1920s with a country farm/outback 
station setting. Others include: On the Farm (Paul Stanhope, 1915); Art Slavin's On the Ranch (1916); Fooling the 
Farmer (Clay circuit, 1917); and Billy Cass's Fun on the Farm (1926). 
[NB 1: It is possible that the title of this revusical is a misprint - and in fact should have read - On the Sands - see "Hustling Harry"  TT: Oct. 
1916, 45. No other reference to On the Land has been found to date of this, which adds further weight to this possibility] 
[NB 2: It is not clear whether any of these revusicals are related to a minstrel farce staged in 1897 under the title Fun on a Farm (produced 
by Harry Rickards at the Melbourne Opera House from 17 July).  
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Sept/Oct. 
- Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Ern Delavale, Bert Gilbert, Arthur Morley, Ted Stanley, Maurice Chenoweth, Eileen and Bessie  
    Phillips, Lettie Craydon, Black and White Duo. 
 
 
IN MEXICO:  [revusical]  Txt. Les Bates; Mus. [n/e]  
 The 1916 Princess's Theatre (Melb) season saw this revusical staged as a double bill with Fun with the 
Coachmen. The Brisbane Truth review of the April 1917 production records: "Full of fun and sparkling music, [In 
Mexico] is a light, catchy revue which gives Con Moreni, Les Bates, Les Warton, Madge Moore and the other talented 
artists rare opportunities to prove their worth. The hilarious applause which greeted every number… was eloquent 
testimony to the audience's enjoyment" (15 Apr. 1917, 6).  
[NB: It is not clear whether there is any relationship between this revusical and several other similarly titled productions, notably Nat 
Phillips’ Mexicans, also known variously as In Mexico, Bullfighters and In Spain (1918), and those staged by Billy Cass (1927) and George H. Ward 
(1927). 
1916: Princess's Theatre (Melb); 7-10 Oct. 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd. 
 - Troupe: Follies of Pleasure Company. 
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- Cast incl. Les Bates, Mabel Baker, Violet Trevanyon, Queenie Paul, Madge Moore, Murray J. Simons, Lew  
    Dunbar, Howard Boas, Billy Ensor, Billy Jones, John Flock. 
 - The chorus comprised of "20 lively lassies." 
1917: Empire Theatre (Bris); 14-20 Apr. 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Les Bates' Follies of Pleasure Company. 
 - Cast incl. Les Bates. 
 
"Empire, The."  TBRS: 15 Apr. (1917), 6. 
 
 
FUN WITH THE COACHMEN:  [revusical]  Txt. Les Bates; Mus. [n/e]  
 The 1916 Princess's Theatre (Melb) season saw this revusical staged as a double bill with In Mexico. 
1916: Princess's Theatre (Melb); 7-10 Oct. 
 - Dir. Les Bates; Prod. Fullers Theatres Ltd. 
 - Troupe: Follies of Pleasure Company. 
 - Cast incl. Les Bates, Mabel Baker, Violet Trevanyon, Queenie Paul, Madge Moore, Murray J. Simons, Lew  
    Dunbar, Howard Boas, Billy Ensor, Billy Jones, John Flock. 
 - The chorus comprised of "20 lively lassies." 
 
 
JOYLAND: [aka IN JOYLAND]  [revusical]  Txt. Les Bates; Mus. [n/e]  
 Most likely to have been written by Les Bates, with possible assistance from Con Moreni. Moreni was 
complimented by several critics for his work in this revusical. The West Australian, for example, noted that "his work in 
[Joyland and The Matinee Girl] was the outstanding feature… As Mike Sweeney in the first piece, a hearty gullible 
Irishman, and in the second, a gay old sport, the comedian utilised his dry style of humour with considerable success" 
(25 Dec. 1916, 6). A review in Australian Variety, which praised Moreni's inclusion of the chorus girls as featured 
singers in one of his own numbers, suggests that he had some degree of involvement in the creative production of the 
1917 revival (20 June 1917, n. pag.). 
1916: Princess's Theatre (Melb); 11-28 Oct. 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd. 
 - Troupe: Follies of Pleasure Company. 
 - Cast incl. Les Bates, Mabel Baker, Violet Trevanyon, Queenie Paul, Madge Moore, Murray J. Simons, Lew  
    Dunbar, Howard Boas, Billy Ensor, Billy Jones, John Flock. 
 - The chorus comprised of "20 lively lassies." 
1916: Melrose Theatre (Perth); 23 Dec. - 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd. 
 - Troupe: Follies of Pleasure Company. 
 - Cast incl. Les Bates, Con Moreni, Ted Tutty, Muriel Esbank (aka Mrs Ted Tutty). 
1917: Empire Theatre (Bris); 28 Apr. - 4 May 
- Dir. Les Bates; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Les Bates' Follies of Pleasure Company. 
 - Cast incl. Les Bates, Con Moreni. 
1917: Princess Theatre (Syd); 16-22 June 
 - Prod. Fullers' Theatres Ltd. 
 - Cast incl. Les Warton, Con Moreni, Arthur Elliott, Les Bates, Madge Moore, Lalla Brooke. 
  
 "Follies of Pleasure, The."  WA: 25 Dec. (1916), 6.       [see also advert. - WA: 23 Dec. 1916, 2] 
 
 
PLUMBERS [aka YES WE DON'T]:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript extract - Nat Phillips Collection, UQFL9, Box 3] 
#  FHC, n. yr.  [2 character parts - Nat Phillips Collection, UQFL9, Box 2] 
Although staged under the title Yes We Don't during the debut Stiffy and Mo season, this revusical was billed 
from 1917 onwards under its more well known name, The Plumbers (or invariably "Stiffy and Mo as Plumbers"). Of 
historical interest is the fact that the show premiered on 13 October 1916 during the final weeks of the extended season 
(initially advertised as being six weeks in length the company's unprecedented popularity forced the theatre's lessees 
Harry Sadler and Jack Kearns to keep them on until the end of October). This situation in turn forced Phillips to write 
several new productions in order to provide audiences with new material during the second six-week period. Evidence 
of this comes from the Nat Phillips Collection manuscript (under Yes We Don't) which indicates on the cover that it was 
completed on 13 August 1916, some four weeks after the premiere production, What Oh Tonight. This suggests that Yes 
We Don't/The Plumbers may be the first Stiffy and Mo revusical to have been written by Phillips with Mo's character 
developed in response to Roy Rene's portrayal (each of the first six shows were most likely written prior to the company 
coming together). Interestingly, Mo still receives much less dialogue in the text than Stiffy. There appears, however, to 
be greater opportunity given to him within the improvised scenes.  
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The storyline sees Stiffy and Mo (the plumbers) called in to make repairs at a wedding breakfast being held in 
the reception room of Captain Senate's house.  After being mistaken for burglars the pair find themselves tangled up in 
schemes by various characters to fool other members of the family. This includes Stiffy being asked to cure Mrs 
Senate's jealous husband by "making love" to her, while Mo finds himself in the same situation with Mrs Pinetree. 
Stiffy is later induced to impersonate the Senate's mad and violent son, who just happens to be coming to the house that 
evening, but somehow manages to scam £250 out of Mr Senate before he and Mo are forced to flee at the point of a 
gun. The chief characters, as listed in the manuscript version are: Colonel Pinetree (a jealous husband), Mrs Pinetree 
(his mean old wife), Captain Senate (also jealous), Mrs Senate (with a way of her own), Frank Denvers (just married), 
Mrs Denvers (nee Senate), Stiffy and Mo, and the bridesmaids - Dot, Clarice, Lilian, Lorrimar, Daphne and Gorgia 
[sic]. 
 In the 1922 production the songs incorporated into the storyline were: "The Party" (bridesmaids and friends), "A 
Toast to the Bride" (company), "Grieving for You" (Paul and girls), "Scotch Highball" (Paul, Rene and Phillips), "You 
Never Can Tell" (Davis and girls), "Blue Diamonds" (Connors), "Lucky" (Davis), "The Older We Get" (Connolly), 
"Tuck Me to Sleep in My 'Tucky Home" (Connors and Paul), "Good-Bye Girls" (Connolly and girls) and the finale 
"The Plumbers" (company).  
An advertisement for the Plumbers, published in the 8 September 1917 edition of the Argus (24), includes the 
following limerick:  
Stiffy and Mo are distinctly benighted, 
They never know when they are slighted, 
When out at a party, 
They eat just as hearty, 
As if they'd been really invited. 
 
[NB 1: The full text, under the title Yes We Don't is held in the Nat Phillips Collection. It indicates the following characters: Stiffy, Mo, 
Colonel Pinetree, Mrs Pinetree, Captain Senate, Mrs Senate, Miss Senate, Frank Denvers, Dot, Clarice, Lillian, Lorimar, Daphne, Georgia. The 
manuscript differs somewhat to the October 1916 production, as reviewed by the Theatre critic, in that one of the characters Mr Quimbell (originally 
played by Horace Mann) is not mentioned in the text. It is possible that Quimbell and Frank Denvers are the same character, just with different names. 
[NB 2: The character parts held in the Nat Phillips Collection (Fryer Library) under the title The Plumbers are those of Keith and The 
Husband. While there is no mention in any text or review of a character called Keith, it is the name of one of the troupe members from c 1925 - Keith 
Connolly (many of the character parts in the collection include the name of the actor playing role, sometimes at the exclusion of the character's name). 
It is also feasible that one of the characters had his name changed over the years.  
1916: Princess Theatre (Syd); 13-19 Oct. [as Yes We Don't] 
 - Dir. Nat Phillips; Prod/Lse. Harry Sadler and Jack Kearns; Prop. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Tabloid Musical Comedy Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt (an old shrew), Maisie Pollard, Peter Brooks,  
    Horace Mann (Mr Quimbell, a juvenile lover), Walter Jackson [aka Walter Whyte]. 
1917: Bijou Theatre (Melb); 8-14 Sept. [return season: 24-30 Nov.]   
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; and the Panama Six (incl.  
    Rosie Bowie, Dot O'Dea, Phyllis Whisken and Gwen Brandon).  
- NB: Nellie Kolle made a guest appearance during the return season. 
1918: Empire Theatre (Bris); 23 Feb. - 1 Mar.    [return season: 1-7 June] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter White], Vince Courtney, Cliff O'Keefe. 
1919: Fullers Theatre (Syd); 24-30 May [return season: 6-12 Sept] 
 - Dir. Nat Phillips; S Mngr. Dan M. Dunbar; M Dir. W. Hamilton Webber; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 20-26 Apr. [return season: 26 June - 2 July]   
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris.  
1921: Empire Theatre (Bris); 30 July - 5 Aug. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 10-16 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Mr Pinetree), Gladys Shaw (Mrs Pinetree), Mike Connors  
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    (Mr Senate), Queenie Paul (Mrs Senate), Keith Connelly (Mr Scudder), Dot Davis [aka Mrs Roy Rene] (Mrs  
    Scudder), with Gwen Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken  
    (bridesmaids and friends). 
1924: Fullers' Theatre (Syd); 11-17 Oct. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw; and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 25 Apr. - 1 May    
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
 - The  Argus reports that both  "the audience and the company joined in laughter at one of Mo's gags and the  
    revue was interrupted for three minutes until the principals had regained their composure" (27 Apr. 1925, 18). 
 
 FN: 10 June (1922), 11. 
 "Yes We Don't."  TT: 1 Nov. (1916), 50. 
 
 
THE REGISTRAR: [burlesque]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 27 Oct. - 2 Nov. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
A SURE THING:  [revusical]  Txt. Elton Black; Mus. [n/e] 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; c Oct. 
 - Dir. Elton Black; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Elton Black Revue Company. 
 - Cast incl. Elton Black, Florence Hartley, Tilton and West, Billy Maloney. 
 
 "Newtown Bridge Theatre."  TT: 1 Nov. (1916); 50-51. 
 
 
SEASIDE INCIDENTALS: [revusical]  Txt/Mus. [n/e] 
 This production, one of many staged by the Orange Dandies Company during the second half of 1916 is the 
only one actually referred to as a "revue," with the others having the term "burlesque" applied to them. 
1916: Cremorne Theatre (Bris); 3-9 Nov. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
THE FLIRTING WIDOW [aka THE WIDOW GAY]: [revusical]  Txt. Walter Johnston; Mus.  
 [n/e] 
 Possibly adapted by Walter Johnston from an American-musical comedy, but infused with local references and 
topicalities, songs etc, the first known production of A Flirting Widow in Australia was as the opening headline act for 
the Fuller's newly renovated Palace Theatre (Melb) - previously the National Amphitheatre. Described by the Age critic 
as being "descriptive of festivities in connection with college life," the revusical introduced a number of male and 
female students, with the latter attired in "gorgeous costumes." The same review notes, however, that the story extends 
beyond the ordinary bounds of school life. "Opening with a scene in a college dormitory, there are others descriptive of 
a railway station at San Francisco, on an "overland limited" to New York, and also onboard the Jollytania (A: 6 Nov. 
1916, 10). An advertisement in the Sydney Morning Herald describes the productions as "a hundred miles a minute 
farcical play" (6 Dec. 1919, 2). 
 Harry Burgess's company in 1919 included several original members of the Walter Johnson troupe, notably, 
Burgess himself, Lola Hunt and Ernest Lashbrooke. It is not yet clear why Harry Burgess's 1919 Brisbane season gave 
this production a revival (as The Widow Gay, 11 Oct.) so soon after it premiered as The Flirting Widow (13 Sept), and 
for that matter why the name was changed. The company still had another three productions still to be staged, which 
normally would have seen any revivals put on after their repertoire was exhausted.  
1916: Palace Theatre (Melb); 4-24 Nov. 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston's Musical Revue Company 
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 - Cast incl. Walter Johnston (Freddy), Lola Hunt (the flirting widow), Belle Millette (the mysterious woman),  
    Vera Kearns (a typical college girl), Lydia Carne (the caretaker's daughter), Ernest Lashbrooke (a college  
    boy), Harry Burgess (Buddy Brown, a college boy), Jack Kearns (Mike, the caretaker), Gus Franks  
    (Rosenbloom, a retired pawnbroker), Jack Jones (a chip off the old block). 
 - The Flirting Widow was one of three revusical being toured by Walter Johnston in 1916, the others being The  
    Flyaway Girl and The Kissing Maid. 
1917: Empire Theatre (Bris); 3-9 Feb.  [return season: 11-16 Mar.] 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
1919: Empire Theatre (Bris); 13-19 Sept. [return season as The Widow Gay, 11-17 Oct.] 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Dennis McFadden), Lola Hunt (the flirting widow), Ernest Lashbrooke, Gus Franks  
    (Jacob Rosenbloom), Les Warton, Fred Keely, Ivy Aldous, Thelma Duff, Florrie Horan, Annie Douglas,  
    Ralph Holland. 
 - Other productions staged by the company c1919 included The Gramophone Girls, College Girls, What Next?,  
    Something Doing, The Kissing Maid and Izzy from Honolulu. 
- NB: Prior to opening in Brisbane the company had played an engagement for the Fullers in Melbourne (BC:  
   26 July 1919, 12). 
1919: Fullers' Theatre (Syd); 6-12 Dec.  [return season: 14-20 Feb. 1920] 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Ernest Lashbrooke, Ernest Crawford, Gus Franks, Les Warton, Lola Hunt, Hilda  
    Cripps, Lydia Carne. 
 - Presented as the Fullers' Theatre season opener, this production marked the Harry Burgess company's first  
    appearance at the venue.  
 
 "Empire Theatre."  BC: 15 Sept. (1919), 9. 
 "Empire Theatre."  BC: 13 Oct. (1919), 9.      [rnib] 
 "New Theatre, A."  A: 4 Nov. (1916), 17. 
 "Palace Theatre" A: 6 Nov. (1916), 10. 
 
 
A DREAM OF COVENT GARDEN: [burlesque]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 24-30 Nov. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
THE KISSING MAID: [revusical]  Txt/Mus. [n/e] 
 Described by the Age as a revue, "The Kissing Maid tells the story of a maid who married a Hebrew more for 
his money than for love, but although married - or so the legend ran - she would not let him kiss her. She had, however, 
numerous other admirers, notably an American moving picture man. The husband's suspicions are aroused, and the 
scheme he adopts to inquire into affairs generally brings about a number of complicated situations between the various 
characters in the play, which are highly entertaining.  
 Songs incorporated into the 1916 production include "The Moving Picture Man" (sung by Walter Johnston), and 
"Orange Blossom Time in Loveland" (Lola Hunt).  The revusical ended with a satirical sketch titled "In the Keystone 
Movies." 
 The 1919 revival by Harry Burgess included several original members of the Walter Johnson troupe, notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. Prior to opening in Brisbane the company had played an engagement for 
the Fullers in Melbourne (BC: 26 July 1919, 12). 
1916: Palace Theatre (Melb); 25 Nov. 1 Dec. 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston's Musical Revue Company 
 - Cast incl. Gus Franks (Ikey Umsky), Walter Johnston (Swift, the moving picture man), Lola Hunt (Ikey's  
    wife, the "kissing maid"), Belle Millette, Vera Kearns, Lydia Carne, Ernest Lashbrooke, Harry Burgess, Jack  
    Kearns, Jack Jones. 
 - The Kissing Maid was one of three revusical being toured by Walter Johnston in 1916, the others being The  
    Flirting Widow and The Flyaway Girl. 
1917: Empire Theatre (Bris); 17-23 Feb. 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
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1919: Empire Theatre (Bris); 29-26 Sept. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Pomme de Terre), Lola Hunt (Mabel Boulevarde), Ernest Lashbrooke, Gus Franks,  
    Les Warton, Fred Keely, Ivy Aldous, Thelma Duff, Florrie Horan, Annie Douglas, Ralph Holland. 
 - Other productions staged by the company ca.1919 included The Gramophone Girls, College Girls, What  
   Next?, Something Doing, The Flirting Widow and Izzy from Honolulu. 
1920: Fullers' Theatre (Syd); 31 Jan. - 6 Feb.  
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Ernest Crawford, Ernest Lashbrooke, Gus Franks, Les Warton, Lola Hunt, Hilda  
    Cripps, Lydia Carne. 
 
 "Palace Theatre - The Kissing Maid."  A: 20 Nov. (1916), 9. 
 
 
IN TOKYO:  [revusical]  Txt. Elton Black; Mus. [n/e] 
In Tokyo is one of the earliest Oriental revusicals known to have been staged in Australia. The public's interest 
in these Eastern-flavoured scenas during the years 1916-1918 is evidenced by the fact that a large number were created 
and staged in Australia during those years. In Brisbane during 1917, for example, the Dandies company, staged "In 
China Town," at the Cremorne Theatre (c 14 Apr.); while John N. McCallum's Courtiers Costume Company had also 
presented "a fascinating Chines Scene" at the Cremorne in early September of the same year. A month later In 
Yokohama was staged at the Palace Gardens by the Walter George's Smart Set Company (12 Oct. 1917), who presented 
another Oriental scena on 11 January 1918 titled In Sunny Japan. The following year, 1918, saw further productions, 
including several unnamed productions in February (1-7) and March (8-14);along with In Fair Japan (20-26 Sept.); 
Asia Minor (11-17 Oct.) and My Little Chinee Girl In China (28 Nov. - 5 Dec.). 
[NB: It is not clear whether there is any relationship between In Tokyo and another Elton Black Oriental revusical Oh Yokohama (1916); nor 
is it known whether any of the revusicals referred to above are related to either of these. Delyse Ryan (2000) has suggested that with set pieces 
available from previous productions, it is likely that a deliberating factor in staging similar scenas at Brisbane's Cremorne Theatre, for example, was 
the reduction in costs through the re-use of these materials. Whether the narratives were the same is uncertain] 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Nov. 
 - Dir. Elton Black; Prod. Clay's Bridge Theatre Co; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Elton Black Revue Company. 
 - Cast incl. Elton Black, Bert Corrie, Doris Tindall, Joe Verne, Wal Rockley, Billy Maloney, The Three Starrs. 
 
 
OH YOKOHAMA:  [revusical]   Txt. Elton Black; Mus. [n/e]  
Along with In Tokyo, Oh Yokohama is one of the earliest Oriental revusicals known to have been staged in 
Australia. The public's interest in these Eastern-flavoured scenas during the years 1916-1918 is evidenced by the fact 
that a large number were created and staged in Australia during those years. In Brisbane during 1917, for example, the 
Dandies company, staged "In China Town," at the Cremorne Theatre (ca. 14 Apr.); while John N. McCallum's Courtiers 
Costume Company had also presented "a fascinating Chines Scene" at the Cremorne in early September of the same 
year. A month later In Yokohama was staged at the Palace Gardens by the Walter George's Smart Set Company (12 Oct.  
1917), who presented another Oriental scena on 11 January 1918 titled In Sunny Japan. The following year, 1918, saw 
further productions, including several unnamed productions in February (1-7) and March (8-14);along with In Fair 
Japan (20-26 Sept.); Asia Minor (11-17 Oct.) and My Little Chinee Girl In China (28 Nov. - 5 Dec.). 
[NB: It is not clear whether there is any relationship between Oh Yokohama and another Elton Black Oriental revusical In Tokyo (1916); 
nor is it known whether any of the revusicals referred to above are related to either of these. Delyse Ryan  (2000) has suggested that with set pieces 
available from previous productions, it is likely that a deliberating factor in staging similar scenas at Brisbane's Cremorne Theatre, for example, was 
the reduction in costs through the re-use of these materials. Whether the narratives were the same is uncertain] 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Nov/Dec.   
 - Dir. Elton Black; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Elton Black Revue Company. 
 - Cast incl. Elton Black, Bert Corrie, Doris Tindall, Joe Verne, Wal Rockley, Billy Maloney, The Three Starrs. 
 
 
THE FLYAWAY GIRL:  [revusical]  Txt/Mus. [n/e] 
 Also advertised as The Flyaway Girls (1917), this revusical was described by the Age as a "light musical 
comedy… full of novel situations." One of the features of the 1916 production was the introduction of musical 
absurdity called "The Railway Tangle." (A: 4 Dec. 1916, 9). The narrative concerns an old major who objects to his son 
marrying the daughter of a very lively widow and is therefore very anxious that the match should end. The services of 
an actress adventuress are engaged by the father in an attempt to fascinate the son. A black railway porter is also 
enlisted in the scheme. Complications follow which bring about unexpected results. Acrobatic comedians Key and Lee 
were utilised by Johnston to play railway porters in the 1916 Palace Theatre production. Other highlights of the 1916 
production were a Svengali burlesque and the ragtime dance crazes. 
 427 
 Harry Burgess's company in 1919 included several original members of Walter Johnson's 1916 troupe - notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. The company toured several of Johnson's productions from 1916, these 
being The Flirting Widow, The Flyaway Girls and The Kissing Maid. The Railway Tangle, and The Gramophone Girls, 
two of Johnson's 1917 productions, were also presented. Prior to opening in Brisbane the company had played an 
engagement for the Fullers in Melbourne (BC: 26 July 1919, 12). 
 [NB: It appears that the "Railway Tangle" absurdity was later made the setting of a revusical under that name. The two stories are quite 
similar but contain some possibly different characters and different situations. They have been therefore treated as separate productions] 
1916: Palace Theatre (Melb); 2 – ca. 15 Dec. 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston's Musical Revue Company 
 - Cast incl. Gus Franks, Walter Johnston, Lola Hunt, Belle Millette, Vera Kearns, Lydia Carne, Ernest  
    Lashbrooke, Harry Burgess, Jack Kearns, Jack Jones. 
 - Other revusicals being toured by Walter Johnston in 1916 included The Flirting Widow and The Kissing Maid. 
1917: Empire Theatre (Bris); 27 Jan. - 2 Feb.      [return season: 17-23 Mar.] 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
1919: Empire Theatre (Bris); 22-28 Nov. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Lola Hunt, Ernest Lashbrooke, Gus Franks, Les Warton, Fred Keely, Ivy Aldous,  
    Thelma Duff, Florrie Horan, Billy Mavis, Annie Douglas, Ralph Holland. 
 - This was the closing production for the Brisbane season. Other productions staged included College Girls,  
    What Next? and Something Doing. 
1919: Fullers' Theatre (Syd); 13-19 Dec.  
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Ernest Crawford, Ernest Lashbrooke, Gus Franks, Les Warton, Lola Hunt, Hilda  
    Cripps, Lydia Carne. 
 
"Palace Theatre - The Flyaway Girl." A: 14 Dec. 1916: 9. 
 
 
THE OPERATIC RESTAURANT:  [aka THE BURLESQUE  
RESTAURANT / THE MUSICAL RESTAURANT] [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this Orange Dandies production is more likely to have been 
staged in the revusical style.  
1916: Cremorne Theatre (Bris); 8-14 Dec.  
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
1917: Cremorne Theatre (Bris); 8-16 Mar.  [as The Musical Restaurant] 
 - Cast and production mostly as for previous Cremorne Theatre season. 
 - This production is believed to have been a return season revival under the alternative title. 
 - The troupe was then being called The Dandies Costume Comedy Company, however. 
 
 
THE TEA SHOP GIRL:  [revusical]  Txt/Mus. [n/e] 
 A one-off revusical staged by the Green Dandies Costume Comedy Company at the Olympia Theatre, Perth, 
during their December 1916 season. Although described as a musical comedy, The Tea Shop Girl was staged along with 
another half of vaudeville entertainment during the Green Dandies Costume Comedy Company season at the Olympia 
in Perth.  Its origins are unknown, but as with most other revusicals staged around this period much of the comic 
routines and improvisation were created by one or more members of the troupe. 
1916: Olympia Theatre (Perth); 16 Dec.  
 - Prod. Edward Branscombe. 
 - Troupe: Green Dandies Costume Comedy Company. 
 
 
THE BUNYIP; OR, THE ENCHANTMENT OF FAIRY PRINCESS 
WATTLEBLOSSOM:  [pantomime] Lib. Ella Airlie, with Nat Phillips; Mus. Ella Airlie and Dr Herbert de  
 Pinna; Lyr incl. Nat Phillips, Ella Airlie; Add Mus/Lyr incl. Vince Courtney, Fred Monument, Marsh Little 
#  Australian National Archives (2 manuscripts from original text - CRS A1336/1, Item 2057)  
#  Fryer Library - Nat Phillips Collection (UQFL9) Side script for Nat Phillips' Stiffy character.  
#  QPAM, n. yr.  [manuscript - 9 page segment of Nat Phillips part]  
#  National Library of Australia [holds scores to 21 songs included in The Bunyip at some stage] 
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 The Bunyip originally began as a sketch for five people written in 1908 by Ella Airlie, a young Ballarat-born 
actress/composer who also performed on the variety stage as a pianist and singer. Following a season at Perth's Melrose 
Theatre around March 1916, Airlie invited the Fullers to consider the work to as a revusical, but without a strong 
romantic angle it was deemed unsuitable. Sir Benjamin Fuller was nevertheless attracted to it's strong Australian flavour 
and later that year gave the go head for it to be re-worked by Airlie and director, Nat Phillips, as the company's first-
ever pantomime extravaganza. While no complete libretto for the 1916 Nat Phillips'-produced version of The Bunyip 
exists today, two earlier versions of the story by Ella Airlie are held in the Australian National Archives (CRS A1336/1, 
Item 2057). 
Comprising a cast over some 250 people, the story concerns the evil King of the Bush Gnomes cast a spell on 
Princess Wattleblossum, changing her into a fearsome bunyip. The spell is made with the provision that if anyone 
speaks a kind word to the now awful creature she will be restored to her original form for twenty-four hours. She 
eventually regains her true identity after various incidents, including an aboriginal corroboree. The evil King is killed in 
a raging bush fire just as the Princess is about to return to her hideous shape, and so she is able to remain in fairy form. 
The sixteen scenic depictions by the Fullers' head scenic artist, Rege Robbins, included "The Great Bush Fire," "The 
Big Corroboree," "The Palace of the Kangaroo," and "The Beautiful Jenolan Caves." 
Approached shortly before rehearsals began, English surgeon Herbert de Pinna was commissioned by Ben J. 
Fuller to write a number of songs, incidental music, and a ballet march. His contributions included: "Bunyip" (sung by 
Maisie Pollard), "Bill's Enlisted" and "'I Love You" (both performed by Queenie Paul), "Sonny Mine" (Maisie Pollard), 
and the arrangement of several melodies from other contributors into incidental and dance numbers. Other songs 
incorporated into the 1916-1917 productions included : "Kewpie Doll" (originally sung by Ella Airlie and later by Rosie 
Bowie); two Vince Courtney numbers - "My Chinee Girl" (sung by Courtney) and "The Corroboree Rag" (Peter 
Brooks); five songs by Marsh Little - "Nulla Nulla" (Nat Phillips), "Joan" (Caddie Franks), "For You" (Peter Brooks), 
"Mother Waratah" (Queenie Paul) and "Down in Australia" (Nellie Kolle and later Grace Quine); Fred Monument's 
"Wattle Blossom Time in Australia" (Nellie Kolle); "Grey Hair, Grey Eyes" (written by Nat Phillips and Bert Reid, and 
sung by Vince Courtney); and two songs by Ella Airlie - "Back to Kosciusko" (Nellie Kolle) and "Mean Old Moon" 
(Caddie Franks). The non-Australian songs included: "All I Want is a Cottage, Some Roses and You" (by Charles K. 
Harris), sung by Queenie Paul; and "Pierrot and Pirerette" (Lenox, Sterling and Edwards), sung by Pearl Ladd. The war-
time sentiment in some of the original songs were left out of the 1924 revival as were nearly three-quarters of the songs 
originally incorporated into the 1916 production. The new numbers included the debut of an American ballad "It Had 
To Be You" (by Gus Kahn and Isham Jones) and two Henry T Hayes numbers "Swinging Along to Henty" (performed 
by Peter Brooks) and "Safety First."  
 In an article published in Australian Variety quoting New Zealand's Evening Star, Ben J. Fuller indicates that 
his company intended to take The Bunyip to London in 1918. Of interest, too, is a report in the March 1918 issue of The 
Green Room (n. pag.), claiming that theatrical entrepreneur Kate Howarde had recently secured the NSW rights to the 
work. The pantomime even gained a level of notoriety in Brisbane after the Fullers placed an advertisement in the local 
paper for ballet girls to audition for forthcoming season, and requesting they send photographs of themselves in bathing 
suits. In deploring the advertisement Brisbane's Archbishop Duhig made it clear that he would refuse church sacraments 
to any girl who answered it. 
The Bunyip is historically significant in that the Fullers and Nat Phillips decided to abandon with tradition by 
casting the role of the dame (Mrs Wiggins) with a woman. Although Merritt, who played the role, gained much praise 
for her portrayal, some critics saw the experiment as "doubtful." The casting of Lottie Sargent in the 1924 revival led 
one critic to complain, too, that it "consigned the attractive actress to a [what is essentially a] dowdy [though comic] 
character" (SMH: 22 Dec. 1924, 5). Other critics have even put forward the argument that the pantomime in fact has no 
dame role, and that Mrs Wiggins is simply a three-time widow searching for a new husband. 
Descriptions of the production printed in newspaper reviews indicate that as an extravaganza, The Bunyip was 
vividly arresting. The Age records, for example: "The picturesque vista of white-stemmed gum trees and tree ferns with 
their delicate foliage and tattered bark is suddenly shrouded in a mist of smoke. The scent of burning gum leaves fills 
the theatre. Then red sheets of flames spring from the undergrowth and lap the glowing trunks, licking wickedly at the 
forest giants; and as the trees crash amid a shower of sparks to the ground, and then the red glow of the fire lights up the 
sky, the demon flees disconsolate, and Fairy Blossom regains her lost wand, and triumphs" (9 Apr. 1917, 7). Richard 
Stone notes, too, that such was the impact of this "theatrical conflagration" that the Fullers were forced to warn patrons 
that there was no danger to them while this scene was played out (n. pag.). The bush fire scene is known to have been 
staged throughout the eight year life of The Bunyip, although it is reasonable to suspect that some changes may have 
been forced upon it when it went on tour with the Stiffy and Mo company from around 1917/18. Some additional 
changes were brought to bear on the 1924/25 production, too. An English scene was introduced at the beginning - with 
most of the lead characters setting sail for Australia, while other scenes were re-ordered. 
 [NB: Stone erroneously claims that the Swaggie character originally played by Nellie Kolle was later played by a male, Peter Brooks 
(1918). As one of the leading male impersonators of the era Kolle would have almost certainly played the role as a man. The role in 1924 was also 
played by a female actor, Rene Barlee, and likely as a male character.] 
1916: Grand Opera House (Syd); 22 Dec. 1916 - 2 Mar. 1917 [94 pfms] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Reginald de Talworth; S Art. Rege Robins; Chor.  
    Rosie Bowie and Dot O'Dea. 
- Cast incl. Queenie Paul (Arthur), Pearl Ladd (Princess Wattle-Blossom), Daisy Merritt, (Mrs Wiggins),  
   Villiers Arnold (Chief Gnome), Vince Courtney (Ah Fat, the Chinese cook), Nellie Kolle (Swaggie), Nat  
   Phillips (Stiffy), Roy Rene (Mo Lazarus), Walter Jackson (Overseer), Belle Pollard (Overseers's Wife),  
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   Caddie Franks (Jack), Horace Mann (Squatter), Bellora (Iron Bark), Peter Brooks (Monty Moroncy), Olive  
   Pollard, Violet Trevenyon, Dan M. Dunbar, Ella Airlie, Maisie Pollard, Marvellous Manchurian Acrobats. 
1917: Princess' Theatre (Melb); 7 Apr. - 26 May   [8 week season] 
 - Cast and production mostly as for Sydney season. 
1917: Majestic Theatre (Adel); 2 June - 
 - Cast and production mostly as for previous Sydney season. Cast members involved in Adelaide production not  
    named in Sydney production incl. Maisie Pollard, Rosie Bowie, Frank, Lank and Alice [Frank Uren, W.  
    Thompson and Alice Johnston, aka Mrs Frank Uren]. 
1917: Fuller's Dominion circuit (New Zealand); ca. Nov - Dec. 
 - Cast and production mostly as for previous Adelaide season. 
1917: Bijou Theatre (Melb); 22 Dec. 1917 -  28 Jan. 1918 [return season] 
 - Cast and production mostly as for previous seasons (Grace Quine replaced Nellie Kolle as "Swaggie").  
   New specialty acts incl. Charlene and Charlene.  
1918: Empire Theatre (Bris); 30 Mar. - 12 Apr. [return season 12-18 Aug.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd 
- Cast incl. Belle Pollard (Princess Fairy Wattle Blossom), Dorothy Cope (Arthur), Dan Dunbar (Chief Gnome),  
   Daisy Merritt (Mrs Wiggins), Horace Mann (Squatter), Roy Rene (Mo), Nat Phillips (Stiffy), Vince Courtney  
   (Ah Fat), Caddy Franks, Rosie Bowie, Olive Thompson, Walter Jackson, Peter Brooks (Monty Moroncy),  
   Bellora, Frank, Lank and Alice [Frank Uren, W. Thompson and Alice Johnston, aka Mrs Frank Uren]. 
- Presented during the extended Stiffy and Mo season of revusicals at the Empire. 
1918: Victoria Theatre (Newcastle); 7 Sept. - 
 - Cast and production mostly as for previous Brisbane season. Incl. Cusko's Monkeys. 
1919: Grand Opera House (Syd); 5 Apr. - 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd 
 - Cast incl. Amy Rochelle (Arthur), Roy Rene, Nat Phillips. 
1924: Hippodrome (Syd); 20 Dec. 1924 - 26 Jan. 1925 
 - Dir. Nat Phillips; Prod. Fullers' Theatres  Ltd/Hugh J. Ward. 
 - Cast incl. Queenie Paul (Arthur), Rene Barlee (Swaggie), Lottie Sargent (Mrs Wiggins), Zoe Wenke (Fairy  
    Princess), Vince Courtney (Ah Fat), Dave Loffmann (Chief Gnome), Nat Phillips (Stiffy), Roy Rene (Mo), 
    Mike Connors, Peter Brooks, Dan M. Dunbar, Jack Phillips (Towser, the dame's dog), Rene Albert, Ivy Towe  
    (dancer), Jackie Clarke, Keith Connolly, Horrie Howard. 
 
"Australian Pantomime - The Bunyip."  TT: Oct. (1916), 17. 
"Bunyip at the Bijou, The." ARG: 24 Dec. (1917), 6. 
"Bijou Theatre - Bunyip Pantomime."  A: 24 Dec. (1917), 6. 
"Bijou Theatre - The Bunyip."  TBT: 27 Dec. (1917), 27. 
"Bunyip, The."  SMH: 23 Dec. (1916), 12. 
 "Bunyip, The."  TT: Jan. (1917), 22. 
 "Bunyip, The."  BC: 12 Aug. (1918), 4. 
 "Bunyip, The."  SMH: 22 Dec. (1924), 5. 
"Bunyip, The."  GR: 1 Feb. (1925), 37. 
"Bunyip, The."  CTTA: (1997), 114.  
"Bunyip Pantomime, The."  BC: 1 Apr. (1918), 8. 
"New Opera House - Bunyip Panto."  AV: 3 Jan. (1917), n. pag. 
Norman, Charles.  When Vaudeville was King.  (1984), 288-90. 
"Princess Theatre - "The Bunyip."  A: 9 Apr. (1917), 7. 
"Princess Theatre - "The Bunyip."  ARG: 9 Apr. (1917), 6. 
Stone, Richard. "'Like a Hippo and Something Else': An All-Australian Bunyip Pantomime."  NLA N: Aug. (2002): Article 4. 
 
 
IN THE COURT OF FATHER XMAS:  [pantomime]  Lib. Arthur Morley; Mus. [n/e]  
 Reviews of the production make special mention the opening, which saw the curtain rise, exposing a giant 
Christmas cake in the middle of the stage. After being cut by the Queen (Amy Rochelle), Baby Alice Morley came out 
as Kewpie, heralding the start of the story. The finale of the production was titled the "Allie's Parade."  
 The musical element is believed to have comprised of songs (including dances) from original Australian 
sources, in addition to songs of international origin. 
1916: Bridge Theatre (Newtown, Syd); 23-31 Dec.  
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alex Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Arthur Morley, Alf "Redhead" Wilson, Eileen Fleury, Ted Stanley, Amy Rochelle, Will Rollow,  
    Eileen and Bessie Phillips, Lulu Eugene, Harry Clay, Bert and Evelyn Dudley, Unity Four, James Caldwell. 
1917: Harry Clay's Sydney South-West and suburban circuit; ca. Jan.  
 - Cast and production mostly as for previous Bridge Theatre season. 
 - The company is reported to have been on the South-West circuit as of 3 Jan. 
 
 AV: 3 Jan. (1917), n. pag.      [rnib] 
 Kitching, Harry.  "Harry Clay's Bridge Theatre." AV: 29 Dec. (1916), n. pag. 
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THE MATINEE GIRL:  [revusical]  Txt. Les Bates; Mus. [n/e] 
 Possibly co-authored by Les Bates with Les Warton and Con Moreni and other members of the troupe. 
1916: Melrose Theatre (Perth); 23 Dec. - 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd. 
 - Troupe: Follies of Pleasure Company. 
 - Cast incl. Les Bates, Con Moreni, Ted Tutty, Muriel Esbank. 
1917: Princess Theatre (Syd); 9-15 June 
 - Dir. Les Warton and Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Les Warton-Con Moreni Revue Co (previously The Follies of Pleasure). 
 - Cast incl. Les Warton, Con Moreni, Les Bates, Lallie Brooke, Madge Moore, Arthur Elliott. 
 
 
ON A BUS:  [aka A LONDON BUS] [revusical]  Txt/Mus. [n/e] 
 Although advertised as a burlesque, this production is more likely to have been staged in the revusical style.  
1916: Cremorne Theatre (Bris); 28 Dec. 1916 - 3 Jan. 1917. 
 - Dir. Walter George; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Orange Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
1917: Cremorne Theatre (Bris); 30 Mar. - 5 Apr.   [as A London Bus] 
 - Cast and production mostly as for previous Cremorne Theatre season. 
 - The troupe was then being called The Dandies Costume Comedy Company, however. 
 - This production is believed to have been a return season revival under the alternative title. 
 
 
PICKING 'EM OUT:  [revusical]   Txt. Arthur Morley; Mus. [n/e]  
 "Pickin' 'Em Out was presented [at Harry Clay's Bridge Theatre] and suffice to say that it was from the pen of 
Arthur Morley, and an undoubted success with its good comedy, bright numbers and novel ideas" (AV: 13 Dec. 1916, 
n. pag.). 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Dec.  
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Will Raynor, Hanley and Dale, Merlyn and Arch, Arthur Elliott, Little Verlie, Wee Darrell,  
    Courtney Ford, Ivy Davis. 
 
 Kitching, Harry. "Harry Clay's Bridge Theatre." AV: 13 Dec. (1916), n. pag. 
 
 
TICKETS PLEASE:  [revusical]   Txt. Arthur Morley and Joe Valli; Mus. [n/e]  
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Dec.  
- Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Joe Valli Revue Company. 
 - Cast incl. Bates and Wade. 
 
 
FUN ON A RANCH: [revusical]  Txt. Art Slavin; Mus. [n/e]  
Also known as On the Farm, this was one of a number revusicals staged in Australia over the next decade or so 
to be presented in a country farm/outback station setting. Others include: On the Farm (Paul Stanhope, 1915); Arthur 
Morley's On the Land (1916), Fooling the Farmer (Clay circuit, 1917), and Billy Cass's Fun on the Farm (1926). 
[NB: It is also not clear whether a relationship exists between any of the above revusicals and a minstrel farce staged in 1897 under the title 
Fun on a Farm (produced by Harry Rickards at the Melbourne Opera House from 17 July)] 
1916: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Dec.  
 -  Dir. Art Slavin;  Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Art Slavin, Lily Thompson, Iris Taylor, Will Cass, Ivy Bowmont [aka Ivy Cass]. 
 
 
* A KISS IN THE DARK:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 The first known performance of this revusical, which was very likely staged on the Clay circuit in 1916, has not 
yet been established. A par in the 4 October 1916 edition of Australian Variety ("Clay's Budget") sees Arthur Morley 
warning pirates that the following revues and burlesques were his property: A Kiss in the Dark, On the Sands, Not a 
Word to the Wife, Who's the Liar, On Deck, In Old Kentucky and Saints and Sinners.  
 [NB: It is not known what relationship (if any) this revusical has with a minstrel farce of the same name, first known to have been staged on 
2 April 1898 at the Ye Olde Englysh Fayre (Fremantle WA)] 
1916: Harry Clay's Sydney suburban and possibly South-West NSW circuits; [no details] 
1918: Princess Theatre (Syd); 2-8 Feb. 
 - Dir. Arthur Morley; Prod. Harry Sadler (for Fullers Theatres Ltd). 
 - Cast incl. Arthur Morley, Phyllis Faye, Ruby Esdaile, Harry Little, The Baby Dolls, Jack Kearns, Elsie Bates.  
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* WHO'S THE LIAR:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 The first known performance of this revusical, which was very likely staged on the Clay circuit in 1916, has not 
yet been established. A par in the 4 October 1916 edition of Australian Variety ("Clay's Budget") sees Arthur Morley 
warning pirates that the following revues and burlesques were his property: A Kiss in the Dark, On the Sands, Not a 
Word to the Wife, Who's the Liar, On Deck, In Old Kentucky and Saints and Sinners. 
 It is not known what relationship (if any) this revusical has with a similarly titled Arthur Morley revusical, 
Who's the Boss (first known to have been staged on the Clay circuit in February 1917). 
1916: Harry Clay's Sydney suburban and possibly South-West NSW circuits; [no details] 
 
 
* SAINTS AND SINNERS:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 The first known performance of this revusical, which was very likely staged on the Clay circuit in 1916, has not 
yet been established. A par in the 4 October 1916 edition of Australian Variety ("Clay's Budget") sees Arthur Morley 
warning pirates that the following revues and burlesques were his property: A Kiss in the Dark, On the Sands, Not a 
Word to the Wife, Who's the Liar, On Deck, In Old Kentucky and Saints and Sinners. 
1916: Harry Clay's Sydney suburban and possibly South-West NSW circuits; [no details] 
 
 
* WHERE THE COOLIBAH GROWS:  [play with music] Txt. Walter W. Perroux; Mus. [n/e] 
It is not certain whether this production received its premiere in early 1916 or late 1915, with the only clue to 
the work's existence found to date being the reproduction of a "recent" review published in the Bowen Independent 
(Theatre Feb. 1916, 22). The author of the play, Walter W. Perroux was apparently a local writer in the Bowen (Qld) 
district, having had several plays staged by the town's amateur theatre company.  
The play is set on the Balonne River near the Queensland town of St George, with the characters being typical 
men and women of the land.  The main focus is on the dairy farming Dalton family. Grumpy old Dick Dalton, the 
patriarch, pretends to suffer from rheumatism in order to shirk his share of the work on the farm. His long-suffering 
wife does most of the work around the place, in part because of her malingering husband but also because of her 
thoughtless sons. When one son, Jim, is to bring home his new bride Dick is beside himself, as he has learned that she 
was also raised on a dairy farm and can milk as many as thirty cows before breakfast.  The daughter-in-law's arrival 
coincides with  the threat of a flood, however. This is something she has endured previously, and which not only 
destroyed the family home but also brought about the death of her father. The comedy is sustained throughout the 
preparations of the Dalton family as they seek higher ground. In the end, however, the family's worries are unfounded 
as their property is situated above the rising waters. 
Although a comedy, Perroux allowed a vein of pathos to emerge throughout the story, notably in the characters 
of the women. The musical content saw "old bush songs, dear to the last generation, [being] introduced into the play. 
ca. 1916:   Bowen (Qld), Bowen Amateurs; 
 
 "Bush Playwright - Produces with Amateurs."   TT: Feb. (1916), 22. 
 
 
* YOUNG ENGLAND:  [operetta]  Lib. Basil Hood; Mus. George Clutsam and Hubert Bath 
 Australian-born composer George Clutsam raised his standing within British light opera circles when this 
collaboration with composer Hubert Bath and librettist Basil Hood premiered in 1916. The story concerns the patriotism 
and love, of spirit and adventure, of several famous names associated with England during the reign of Elizabeth I.  
 An extensive selection of songs from the production appeared on gramophone records at the time, with the 
better known songs being: "Sweethearts and Wives," arguably the opera's biggest success, "I Love a Man" (Betty) and 
"The April of My Heart" (George). The Age critic, writing of the 1928 Melbourne production, says in relation to the 
music: "Extremely bright and skilfully designed, [it] has been composed… [by] two musicians who [know] how to be 
intelligible without being weak" (11).  
 [NB: The first Australian production of Young England identified to date was the 1928 Melbourne season at the Playhouse. It is possible, 
however, that the operetta was staged elsewhere (perhaps Sydney) prior to this. The Playhouse Theatre production was also one of the earliest works 
presented by the newly formed Metropolitan Opera Society, led by George English.] 
1916: London (England); no details. 
1928: Playhouse Theatre (Melb); 29 Nov. - 1 Dec. 
 - Dir/Prod. George English. 
 - Company: Metropolitan Opera Society. 
 - Cast incl. Veronica Cox (Betty Sydenham), Arnold Ashworth (Francis Drake), Evelyn Ringwood (Maid), Elsa  
    Hocking (Maid at the Inn), Marion Daniels (Queen Elizabeth), George Bryer (William Courtenay), Edward  
    Jones (John Oxenham), G. T. Horan (Sir George Sydenham), Frank Armstrong (Beadle), T. Reilly (John  
    Doughty), Jack Stewart (Tom Moon), Frank McDonald (Sam Best), Miriam Redwood (Harry Sydenham). 
- First ever production in Melbourne. 
 
"Light Opera - Young England."   A: 30 Nov. (1928), 11. 
"Young England."  A: 3 Dec. (1928), 15. 
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1917 
 
 A season of revues presented by George Storey and Dulcie Milner for the Fullers in January were described by 
the Theatre as "very thin and tame." X-Ray, the editor of the magazine's "Month in Vaudeville" section, suggested to 
the pair that "if they are wise [they] will in the future confine themselves to the excellent ten-minutes' vaudeville turns 
they have so fully demonstrated they are capable of giving" (Feb. 1917, 31). The origins of the Storey/Milner revues 
have not yet been established.   
 John N. McCallum's Courtiers Company presented the sketch A Potted Version of Shakespeare's Plays in Song 
at the Cremorne Theatre (Bris) during the week 19-25 Oct. The cast included Australian sketch artists George Edwards 
and Rosie Parkes. Edwards later became a well-known writer and producer of revusicals.  
 Harry Clay's South-West NSW tour circuit during 1917 is believed to have taken around 12 days to complete. It 
appears that each company would open a new revusical at the Bridge Theatre, play out the week there and then go on 
the regional circuit. Upon its return the company would then tour the suburban circuit. Although both circuit itineraries 
sometimes changed during the year (i.e. different venues, towns or length of stay), these changes were mostly minor 
realignments. The South-West circuit during 1917 included at various times: Goulburn (Majestic Theatre), Albury, 
Cowra, Bathurst, Lithgow, Wagga Wagga, Grenville, Harden, Young, Junee, Katoomba, Cootamundra, Yass and 
Wyalong.  The Sydney suburban circuit incl. (along with the Bridge Theatre, Newtown) Nth Sydney (Coliseum 
Theatre), Rockdale, Mascot (Thornton's Roseberry Theatre), Surrey Hills (Crown Star Theatre), Mosman Town Hall, 
Parramatta, Ashfield Town Hall, Bondi Junction (Coronation Theatre), Coogee and Manly (Eden Gardens from 6 Oct.)° 
 
__________ 
 
 
THE COUNT OF BRAZIL:  [revusical]  Txt/Mus. [n/e]   
 Possibly written by Joe Rox, with original production likely to have included contributions from veteran comic, 
Wal Rockley. The 1917 Bridge Theatre season also includes such songs as "Good Bye, I'm Through" (sung by Doris 
Tindall and Stan Tilton), "Bob Out and Bob Under" (Bert Raye) and "In These Hard Times" (Ed West). 
1917: Bridge Theatre (Newtown, Syd); c 6-12 Jan.   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Doris Tindall, Olga Scarffe, Stan Tilton, Ed West, Bert Ray, Rose Brennan, Dorothy Drew, Madge  
   Loyala, Wal Rockley, Joe Rox. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan. 
 - Cast and production mostly as for previous Bridge Theatre season. 
- South-West touring company returns to Sydney on 18 Jan. 
1917: Harry Clay's NSW/Qld regional tour; Apr. - July 
 - Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. James Caldwell, Ivy Darrell, Bert Desmond, Mattie Jansen, Max Martin, Ida Merton, Eileen and  
    Bessie Phillips, Art Slavin, Lily Thompson, Alf "Redhead" Wilson. 
 
TT: Feb. (1917), 31.   [rnib] 
 
 
DOCKUM STREET, WOOLOOMOOLOO:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 There is an element of confusion over the authorship of this revusical as the first known production (1917) 
involved two men who were by then in the process of becoming senior writer/producers for Harry Clay - Art Slavin and 
George Pagden. A review of the Harry Sadler/Princess theatre season in the February 1918 issue of the Theatre 
indicates, however, that Dockum Street, Woolloomooloo was an Arthur Morley revue (46). In this respect it's possible 
that Morley wrote the revusical for the Clay management without taking part in its first season.  
 Harry Little's portrayal of a "tough of that district was to a tick," writes X-Ray in the February issue of the 
Theatre. "She wouldn't give me a deener," he grunts in one of his complaining moments respecting his wife; and she 
had a days washing yesterday." Elsie Bates and Phyllis Faye in the same production played the companion characters 
Mrs Boko and Mrs Blister, two "lairy, shriekingly-funny creations." One of Jack Kearns amusing lines, according to the 
Theatre was "don't you call me a loafer or I'll have you up on definition of character" (46). 
1917: Bridge Theatre (Newtown, Syd); 20-26 Jan. 
 - Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl.  Ida Merton, Bert Desmond, Lilly Thompson, Art Slavin, Mattie Thompson, George Pagden, the  
   Unity Four. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Jan/Feb. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
____________________________ 
 
° See Clay Djubal. "Harry Clay and Clay's Vaudeville Company, 1865-1930," Appendix D, for further details. 
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1917: Harry Clay's NSW/Qld regional tour; Apr. - July 
 - Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin. 
 - Troupe: Harry Clay's No 1 Musical Revue and Vaudeville Company. 
 - Cast incl. James Caldwell, Amy Rochelle, Ivy Darrell, Bert Desmond, Mattie Jansen, Max Martin, Ida  
    Merton, Eileen and Bessie Phillips, Art Slavin, Lily Thompson, Alf "Redhead" Wilson. 
1918: Princess Theatre (Syd); 12-18 Jan. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd. 
 - Cast incl. Jack Kearns (Boko, the "king" of Dockum St), Arthur Morley, Elsie Bates (Mrs Boko), Phyllis Faye  
   (Mrs Blister), Harry Little (Loo-ite Blister), Harry Cash, Grace Rooney, Cel Delwyn, Annie Tye. 
 
 X-Ray. "Month in Vaudeville" TT: Feb. (1918), 46. 
 
 
WHO'S THE BOSS?:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Australian Variety records that although the Bridge Theatre season had audiences packed to the doors, and 
invited "encouraging applause," for the performers, taken on the whole the revusical was "rather weak and on the empty 
side."  Variety's editor, Harry Kitching, proposed that the flow was being broken up - there being "too much talk before 
getting to business" and thus "more musical numbers could be introduced to knock it into shape" (7 Feb. 1917, n. pag.).  
1917: Bridge Theatre (Newtown, Syd); 3-9 Feb. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Ted Sutton, Olive Stephens, Arthur Baron, Eloise Taylor, Harry Carlton, Daisy Sylvester, Winnie  
    Shaw, Winnie Trevail, Sybil Shaw. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb.    
 - Cast and production mostly as for previous Bridge Theatre season. 
 
Kitching, Harry.  "Harry Clay's Bridge Theatre." AV: 7 Feb. (1917), n. pag.     [rnib] 
 
 
A RAILWAY TANGLE: [revusical]  Txt. Walter Johnson; Mus. [n/e] 
 There are quite a number of similarities between this revusical has with another Walter Johnston production, 
The Flyaway Girl (1916). In the earlier revusical advertising implies that one of the scenes incorporated into the 
narrative was "The Railway Tangle." This is confirmed in a review of the Palace Theatre season which indicates that the 
story introduced "The Railway Tangle" musical absurdity, along with a black railway porter, Sam (A: 4 Dec. 1916, 9). 
The Brisbane Courier review of 1919 indicates that the plot of A Railway Tangle similarly centred around "a young 
couple [who] decide to elope but have a quarrel at the railway station" (4). They are followed by their irate parents and 
amusing complications ensue. It is believed, however, that the later earlier work was set in a number of locations, while 
the action of latter revusical is largely carried out at the station. As with The Flyaway Girl, the father of the young man 
hires an actress to make love to his son, with the idea being that he will be weened off his young love. As the Brisbane 
Courier critic notes, this "proves to be a dangerous plan for their love-making becomes so catching that things get into a 
delightful tangle. The information bureau at the station is run by Harry Burgess's character, the irrepressible, Sam. 
Much of the fun centres on his attempts to cater to passengers, porters, love-lorn ladies and gallant swains (4). 
 One of the songs known to have been incorporated into the 1919 Fullers Theatre (Syd) production was "Ireland 
Will Welcome Her Own" (sung by Les Warton). 
 Harry Burgess' company, which staged the revusical in 1919 and 1920, included several original members of 
Walter Johnson's 1916/17 troupe - notably, Burgess, Lola Hunt and Ernest Lashbrooke. The company toured at least 
two of Johnson's productions from 1916/17, these being The Flirting Widow and The Kissing Maid. The Gramophone 
Girls, one of Johnson's 1917 productions, was also presented. Prior to opening in Brisbane the company had played an 
engagement for the Fullers in Melbourne (BC: 26 July 1919, 12). 
1917: Empire Theatre (Bris); 10-16 Feb. 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
 - Cast incl. Jack "Porky" Kearns, Gus Franks. 
1917: His Majesty's Theatre (Wellington, NZ); ca. June-July 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnson Revue Company. 
 - Cast incl. Jack "Porky" Kearns, Gus Franks. 
1919: Empire Theatre (Bris); 1-7 Nov. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Sam), Lola Hunt, Ernest Lashbrooke (Mayor Buddington), Gus Franks (Izzy Gote),  
   Les Warton, Fred Keely, Ivy Aldous, Thelma Duff, Linda Dale, Florrie Horan (Sausage Lady), Billy Mavis,  
   Annie Douglas, Ralph Holland. 
 - Other productions included: College Girls, What Next and Something Doing. 
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1919: Fullers' Theatre (Syd); 13-19 Dec. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revue Company. 
- Cast incl. Harry Burgess (Sam, the negro in charge of the information bureau), Annie Douglas, Gus Franks  
   (Izzy Gote), Les Warton (an Irish Porter), Flo Horan (Sausage Lady), Lola Hunt, Ernest Crawford, Lydia  
   Carne, Ernest Lashbrooke (Mayor Buddington), Hilda Cripps (Peggy Pride). 
 
 "Empire Theatre, The."  BC: 3 Nov. (1919), 4. 
 "Fuller's Theatre."  SMH: 15 Dec. (1919), 4. 
 
 
THE MUSICAL COMEDY GIRL:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Harry Kitching writes: "Ted Stanley in 'straight' make-up scored a big hit [during the Bridge Theatre season] 
and soon had the audience with him, but has to work far too hard.  'Tis a pity better parts could not have been allotted 
the other men of the company. They have the talent, so why not use them?" (AV: 21 Feb. 1917, n. pag.). 
 [NB: It is not clear if there is any relationship between this revusical and another production with the same title, staged by the Follies 
company at the Palace Gardens (Bris) in October 1919. Two of the original performers in Arthur Morley's production, Bert and Evelyn Dudley, are 
known to have been engaged for the Brisbane Follies company in late October 1919, but it is yet unclear as to when they began this contract. 
Although it is therefore possible that the Follies version was adapted from the Morley original, the two productions have been treated as separate. See 
1919 file for details] 
1917: Bridge Theatre (Newtown, Syd); 17-23 Feb. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Arthur Morley, Lulu Eugene, Amy Rochelle, Bert and Evelyn Dudley, James Caldwell, Eileen and  
    Bessie Phillips. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb/Mar.  
 - Cast and production mostly as for previous Bridge Theatre season. 
1918: Bridge Theatre (Newtown, Syd); 7-13 Sept. 
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, Amy Rochelle, Marshall Crosby, Ern Crawford, James Caldwell, Les Coney. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Sept. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 Kitching, Harry.  AV: 21 Feb. 1917, n. pag.      [rnib] 
 ---   AV: 13 Sept. (1918), 18.      [rnib] 
 
 
A MOTOR CAR BURLESQUE:   [revusical]  Txt/Mus. [n/e] 
Although described in advertising as a burlesque, this Dandies Costume Comedy Company production is more 
likely to have been staged in the revusical style.  
1917: Cremorne Theatre (Bris); 23 Feb. - 1 Mar. 
 - Dir. Walter George; Prod. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Dandies Costume Comedy Company. 
 - Cast incl.  Walter George, Georgie Martin, Arthur Riscoe, Harry de Robeck. 
 
 
THE MANLESS ISLE: [revusical]  Txt. Walter Johnson; Mus. [n/e] 
Harry Burgess's company around 1919/20 included several original members of Walter Johnson's 1916/17 
troupe - notably, Burgess, Lola Hunt and Ernest Lashbrooke. The company toured at least two of Johnson's productions 
from 1916, these being The Flirting Widow and The Kissing Maid. The Railway Tangle, one of Johnson's 1917 
productions, was also presented. 
1917: Empire Theatre (Bris); 24 Feb. - 2 Mar. 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
1920: Fullers' Theatre (Syd); 10-16 Jan.  
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Gus Franks, Les Warton, Ernest Crawford, Ernest Lashbrooke, Lola Hunt, Hilda  
    Cripps, Lydia Carne. 
 
 
ATTENTION, WOW! WOW!:  [revusical]  Txt/Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb/Mar. 
 - Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 
 AV: 21 Feb. (1917), n. pag.     [rnib] 
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WHY DON'T YOU MARRY THE GIRL?:  [revusical]  Txt/Mus. [n/e]  
Two of the most popular songs from this show included "The Dago Song," and "I Want to Be There," sung on 
the Queensland tour by Bert Dudley and Ida Merton respectively. 
 [NB: It is not clear whether there is a connection between this revusical and a song of the same name, published by W.H. Glen and Co in 
their 1898 Musical Cabinet No 22 - Christmas Number. The Age advertisement indicates No 32? See SMH: 24 Dec. 1898, 2 or A: 10 Dec. 1898, 12] 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb/Mar. 
 - Dir. Joe Rox; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Stan Tilton, Ed West, Doris Tindall, Joe Rox, Wal Rockley, Ruby Wallace, the Two Cliffs. 
1917: Harry Clay's NSW/Qld regional tour; Apr. - July 
 - Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. James Caldwell, Ivy Darrell, Bert Desmond (the Waiter), Mattie Jansen, Max Martin (the Uncle),  
    Ida Merton, Eileen and Bessie Phillips, Art Slavin, Lily Thompson, Redhead Wilson. 
 
"Clay's Entertainers." TC: 2 July (1917), 7. 
 
 
THE GRAMOPHONE GIRLS: [revusical]  Txt. Walter Johnson; Mus. [n/e] 
 Set in a gramophone parlour, with the head saleslady being Polly Snow. Harry Burgess's company around 
1919/20 included several original members of Walter Johnson's 1916/17 troupe - notably Lola Hunt and Ernest 
Lashbrooke. The company toured at least two of Johnson's productions from 1916, these being The Flirting Widow and 
The Kissing Maid. The Railway Tangle, one of Johnson's 1917 productions, was also presented.  
1917: Empire Theatre (Bris); 3-9 Mar. 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Walter Johnson's Musical Revue Company. 
1919: Empire Theatre (Bris); 27 Sept. - 3 Oct. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Sherlock Brown), Lola Hunt (Lady Clyde), Linda Dale (Polly Snow), Ernest  
   Lashbrooke, Gus Franks (Izzy Cohen), Les Warton (Mike Sweeny), Fred Keely, Ivy Aldous, Thelma Duff,  
   Florrie Horan, Billy Mavis, Annie Douglas, Ralph Holland. 
- Prior to opening in Brisbane the company had played an engagement for the Fullers in Melbourne (BC: 26  
   July 1919, 12). 
1920: Fullers' Theatre (Syd); 3-9 Jan.  
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Gus Franks, Les Warton (Mike Sweeney), Billy Maloney, Ernest Crawford, Ernest  
    Lashbrooke, Lola Hunt, Hilda Cripps, Lydia Carne. 
 
 "Empire Theatre."  BC: 6 Oct. (1919), 8.      [rnib] 
 
 
THE RAGTIME TRAIN:  [revusical]  Txt. Joe Rox; Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 13 Mar. - 6 Apr. 
 - Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel.  
 - Cast incl. Joe Rox, Clyde Cameron, Billy Watson, Alma Mayo, the Four Pansies, Valma Reine, Ted Tutty,  
    Ida Merton. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr.  
 - Cast and production mostly as for previous Bridge Theatre season. 
1918: Princess Theatre (Syd); 13-19 Apr. 
 - Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole. 
 - Troupe: Joe Rox Revue Company. 
 - Cast incl. Joe Rox, Billy Watson, Molly Ambrose, Ida Merton, Clyde Cameron, Alec Davidson, Madge  
    Loyola.  
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr. 
 - Cast and production mostly as for previous Princess Theatre season. 
 
 Kitching, Harry.  AV: 26 Apr. (1918), n. pag.      [rnib] 
  
 
CASEY'S ASHES:   [revusical]  Txt. Art Slavin; Mus. [n/e]  
 Arguably the most popular of Slavin's revusicals, the story concerns the widow Mrs Casey and her two 
daughters, Mary (whose hand in marriage is sought by Percy) and Norah (desired by Dr O'Bungun). Percy Verisopht, 
has asked Mrs Casey for permission to marry her daughter. Mrs Casey mistakenly thinks he wants to buy their pony, 
and much hilarity is said to have occurred when she called forth her daughter and the pony, Molly. Meanwhile, Doolan 
and Count de Fuse propose to Mrs Casey at the same time, leading them to quarrel. The widow faints and her late 
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husband's ashes are thrown out the window during the ensuing fight. This leads to a duel, first with rapiers and then 
with pistols. Doolan fires through the legs of the Count, missing him but hitting Dr O'Bungun who is stooping over his 
surgical case. 
1917: Princess Theatre (Syd); 31 Mar. - 6 Apr. 
 - Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Crotty, Alec Davidson, Ida Jarvis, George Sorlie, Lily Thompson, Art Slavin, Lala Brooke,  
    Will Carlyon, Black and White Duo. 
1918: Harry Clay's NSW/Qld regional tour; May  ca. July/Aug.   
 - B Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin; M Dir. Mary Chesney. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. Lily Thompson (Mrs Casey), Lalla Brooke (Mary), Ida Jarvis (Norah) Clyde Cameron (Percy),  
    George Crotty (Count de Fuse), the Four Kings, Wal Rockley (Dr O'Bungun), Art Slavin. 
- Musician: Mary Chesney (piano). 
1919: Bridge Theatre (Newtown, Syd); 15-21 Mar. 
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec. Stagpoole; S Mngr. Ted Gabriel. 
- Troupe: Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson, Ida Jarvis, Wal Rockley, Maurice Chenoweth, Grace Quine, Little  
   Willie, Ernest Lauri, George Crotty. 
1919: Harry Clay's Sydney suburban and south-west NSW circuit; ca. May 
 - Cast and production mostly as for previous Bridge Theatre season. 
1924: Princess Theatre (Syd); ca. Nov/Dec. 
 - Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd. 
  
“Harry Clay’s Company.” TC: 20 May (1918), 6. 
 
 
SAFETY FIRST: [revusical]  Txt. Paul Stanhope; Mus. [n/e]  
 The Theatre records: "Paul Stanhope returned to Australia in March from a run to America. Altogether he was 
away seven months. At the end of March he re-appeared at the National (Sydney) at the head of a revue Safety First, the 
production filling the second part of the bill for a fortnight… as in all his previous revues Mr Stanhope retains in Safety 
First the character of Spike Murphy" (May 1917, 43).  
 Although little is known of the narrative of the revusical, it appears to have been set aboard a ship, with George 
McCall playing a ships officer. The Brisbane Truth's only description of the Empire Theatre's May 1917 season 
indicates that the company had "introduced… [a] screamingly funny [show] full of funny movement from start to 
finish" (8). One of the more popular lines in the production, and which never failed to get a loud hand from the back of 
the house, was Stanhope's toast: 
 
Here's to the heavens above - 
May they send down a dove 
With wings as sharp as razors 
To cut the throat of everyman 
Who'd lower the labourer's wages 
        (TT: May 1917, 43) 
 
 [NB: The company playing the National Theatre in early to mid 1917 involved four artists who Paul Stanhope claimed were the original 
Grafters Quartet, these being Gerald Cashman, Teddy Long, Cliff Toon and George McCall. The quartet was part of the American Burlesque 
Company which toured Australia between 1913 and 1914. The company also included Bert La Blanc and Harry Burgess. Canadian-born variety artist 
and 1920s Australian revusical producer, Harry Ross (see also Keating and Ross) was later a Grafter's Quartet member] 
1917: National Theatre (Syd); ca. Mar/Apr 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Paul Stanhope Revue Company. 
 - Cast incl. Paul Stanhope (Spike Murphy), Val Newman, Lottie Newman, Will Raynor, Helen Le Cain, Phyllis  
   Faye, George McCall, Edna McCall, Gerald Cashman, Teddy Long, Cliff Toon, Gus Lugan. 
-  Ballet: Mabel Hallet, Cerice Caselli, Polly McLaren, Eileen Maloney, Gwen Maloney, Rose Brennan, Avis  
   Porter, Thea Shirley. 
1917: Empire Theatre (Bris); 19-25 May 
- Dir. Paul Stanhope; Prod. Fullers' Theatres td; Prop. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope. 
1919: Empire Theatre (Bris); 26 Apr. - 2 May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson (Bill Slivers), Ernest Pitcher, Bert Morrison, Cliff O'Keefe, Helen  
    Le Cain, Peal Livingstone (Grace Miller/Wahini), Maud Miles.  
 - The Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon,  
    Elsie Baron and Gwen Moloney). 
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 - The Grafters Quartet (H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe). 
 - Other productions staged during the Brisbane season included: Roley Poley, Zig Zag, Fine! Fine! Fine!,  
    Pick-a-Dilly and See-Saw. 
 
 "Empire, The."  TBRS: 20 May (1917), 8.        [rnib] 
 "Empire, The." BC: 28 Apr. (1919), 5.       [rnib] 
 X-Ray. "Month in Vaudeville, The."  TT: May (1917), 43.   
 
 
FUN AT A WEDDING:   [revusical]  Txt. James Craydon; Mus. [n/e]  
 Australian Variety writes: "Presented by James Craydon, Fun at a Wedding"… was a success, the staging was 
good and all the musical numbers catchy and well supported. Much credit is due to [Mr] Craydon, who goes to no end 
of trouble in arranging details; he is one who knows his business well, and should not be lost sight of by the 
management, as there are none about now with his knowledge of the work"  (4 Apr. 1917, n. pag.). 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Mar/Apr.  
 - Dir. James Craydon; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. James Craydon, Walter Jamieson, Stan Tilton, Ed West, Reg Newbury, Letty Craydon, Kitty  
    Stanley, George Pagden, Will Kenny. 
 
 
THE ISLAND OF SPICE:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Mar/Apr. 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Harry Clay's No 1 Musical Revue and Vaudeville Company. 
 - Cast incl. Arthur Morley, Will Rollow, Ted Stanley, Amy Rochelle, Bert and Evelyn Dudley. 
 - South-West circuit tour returns to Sydney on 5 Apr. Suburban circuit incl. Thornton's Roseberry Theatre,  
    Mascot (11 Apr.). 
 
 
HAPPY NEW YEAR:  [revusical]  Txt. Will Gilbert; Mus. [n/e] 
 A Princess Theatre review in Australian Variety indicates that comedian Will Gilbert [ex-Delavale and Gilbert] 
was the author of this revue. 
1917: Princess Theatre (Syd); 7-13 Apr. 
 - Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Pagden. 
 
 
A MIX-UP AT MANLY:  [revusical]  Txt/Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 7-13 Apr. 
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Truman Neilson, Ruby Esdale, John Cosgrove, Myrtle Rose, Will Gilbert, May Downes. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Apr/May 
 - Cast and production mostly as for previous Bridge Theatre season. T Mngr. Jack Cosgrove. 
 - Company leaves for South-West circuit on 20 Apr. 
 
 Kitching, Harry. "Harry Clay's Bridge Theatre." AV: 11 Apr. (1917), n. pag.     [rnib] 
 
 
THEN THEY WOKE UP:  [revusical] Txt. Bert Le Blanc; Mus. [n/e]  
 The songs, dances and "business" are loosely tied to a story which concerns two Jewish sailors, Ike Cohen (Le 
Blanc) and Morris Levi (Mack), who are wrecked on the languorous island of Bong. They fall asleep and dream of 
becoming king and grand secretary respectively, and have, as one review notes, "a right royal time" (BC: 3 Dec. 1917, 
9). For the 1919 Brisbane season the pair were cast as soldiers. 
 One of the songs incorporated into the 1917 Brisbane season included: "By the Blue Aegean Sea" (sung as a 
commemoration to the "brave men who fell at Gallipoli and in recognition of Heroes Day).  The Brisbane Courier notes 
in regard to the 1919 season that "the opening number "Gee! This is a Lonesome Town," seemed to be the key to a very 
dull proposition, but there was little lonesomeness in the air when things began to develop" (6 Jan. 1919, 9). Other 
songs incorporated into the storyline for the 1919 season included: "Great Big Wonderful Baby" and "I Want to go to 
Tokyo." 
1917: Majestic Theatre (Adel); 7-13 Apr. 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase, Winnie Knight, Mike  
   Connors, Queenie Paul, Ivy Moore, Clym Edgares; and the Pony Ballet. 
1917: Majestic Theatre (Syd); 2-8 June 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
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- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Winnie Knight, Mike Connors, Queenie Paul, Ivy Moore,  
    Clym Edgares; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie Lannan, Dot Bellion, Lily Clarke,  
   Annie Henry). 
- NB: This was the production chosen by the Fullers and Bert Le Blanc to headline the grand opening of the  
   Majestic Theatre, the Fullers' newly built theatre in Newtown. 
1917: National Theatre (Syd); 11-17 Aug. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Winnie Knight [aka Mrs Bert Le Blanc], Mike Connors,  
   Queenie Paul, Ivy Moore, Clym Edgares; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie Lannan,  
   Dot Bellion, Lily Clarke, Annie Henry). 
1917: Empire Theatre (Bris); 1-7 Dec. [return season: 2-8 Mar. 1918]  
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
- Troupe: Bert Le Blanc's Revue Stars 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Winnie Knight [aka Mrs Bert Le Blanc], Mike Connors,  
   Queenie Paul, Ivy Moore, Clym Edgares, Fred Witt; and the Pony Ballet. 
1918: Bijou Theatre (Melb); 2-8 Mar. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd.  
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie  
   Knight [aka Mrs Bert Le Blanc], Sid Garti, Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles, Harry  
   McDonna, Leslie Jephcott, Olga Ray; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy, Rose  
   Brennan, Hilda Lynn, Annie Henry). 
1919: Empire Theatre (Bris); 4-10 Jan. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
     Rose Brennan, Hilda Lynn, Annie Henry). 
1920: Regional Queensland tour; ca. June/July 
 - Dir. Bert Le Blanc; Prod. George Marlow and Birch and Carroll. 
 - Troupe: Bert Le Blanc's Travesty Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Arthur Elliott. 
- Tour itinerary incl. The Bungalow, Maryborough (9-10 June).  
1921: Lyric Theatre, St Kilda (Melb); 22-28 Oct. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister, Dan Weldon, Frank Graham, Clarice Norman, Jean  
    Maynard, Alice Walton, Winnie Knight, Fred Deal, Harry Vernon, Mary Anderson, Nora Marrs, Sylvie  
    Millers, May Down. 
1922: Grand Opera House (Syd); 28 Nov. - 3 Dec. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Charles Delavale, Elvie Stagpoole, Mark Erickson, Hartley Court,  
   Winnie Knight [aka Mrs Bert Le Blanc], Dolly McIntosh, Molly Warren, Ernest Barraclough, Fred Garland,   
   Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine Casier, Rene Esler, Florrie  
   Parkes.  
 
"Empire, The."  BC: 3 Dec. (1917), 9. 
"Empire Theatre, The."  BC: 6 Jan. (1919), 9. 
 
 
IN CHINA TOWN:  [musical scena]  Txt/Mus. [n/e] 
 A one act music theatre piece set in the Orient presented by John N. McCallum. The Brisbane Courier writes of 
the Dandies production: "One of the prettiest and most elaborate concerted items presented for some time was the 
Eastern scene which closed the first half. In this item Miss Ivy Davis had the leading role, assisted by the other 
members of the company, all being attired in Oriental costume, which, with similar background served to secure an 
attractive effect" (14 Aug. 1917, 7). Regarding the revival in August, this time staged by McCallum's Courtiers 
Company, the Courier records that this "fascinating Chinese Scene was the star item. With a glimpse of an idol at the 
back, multi-coloured lanterns, and burning joss-sticks, quite a Chinese atmosphere was created" (1 Sept. 1917, 14). 
Songs presented in the September return season included: "Little Chinee Girl," "Three Ziffs" and "Dreamy China 
Town" (BC: 1 Sept. 1917, 14); while the 1918 revival included: "Four Little Chinee Girls" and "China Town." 
 The public interest in these Oriental scenas is evidenced by the fact that a number were staged in around 
Australia between 1915 and 1918. In Brisbane, for example, October 1917 saw the production of In Yokohama, staged 
by the Walter George's Smart Set Company (12 Oct.). In 1918 Walter George's Smart Set company revived the Oriental 
miniature musical comedy In Sunny Japan (1915) as a scena (see 11 Jan).  Other Oriental revusicals known to have 
been staged in the Queensland capital during 1918 were: two unnamed productions, one in February (1-7) and the other 
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March (8-14); and three productions by Hugh Huxham's Serenaders - In Fair Japan (20-26 Sept.); Asia Minor (11-17 
Oct.) and My Little Chinee Girl in China (28 Nov. - 5 Dec.).  
[NB 1: It is not clear whether there is a relationship between In China Town and any of the revusicals referred to above or with several other 
Oriental productions known to have been staged by Australian companies around this period. Delyse Ryan (2000) has suggested that with set pieces 
available from previous productions, it is likely that a deliberating factor in staging similar scenas at Brisbane's Cremorne Theatre, for example, was 
the reduction in costs through the re-use of these materials. Whether the narratives were similar is uncertain] 
[NB 2: The songs identified for the 1917 return season and 1918 revival are similar, and it is possible that they are the same numbers - with 
the titles having been incorrectly labelled in the Brisbane Courier reviews] 
1917: Cremorne Theatre (Bris); 13-19 Apr. 
 - Prod. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Dandies Costume Comedy Company. 
 - Cast: Ivy Davis, Courtney Ford, Lottie Sargent, Linda Bradford, Dorothy Manning, Harry Borrodale, Arthur  
    Crane, Harry Graham, Andrew Pace. 
 - Musician: Reg Gard. 
1917: Cremorne Theatre (Bris); 31 Aug. - 6 Sept. 
- Prod. John N. McCallum. 
 - Troupe: Courtiers Costume Comedy Company. 
1918: Cremorne Theatre (Bris); 6-12 Apr. 
- Prod. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: Courtiers Costume Comedy Company. 
 - Cast incl. Linda Dale, Harry Borrodale. 
 
 "Dandies, The." BC: 14 Apr. (1917), 7.      [rnib] 
 
 
FUN IN A HAREM: [revusical]  Txt/Mus. [n/e] 
 Possibly written by Les Bates with other members of the troupe.  
[NB: It is not clear whether there is any relationship between this revusical and several others of simular name and setting - notably Victor 
Prince's Harem Scarem Girls (1917) and Nat Phillips In a Harem (1918)]  
1917: Empire Theatre (Bris); 21-27 Apr. 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Les Bates' Follies of Pleasure. 
 - Cast incl. Les Bates. 
 
 
WHAT'S THE USE [aka COHEN AND LEVI AS PAWNBROKERS]:  [revusical]  Txt.  
 Bert Le Blanc; Mus. [n/e] 
 Ike Cohen (Le Blanc) and Morris Levi (Mack) run a far-from-successful pawnshop that nevertheless can't help 
being a place of riotous fun, singing, dancing, and joking. One of the comic incidents in the story involves the selling, 
for 1/6, of an old waistcoat which has £1,000 in one of the pockets. The other characters (as per the Oct. 1918 
Melbourne season) included: Mr Bailey (a theatrical manager), a prima donna of a burlesque company, a show girl, 
Klondike Mike, Rose Cohen and a "lost son and heir" (A: 7 Oct. 1918, 9). 
 Musicals numbers inserted into the narrative for the 1917 Brisbane season (Empire Theatre) included: "What a 
Wonderful Love that Would Be" (sung by Ivy Moore), "Sailing on the Nancy Lee" and "The Lights of My Home 
Town" (Carlton Chase), and "A Million Dollars Worth of Love" (Queenie Paul). For the 1918 Brisbane production the 
songs presented included: "Sailing on the Nancy Lee" and "My Old Lady" (sung by Mike Connors); "They're all Good 
Australian Names" (Mack, Le Blanc and Connors); "Gillee Gallah Galloo" (Olga Ray), and "There's a Garden in Old 
Italy." 
1917: Majestic Theatre (Adel); 21-27 Apr. 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase, Winnie Knight [aka Mrs Bert  
    Le Blanc], Mike Connors, Queenie Paul, Ivy Moore, Clym Edgares; and the Pony Ballet (Kitty McGuire,  
    Trixie Wilson, Marie Lannan, Dot Bellion, Lily Clarke, Annie Henry). 
1917: Empire Theatre (Bris); 8-14 Dec. [return season: 19-25 Jan. 1918] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
- Troupe: Bert Le Blanc's Travesty Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Queenie Paul, Ivy Moore, Clym Edgares, Carlton Chase, Mike Connors,  
    Fred Witt, Winnie Knight [aka Mrs Bert Le Blanc]; and the Pony Ballet. 
1918: Bijou Theatre (Melb); 2-8 Feb.  [as Cohen and Levi as Pawnbrokers] 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Revue Stars 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie  
   Knight [aka Mrs Bert Le Blanc], Sid Garti, Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles, Harry  
   McDonna, Leslie Jephcott, Olga Ray; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy, Rose  
   Brennan, Hilda Lynn, Annie Henry). 
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1918: Bijou Theatre (Melb); 5-11 Oct.   
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Bert Le Blanc, Jake Mack, Harry McDonna (Klondike Mike), Mike Connors (Mr Bailey), Queenie  
    Paul (the prima donna), Lillian Colenzo (Rose Cohen), Winnie Knight [aka Mrs Bert Le Blanc] (the show  
    girl), Sid Garti, Leslie Jephcott (the son and heir); and the Pony Ballet. 
 -  The season, which was an unusually short 4 weeks (21 Sept. - 18 Oct.), may have been a fill-in engagement  
     between the previous Adelaide season and the company's forthcoming engagement in Brisbane (beginning 2  
     Nov.)  
1918: Empire Theatre (Bris); 30 Nov. - 6 Dec. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
    Rose Brennan, Hilda Lynn, Annie Henry). 
1919: Fullers' Theatre (Syd); 15-23 Mar. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lance Vane, Jim Gerald,  
    Essie Jennings, Lillian Colenzo, Winnie Knight [aka Mrs Bert Le Blanc], Nellie Fallon, Darcy Kellway,  
    Neville Royal; and the Pony Ballet (Lucy Cliff, Annie Henry, Hilda Lynn, Rosie Downie, Thelma Gourley,  
    Bertha Rush, Alma Hilson, Alice Lewis, Vera Tandy, Essie Davis). 
1921: Lyric Theatre, St Kilda (Melb); 29 October - 4 Nov. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister, Dan Weldon, Frank Graham, Clarice Norman, Jean  
    Maynard, Alice Walton, Winnie Knight, Fred Deal, Harry Vernon, Mary Anderson, Nora Marrs, Sylvie  
    Millers, May Down. 
 
"Bijou Theatre." A: 4 Feb. (1918), 9.       [rnib] 
"Bijou Theatre." ARG: 4 Feb. (1918), 10.       [rnib] 
"Bijou Theatre." A: 7 Oct. (1918), 9.       [rnib] 
"Empire, The."  BC:  10 Dec. (1917), 5. 
"Empire, The."  BC: 21 Jan. (1918), 9. 
"Empire, The."  BC:  2 Dec. (1918), 5.       [rnib] 
 
 
RUN FOR THE DOCTOR:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 The 25 April issue of Australian Variety writes: Run for the Doctor, a new musical revue, was presented and 
made a big impression on the large audience. The dressings were very attractive, artistic and neat, while the musical 
numbers were catchy and winners to such an extent that the singers were called back many times, having to respond to 
many encores… Arthur Morley was a tower of strength for the combination, his topical numbers going big. His offering 
"The Soldier's Story," introducing his little daughter, was a winner. The little mite, of four years of age, went through a 
drill which would astound a soldier, and in her own way sang a song which brought down the house" (n. pag.). 
1917: Bridge Theatre (Newtown, Syd); 21-27 Apr.    
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Will Rollow (the Curate), Elsie Bates, Arthur Morley, Ted Stanley, Amy Rochelle, Arthur Elliott,  
    Edna Farrell, Bert Dudley, Lulu Eugene, Evelyn Dudley. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May.  
 - Cast and production mostly as for previous Bridge Theatre season. 
 - Suburban circuit incl. Coliseum Theatre, Nth Sydney (28 Apr.). Still playing the suburbs during the week 12- 
  18 May. 
 
 
FOOLING A FARMER:  [revusical]  Txt/Mus. [n/e]  
 Also known sometimes referred to as Fun on a Farm and possibly Fooling the Landlord (see AV: 2 May 1917, 
n. pag.). The similarities between Fooling a Farmer and Fooling the Landlord, if they are indeed the same revusical, 
leads to confusion as to who may have written it. The 2 May 1917 issue of Australian Variety indicates, in this respect, 
that Joe Rox was then touring Fun on a Farm through Southwest NSW for Harry Clay (with the troupe including 
veteran comic Wal Rockley); while Clay's Queensland party, led by Art Slavin, was producing four revues on tour, 
including Fooling the Landlord.  
 Further confusion surrounds a similarly titled revusical, Fun on the Farm, produced by the Skeeta Cass Revue 
Company (Billy Cass) on the Clay circuit in 1926. It is not known whether this later production was an adaptation or an 
entirely new work. Added to this situation are a number of other similarly titled revusicals, or with similar settings, 
staged in Australia. These include: On the Farm (Paul Stanhope, 1915) and Art Slavin's On the Ranch (1916). It is not 
known then whether any of these revusicals are adaptations of any others, to what degree any such adaptations may 
have required, or if some or all are entirely new works. 
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 Australian Variety writes of the relationship between Rox and Rockley, following the successful premiering of 
Fooling a Farmer at Clay's Bridge Theatre in 1917: "Wal Rockley and Joe Rox have now been working together so 
long that they have opportunity to study one another's ways and never fail to get in good comedy. They are established 
favourites" (25 Apr. 1917, n. pag.). 
 [NB: It is also not clear whether there a relationship exists between any of these revusicals and a minstrel farce staged in 1897 under the title 
Fun on a Farm (produced by Harry Rickards at the Melbourne Opera House from 17 July)] 
1917: Bridge Theatre (Newtown, Syd); 21-27 Apr. 
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Wal Rockley, Joe Rox, Bert Corrie, Doris Baker, Olga Scarfe, Bert Ray, John McGowan, Nellie  
    Olga. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May 
- Cast and production mostly as for previous Bridge Theatre season. 
- South-West circuit company returns to Sydney 10 May. 
1917: Harry Clay's NSW/Qld regional tour; Apr. - July 
 - Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. James Caldwell, Ivy Darrell, Bert Desmond, Mattie Jansen, Max Martin, Ida Merton, Eileen and  
    Bessie Phillips, Art Slavin, Lily Thompson, Alf "Redhead" Wilson. 
 
 
ON THE BRAIN:  [revusical]  Txt/Mus. [n/e]  
 Possibly a localised adaptation of an English musical farce previously staged by Frank Reis's World 
Entertainers around 1915. The earliest known Australian production of that farce is (at this stage) the one produced at 
the Theatre Royal, Charters Towers (Qld) on 12 April 1915 under the management of Birch, Carroll and Coyle. 
Advertising in the Northern Miner records that On the Brain, "a nonsensical piece of absurdity performed for 100 
nights at the Theatre Royal, Manchester, [introduces] all the latest songs and dances" (10 Apr. 1915, 1). The 
relationship between the 1917 Harry Clay production and Frank Reis's version is also unclear. 
1917: Bridge Theatre (Newtown, Syd); 28 Apr. - 4 May 
 - S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Letty Craydon, Syd Garti, Kitty Poole, Arthur Albert, Winnie Ryan, George Pagden, Kitty Stanley,  
    Eloise Taylor. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 - The production was still touring in late May - see Thornton's Roseberry Theatre, Mascot (23 May). 
 
 
THE MAN IN BLACK:  [revusical]  Txt. Tom Haverley; Mus. [n/e]  
 This revue is known to have been presented in New Zealand earlier in April 1917.  Tom Haverley and Maurice 
Lynch played Irishmen, with Walter Jamieson taking the part of a "breezy lover," and Lilyan Mason as a "lovelorn 
creature, the reverse of attractive and advanced in years" (TT: July 1917,  29). 
1917: Princess Theatre (Syd); 28 Apr. - 1 May [return season: ca. June] 
 - Dir. Tom Haverley; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Maurice Lynch, Walter Jamieson, Phyllis Faye, Claire "Babs" Lloyd, Dolly Dormer, Lilyan Mason,  
    Syd Kingsley, Lenore Graham, Dot De Vine's Gadabout Girls. 
1917: National Amphitheatre (Syd); ca. Dec. 
 - Dir. Tom Haverley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Tom Haverley Revue Company. 
 - Cast incl. Tom Haverley, J. P. O'Neil, Claire Lloyd, Billy Maloney, Walter Jamieson, F. Oaken Brookes,  
    Coral Warner, Edna Seaton. 
 
 X-Ray.  "Month in Vaudeville."  TT: Jan. (1918), 38. 
 
 
A MAN OF MONEY:  [revusical]  Txt/Mus. [n/e]  
 Possibly written by Joe Rox, with other members of the troupe. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr. 
 - S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Jack McGowan, Lawrence Keith, Ida Merton, Wal Rockley, Joe Rox, Evelyn Martini, the Two  
    Cliffs. 
 
 
RAINBOW GIRL:  [revusical]  Txt/Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May [return season] 
 - S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (BTN). 
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- Cast incl. John Cosgrove, Will Gilbert, Dora Gilbert, Delwyn and Tye, Truman Neilson, Mark Erickson, the  
    Harlans. 
 - A date for the Bridge Theatre season is yet to be located. 
 
 
TOPSY TURVY: [revusical]  Txt. Paul Stanhope; Mus. [n/e]  
 The final revusical staged by Paul Stanhope at the National (Syd) during his company's return season in  
Australia (beginning late March) after having spent some seven months back in America), Topsy Turvy had a semi-
naval setting.  Continuing to portray his alter ego, Spike Murphy, this time as a Dick Deadeye type of sailor, Stanhope's 
feed in this production was Val Newman, as an officer, with Helen Le Cain appearing as a mermaid. Part of the story 
also seems to have been set in a restaurant. 
As with Percy St John's Elite Vaudeville Company farce of the same title, first known to have been staged at the 
Theatre Royal (Bris) on 24 June 1899, Paul Stanhope's revusical may have been adapted from the comedy Confusion. 
1917: National Theatre (Syd); ca. Apr/May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Paul Stanhope Revue Company. 
 - Cast incl. Paul Stanhope (Spike Murphy), Val Newman, Lottie Newman, Will Raynor, Helen Le Cain, Phyllis  
    Faye, George McCall, Edna McCall, Gerald Cashman, Teddy Long, Cliff Toon, Gus Logan. 
-  Ballet: Mabel Hallett, Cerice Caselli, Polly McLaren, Eileen Maloney, Gwen Maloney, Rose Brennan, Avis  
   Porter, Thea Shirley. 
1917: Empire Theatre (Bris); 9-15 June 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Prod. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope. 
 
 X-Ray. "Month in Vaudeville."  TT: June (1917), 45-6. 
 
 
A NIGHT IN BOHEMIA: [revusical]  Txt/Mus. [n/e] 
 Possibly written by Les Bates with other members of the troupe.  
1917: Empire Theatre (Bris); 5-11 May 
 - Dir. Les Bates; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe: Les Bates' Follies of Pleasure. 
 - Cast incl. Les Bates. 
 
 
I'LL KILL THAT KID:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 12-18 May   
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Ted Stanley, Bert and Evelyn Dudley, Will Rollow, Amy Rochelle, Lulu Eugene. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; May/June 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 
WHERE'S MY WIFE:  [revusical]  Txt/Mus. [n/e]  
 Also referred to as Where's the Wife, Australian Variety writes in its 23 May issue: "Where's My Wife is about 
the best revue that this company has handled, and with this one should make a big success; the characters, although 
quite away from what each artists has been used to, could not have been better placed, and each in turn made a big 
success of their parts, which made the show an undoubted success" (n. pag.). In another par in the same issue, the 
magazine notes, too, that "it should surely appeal to some of the poor old married men of Newtown, many of whom are 
very often ignorant as to the whereabouts of their respective 'better halfs [sic]. Wal Rockley [in particular] was never 
seen to better advantage and got many laughs for his good comedy" (n. pag.) 
1917: Bridge Theatre (Newtown, Syd); 19-25 May 
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Joe Rox (the Frenchman), Jack McGowan, Wal Rockley, George Dean, Verlie Barclay. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit;  May/June 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 
LOOK WHO'S HERE:   [musical entertainment]  Txt/Mus. [/e] 
 Described as a "musical oddity in two acts." 
1917: Tivoli Theatre (Bris); 19 May - 12 June 
 - Troupe: Sydney James and Jack Waller Company. 
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HAREM SCAREM:  [revusical]  Txt. Victor Prince; Mus. [n/e] 
 Also known as Harem Scarem Girls, this was an oriental revue set in the palace of the Emir of Khaibar with 
characters including Joseph Jollyboy (an irrepressible tourist), an Italian merchant, a missionary woman, a slave and the 
Emir of Khaibar. The songs included "Lotus Flower," "Heart's Delight," and "Moon Eye," while the dances were 
described as being of an Eastern style. 
1917: Bijou Theatre (Melb); 26 May - 1 June 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince (Joseph Jollyboy), Charles Zoli (the Italian merchant), Lillian Colenzo (a missionary  
    woman), Dorothy Hastings (a slave girl), George Sharratt (The Emir of Khaibar), Yorke Gray, Annette Lang. 
 - Followed by Full Steam Ahead (see 1916 file) 
 
 "Bijou Theatre."  A: 28 May (1917), 9. 
 
 
TWIRLY WHIRLY: [revusical]  Txt/Mus. [n/e] 
1917: Empire Theatre (Bris); 26 May - 1 June 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope. 
 
 
THE TOMBOY: [revusical]  Txt/Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 26 May - 1 June  
 -  Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Mabel Dearin, George Pagden, James Craydon, Kitty Stanley, Syd Garti, Arthur Alberts. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c June 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 
IZZY FROM HONOLULU: [revusical]  Txt. Walter Johnson; Mus. [n/e] 
 This 'musical play… proved amusing and spectacular, some pretty effects being secured by the introduction of 
seaside scenes, the rolling of the waves upon the golden sands being most realistically reproduced by means of the 
moving picture, while the bathers who splashed around were live animated beings" (BC: 27 Oct. 1919, 8). The 
production differed to this others staged during Harry Burgess's Brisbane season in that it occupied almost the entire bill 
(BC: 18 Oct. 1919, 16) 
 Harry Burgess's company in 1919 included several original members of Walter Johnson's 1916 troupe - notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. The company toured at least two of Johnson's productions from 1916, these 
being The Flirting Widow and The Kissing Maid. The Railway Tangle, one of Johnson's 1917 productions, was also 
presented. Prior to opening in Brisbane the company had played an engagement for the Fullers in Melbourne (BC: 26 
July 1919, 12). 
1917: Princess Theatre (Dunedin, NZ); ca. May-June 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston Revue Company. 
 - Cast incl. Jack "Porky" Kearns, Gus Franks. 
1918: Grand Opera House (Syd); ca. Sept. 
 - Dir. Walter Johnson; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston Revue Company. 
 - Cast incl. Vera Spaull, Harry Burgess, Lola Hunt, Ernest Lashbrooke, Florrie Wilson, Lydia Carne, Muriel  
    Phillips. 
1919: Empire Theatre (Bris); 27 Oct. - 2 Nov. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Putnam Snow), Lola Hunt (Mdlle. De De of the Theatre Francaise), Linda Dale (a  
    stenographer), Ernest Lashbrooke , Gus Franks (Putty's guardian), Les Warton (an Irish travelling salesman),  
    Fred Keely, Ivy Aldous, Thelma Duff, Florrie Horan, Billy Mavis, Annie Douglas, Ralph Holland. 
 
 "Empire Theatre."  BC: 27 Oct. (1919), 8.      [rnib] 
 X-Ray.  "Month in Vaudeville."  TT: Oct. (1918), 28-30.     [rnib] 
 
 
RAZZLE DAZZLE: [revusical]  Txt. Paul Stanhope; Mus. [n/e]  
 The plot of this revusical centres on John Wallace, who entertains a number of guests during the celebrations for 
his daughter's eighteenth birthday. The fun is provided by an entertainer and guests. Spike Murphy (Stanhope) appears 
as a musician, with his remarkable make-up and witty observations being a "source of much amusement" (BC: 19 May 
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1919, n. pag.). Advertising for the 1919 production indicates: "Paul Stanhope gets fair dinkum on the razzle dazzle and 
takes his merry men and maidens along with him, the result being a gorgeous medley of fun, movement and music" 
(BC: 17 May 1919, 2). 
 The relationship between this revusical and another Razzle Dazzle, first known to have been staged by Bert Le 
Blanc in 1922, is unclear. It is possible that they were either adapted from the same source or that the latter production 
has been adapted from this earlier work. In this respect Le Blanc and Stanhope had previously worked together, and 
though both had gone their separate ways - running their own variety companies, it is not unreasonable to suspect that 
that Le Blanc appropriated (with permission or not) and possibly adapted the basic bones of Stanhope's revusical.   
 Songs incorporated into the 1919 revival included: "An Irishman's Dream" (sung by Mark Erickson), "A 
Lonesome Melody" (Grafters Quartet) and "The Poppy Ballet" and "My Home" (Ginger Girls). 
1917: Empire Theatre (Bris); 2-8 June  [return season: 30 June - 6 July] 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope (Spike Murphy). 
1919: Theatre Royal Theatre (Bris); 17-23 May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson (John Wallace), Ernest Pitcher, Bert Morrison, Cliff O'Keefe, Helen  
    Le Cain, Peal Livingstone (the daughter), Maud Miles; and the Ginger Girls (Eileen Moloney, Ivy McKay,  
    Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney). 
- The Grafters Quartet comprised: H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - The Brisbane season at the Empire Theatre had been interrupted on 6 May by concerns over the spread of the  
    influenza virus. The Fullers were forced to temporarily moved their operations to the Theatre Royal from 8  
    May (with this theatre being better ventilated). Other productions staged during the Brisbane season included:  
    Roley Poley, Safety First, Pick-A-Dilly, Fine! Fine Fine!, Jim Jams and See-Saw. 
 
 "Theatre Royal."  BC: 19 May (1919), 9. 
 X-Ray. "Month in Vaudeville, The."  TT: June (1917), 45-6.  
 
 
JOYOUS JONES:  [musical comedy]  Txt. [n/e]; Mus. Incl. George Willoughby 
 Adapted from Broadhurst's rollicking farce, What Happened to Jones, this musical comedy version is said to 
have retained "all the fun of the absurd situations" with the addition of songs, dances and choruses interpolated into the 
storyline (ARG: 4 June 1917, 9). A number of Australia allusions were also written into the piece. 
 The story revolves around Jones ("a gay old sport") who travels for a hymn-book house, but sells playing cards 
as a side line, and masquerades as a doctor of divinity. Complications arise when the eccentric Professor Goodby, who 
teaches at an academy for young ladies, has a night out at a boxing match and finds himself in all sorts of trouble.  
Other characters include the professor's daughter, his wife, his ward, a young man in love with one (or both) of the girls, 
and an old sweetheart of the real doctor of divinity. 
 The Argus theatre critic records that "the songs suit the situations of the farce, and though most of the choruses 
are of the rag-time variety, with more swing than melody, some of [them] are pretty." Joyous Jones is an uncommon 
mixture. It owes more to the comic situations which Broadhurst designed than to the music mow grafted on them, but it 
provides a jolly entertainment" (4 June 1917, 9). One of the songs sung by George Willoughby was his own 
composition, "How to Love on Nothing a Week." Another song was "The Stormy Sea of Love" (sung by June Addell). 
Frank Brookes, as the young lover, is said to have claimed the lion's share of the vocal honours. 
1917: Princess Theatre (Melb); 4 June - 
 - Dir/Prod. George Willoughby. 
 - Cast incl. George Willoughby (Jones), Edward Nable (Prof Goodby), Frank Brookes, Edna Seaton, June  
    Addell, Muriel Dale, Florence Fanning. 
 
 "Princess's Theatre - Joyous Jones."  ARG: 4 June (1917), 9. 
 
 
THE MIDNIGHT CLUB:  [revusical]  Txt. Victor Prince; Mus. [n/e] 
1917: Bijou Theatre (Melb); 9-15 June 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince, Charles Zoli, Lillian Colenzo, Dorothy Hastings, George Sharratt, Yorke Gray,  
    Annette Lang. 
 
 
MISS CHILLY FROM CHILE:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 In reviewing the Bridge Theatre (Newtown) season Australian Variety editor, Harry Kitching, records that it 
proved "a big success [with] many funny situations causing big laughs. The show is very solid, good comedy, bright 
and catchy musical numbers, which brought applause, proving the record audience was enjoying the whole show" (13 
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June 1917, n. pag.). Following its debut at the Coliseum, Kitching further proposed that Miss Chilly from Chile was 
"one of the highest class playlets in vaudeville [and] offered by artists of real merit" (4 July 1917, n. pag.). 
1917: Bridge Theatre (Newtown, Syd); 9-15 June    
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Troupe: Harry Clay's No 1 Musical Comedy Company. 
 - Cast incl. Ted Stanley; Will Rollow, Bert and Evelyn Dudley, Elsie Bates, Amy Rochelle, Lulu Eugene (Aunt  
    Chilly). 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. June 
 - Cast and production mostly as for previous Bridge Theatre season. 
 - Suburban circuit incl. Coliseum Theatre, Nth Sydney (30 June). 
 
 Kitching, Harry. "Harry Clay's Bridge Theatre."  AV: 13 June (1917), n. pag.      [rnib] 
 ---   "Coliseum Theatre" AV: 4 July (1917), n. pag.    [rnib] 
 
 
THE BEAUTY SHOP: [revusical]  Txt. Victor Prince; Mus. [n/e] 
1917: Bijou Theatre (Melb); 15-22 June 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince, Charles Zoli, Lillian Colenzo, Dorothy Hastings, George Sharratt, Yorke Gray,  
    Annette Lang. 
 
 
HOKEY POKEY: [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
 "A riot of fun and humour" Spike Murphy in this revusical plays a piano mover (BC: 12 May 1919, n. pag.). 
The musical elements inserted into the 1919 production included the song, "I Love a Piano" (sung by the Grafters 
Quartet), the ballet "Amsterdam" (Pearl Livingstone and the Ginger Girls) and the dance, "Valse Coppelia" (Eileen and 
Gwen Moloney). 
1917: Empire Theatre (Bris); 16-22 June 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope (Spike Murphy). 
1919: Theatre Royal (Bris); 10-16 May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson, Ernest Pitcher, Bert Morrison, Helen Le Cain, Peal Livingstone,  
    Maud Miles; and the Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady, Hilda Lynn,  
    Ruby Solomon, Elsie Baron and Gwen Moloney). 
-  The Grafters Quartet comprised: H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe.  
 - The company was forced to abandon its season at the Empire Theatre on 6 May due to concerns over the  
    spread of the Spanish Flu epidemic. The Fullers temporarily moved their operations to the Theatre Royal from  
    8 May (with this theatre being better ventilated). Other productions staged during the Brisbane season  
    included: Roley Poley, Safety First, Fine! Fine Fine! and See-Saw. 
 
 
MONTE CARLO: [revusical]  Txt. Joe Rox; Mus. [n/e]  
 Possibly written with assistance from veteran comic, Wal Rockley, the production appears to have been written 
as a star vehicle for Joe Rox. Australian Variety records in this respect that Rox was never seen to such good advantage, 
his line of talk was delivered brisk, and in a manner which gave him the opportunity to get all that he could out of each 
line. Joe made a very big hit" (27 June 1917, n. pag.) 
1917: Bridge Theatre (Newtown, Syd); 23-29 June 
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel.  
 - Cast incl. Joe Rox, Wal Rockley, George Dean, Jack McGowan, Molly Ambrose. 
 Kitching, Harry.  AV: 27 June (1917), n. pag.     [rnib] 
 
 
A LITTLE BIT OF IRISH:  [revusical]  Txt. Victor Prince; Mus. [n/e] 
1917: Bijou Theatre (Melb); 23-29 June 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince, Charles Zoli, Lillian Colenzo, Dorothy Hastings, George Sharratt, Yorke Gray,  
    Annette Lang. 
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DILLY DALLY: [revusical]  Txt/Mus. [n/e] 
1917: Empire Theatre (Bris); 23-29 June 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Lse. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope. 
 
 
THE BRAZIL NUTS:  [revusical]  Txt. Victor Prince; Mus. [n/e] 
1917: Bijou Theatre (Melb); 30 June - 6 July 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Prince's Players. 
 - Cast incl. Victor Prince, Charles Zoli, Lillian Colenzo, Dorothy Hastings, George Sharratt, Yorke Gray,  
    Annette Lang. 
 
 
EVERYBODY'S DOING IT:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Another of Arthur Morley's popular revues first staged on the Harry Clay circuit, Everybody's Doing It does not 
appear to be related to an English revue dating back to 1913.  
 "Planer," one of the Theatre's variety critics writes of the 1917 Bridge Theatre season, "the outstanding feature 
of the comedy… is Olive Stevens presentation of a quaint old women. Never for a moment does Miss Stevens give the 
impression that she is anything other than the creation she is depicting" (n. pag.). 
[NB: A similarly titled revue was later staged at the Tivoli Theatre (Sydney) in December 1918 (it is not clear if this was an original revue 
or adapted for the local stage from the earlier English production). The Tivoli cast included Lottie Sargent, Elsie Parkes, Charles Workman and J. A. 
Lipman (as Moses Margulus)]  
1917: Bridge Theatre (Newtown, Syd); 30 June - 6 July  
- Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel.  
- Cast incl. Arthur Morley, Annie Tye, Eustace Bronson (the Miser), Maurice Chenoweth, George Pagden,  
   Kitty Stanley, Olive Stevens. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. June/July 
 - Cast and production mostly as for previous Bridge Theatre season. 
 - Suburban circuit incl. Coliseum Theatre, Nth Sydney (14 July). 
  
"Planer." "The Month in Vaudeville." TT: Aug. (1917), n. pag.      [rnib] 
 
 
THE BULLFIGHTERS:  [revusical]  Txt. Jack Cosgrove; Mus. [n/] 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. June/July   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Circuit incl. Bridge Theatre, Newtown (9-15 June)   
 
 
THE KEWPIE DOLLS:  [revusical]  Txt. Jack Cosgrove; Mus. [n/] 
 Although no record of this revusical has been found in terms of its staging, a par in Australian Variety (13 June  
1917, n. pag.) indicates that Cosgrove had nearly completed it and that several good musical numbers had been 
included. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. June/July   
 
 
ROLEY POLEY: [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
1917: Empire Theatre (Bris); 7-13 July 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd; Prop. Holland and St John. 
 - Troupe:  Paul Stanhope Revue Company. 
- Cast incl. Paul Stanhope. 
1919: Empire Theatre (Bris); 12-18 Apr. 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope (Spike Murphy), Mark Erickson (James R. Shakespeare), Ernest Pitcher, Bert  
    Morrison, Helen Le Cain, Peal Livingstone, Maud Miles; and the Ginger Girls (Eileen Moloney, Ivy McKay,  
    Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney). 
- The Grafters Quartet  comprised: H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - Other productions staged during the Brisbane season included: Fine! Fine Fine, Zig Zag, Safety First, Pick-A- 
    Dilly and See-Saw. 
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SIX O'CLOCK CLOSING:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 7-13 July 
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Ted Stanley, Amy Rochelle, Will Rollow, Bert and Evelyn Dudley, Lulu Eugene. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. July 
 - Cast and production mostly as for previous Bridge Theatre season. 
 - South-West circuit incl. Katoomba (24 July); Suburban circuit incl. Crown Star Theatre, Surrey Hills (25  
    July), Parramatta (26 July), Ashfield (27 July), Coliseum Theatre, Nth Sydney (28 July). 
1918: Princess Theatre (Syd); 2-8 Mar. 
 - Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd. 
 - Cast incl. Madge Moore, Lala Brooke, Phyllis Faye, Jack "Porky" Kearns.  
 
 
KEEP IT DARK [aka COHEN AND LEVI IN PARIS]:  [revusical]  Txt. Bert Le Blanc; Mus.  
 [n/e]  
 The two eccentric jokers, Ike Cohen (Le Blanc) and Morris Levi (Mack), are ensconced in the Lovey Dilly 
Hotel in Paris. They set out to see the sights of Paris and create all sorts of mayhem and hilarity. The locations they visit 
also include a cabaret club.  The revusical included a burlesque on hotel-keeping methods.  
 The 1917 Brisbane season (Empire Theatre) included such songs as: "When the Sun Goes Down in Romany" 
(sung by Queenie Paul), "The House on the Hill" (Carlton Chase), "My Little Bon Bon Girl" (Ivy Moore) and a ragtime 
number "Minstrel Band." 
1917: Majestic Theatre (Syd); 14-20 July 
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Carlton Chase, Winnie Knight, Mike  
    Connors, Queenie Paul, Ivy Moore, Clym Edgares; and the Pony Ballet (Kitty McGuire, Trixie Wilson, Marie  
    Lannan, Dot Bellion, Lily Clarke, Annie Henry). 
1917: NB: Keep it Dark was very likely staged in Sydney at the National Theatre (ca. August/Sept), and possibly in Adelaide (ca. Mar/Apr). No  
    dates have been identified, however. The Advertiser (Adelaide) was not able to be accessed for this research project, and the Fullers did  
    not advertise National Theatre shows in the Sydney Morning Herald for much of 1917. 
1917: Empire Theatre (Bris); 24-30 Nov. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd; Prod. Holland and St John. 
- Troupe: Bert Le Blanc's Revue Stars 
 - Cast incl. Bert Le Blanc, Jake Mack, Queenie Paul, Ivy Moore, Clym Edgares, Carlton Chase, Mike Connors,  
    Fred Witt, Winnie Knight; and the Pony Ballet. 
- Keep It Dark was the opening production for the 1917/18 Empire Theatre season.  
1918: Bijou Theatre (Melb); 16-22 Feb.    [as Cohen and Levi in Paris] 
 -  Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert La Blanc's Musical Travesty Stars. 
- Cast incl. Bert Le Blanc, Jake Mack, Carlton Chase, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie  
   Knight [aka Mrs Bert Le Blanc], Sid Garti, Will Raynor, Nellie Fallon, Durham Marcel, Maud Miles, Harry  
   McDonna, Leslie Jephcott, Olga Ray; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy, Rose  
   Brennan, Hilda Lynn, Annie Henry). 
1918: Empire Theatre (Bris); 16-22 Nov. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lillian Colenzo, Winnie Knight [aka Mrs  
    Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita Penson, Vera Tandy,  
    Rose Brennan, Hilda Lynn, Annie Henry). 
1919: Fullers' Theatre (Syd); 29 Mar. – ca. 2 Apr. 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lance Vane, Jim Gerald, Essie Jennings,  
    Lillian Colenzo, Nellie Fallon, Darcy Kellway, Neville Royal; and the Pony Ballet (Lucy Cliff, Annie Henry,  
    Hilda Lynn, Rosie Downie, Thelma Gourley, Bertha Rush, Alma Hilson, Alice Lewis, Vera Tandy, Essie  
    Davis). 
 - NB: Theatres in New South Wales were required to close from 3 April due to the Spanish Flu epidemic, thus  
    forcing the Fullers to cancel the remainder of the Le Blanc season. The exact date of the troupe's final show is  
    unclear, however, as there is no mention in advertising of the Travesty Stars being on the programme after 31  
    March (two days prior to the enforced closures). 
1922: Harry Clay's Sydney and Hunter Valley circuit; ca. July/Aug. 
- Dir. Bert Le Blanc; Prod. Clay's Bridge Theatre Co. 
 - Troupe: Bert Le Blanc Revue Company. 
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- Cast incl. Bert Le Blanc, Jake Mack, Charles Delavale, Elvie Stagpoole, Mark Erickson, Hartley Court,  
   Winnie Knight [aka Mrs Bert Le Blanc], Dolly McIntosh, Molly Warren, Ernest Barraclough, Fred Garland,  
   Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine Casier, Rene Esler, Florrie  
   Parkes.  
 - Clay's circuit incl. Princess Theatre (Syd); 29 July - 4 Aug. 
  
"Bijou Theatre."  A: 18 Feb. (1918), 11. 
 "Empire, The."  BC:  26 Nov. (1917), 9. 
 "Majestic Theatre."  AV: 18 July (1917), n. pag. 
 
 
HOPALONG CASSIDY:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
A revusical based Clarence E. Mulford's fictional cowboy-hero who from 1904 appeared in a series of highly 
popular stories and later novels. Unlike the clean-cut post-1935 Hopalong Cassidy, as played in more than sixty films 
by actor William Boyd, Mulford's original was a rude, rough-talking galoot. These characteristics were also likely to 
have been infused into Morley's character, albeit with the inclusion of some Australian comedy larrikin traits.  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. July   
 - Dir. Arthur Morley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Joe Rox, Arthur Morley, Wal Rockley. 
 
 
OFF TO THE RACES:  [revusical]  Txt/Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. July/Aug   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Circuit incl. Bridge Theatre, Newtown (28 July - 3 Aug.)   
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Aug.  
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 
BORROWED PLUMES:  [revusical]  Txt. [n/e]; Mus. incl. Ralph Weekes  
 Possibly written by Arthur Morley. One of Amy Rochelle’s songs, "Tis You Alone," was written by Ralph 
Weekes, the drummer/music arranger at Harry Clay’s Bridge Theatre. 
1917: Bridge Theatre (Newtown, Syd); 4-10 Aug.   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. George Whitehead, Ted Stanley, Lulu Eugene, Eloise Taylor, Ern Crawford, Amy Rochelle, Will  
    Rollow. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Aug.  
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 
THE GRAND HOTEL:  [revusical]  Txt/Mus. [n/e] 
Described as a "miniature musical comedy," the first known production of the Walter George revusical The 
Grand Hotel was that presented as the opening production for his 1917 season at the Palace Gardens. The 1921 
Brisbane season saw the revusical described thus: "like its predecessors it is a pot-pourri of everything and nothing in 
particular" (E: 9 Nov. 1921, p19). It is not clear if any relationship exists between this revusical and Nat Phillips 
Bellboys (1924, also known as At the Grand Hotel). 
 [NB: A manuscript extract from Nat Phillips At the Grand Hotel, held in the Nat Phillips Collection, Fryer Library, University of 
Queensland, indicates that Phillips wrote his version in Dunedin during December 1923. Whether he adapted any of the Walter George version, or 
whether both revusicals are based on another work has not been established] 
1917: Palace Gardens (Bris); 11-16 Aug. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
1921: Fuller's Theatre (Syd); 5-9 Nov. 
 - Dir. Walter George; Prod. Fullers' Theatres Ltd; Chor. Polly McLaren. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Jim Gerald, Essie Jennings, Harry Ross, Amy Rochelle, Hilda Shannon, Georgie Martin, Reg  
   Hawthorne, Frank Haining. 
 
 
AUNTIE'S MISTAKE:  [revusical]  Txt/Mus. [n/e]  
 Possibly written by either Art Slavin or Arthur Morley.  
1917: Bridge Theatre (Newtown, Syd); 11-17 Aug.   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
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- Cast incl. Art Slavin, Lilly Thompson, James Caldwell, Ida Merton, Eileen and Bessie Phillips, Amy  
    Rochelle. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Aug.  
 - Cast and production mostly as for previous Bridge Theatre season (not incl. Harry Clay). 
 
 
THE PEARL OF PERSIA [aka THE RAJAH'S MISSING PEARL]: [revusical] Txt/Mus.  
 [n/e] 
Described as a "new oriental musical comedy" containing "bright dialogue supplanted by appropriate solos and 
duets." The scenery and staging is described as "well-staged" and "pretty" (BC: 1 Dec. 1917, 13). 
1917: Palace Gardens (Bris); 17-23 Aug.  [revival, as The Rajah's Missing Pearl; 30 Nov. - 6 Dec.] 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
  
 BC: 17 Aug. (1917), 10.      [rnib] 
 "Smart Set, The."  BC: 1 Dec. (1917), 13. [rnib] 
 
 
THE COUSIN'S BOUNTY:  [revusical]  Txt. Marie Ford; Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. 25 Aug. - 4 Sept. 
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole. 
- Circuit incl. Goulburn, Wagga, Albury. Company returns to Sydney on 5 Sept. 
1917: Eden Gardens (Manly, Syd); c 17 Nov.  
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole. 
 - Cast incl. Amy Rochelle (the Cousin), Ward Lear, Charles Waite, George Pagden, Kitty Stanley, Bill Ruddle  
    (the Boxing Instructor), Max Martin, Maisie Posner, Doris Stewart, The Three Ruddles. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Nov/Dec. 
 - Cast and production mostly as for previous Eden Gardens season 
 
AV: 29 Aug. (1917), n. pag.     [rnib] 
Kitching, Harry. "Harry Clay's Bridge Theatre." AV: 23 Nov. (1917), n. pag. [rnib] 
 
 
THE HERO OF COOGEE BEACH:  [revusical]  Txt. Bert Desmond; Mus. [n/e]  
 Also known as The Hero of Bronte Beach. 
1917: Bridge Theatre (Newtown, Syd); 25-31 Aug.   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Harry Clay, Phyllis Faye, William Hall, Max Martin, Bert Desmond, Matti Jansen, Kelly Sisters.  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. 1 Sept.  
- Cast and production mostly as for previous Bridge Theatre season, including Harry Clay. 
 
AV: 29 Aug. (1917), n. pag.      [rnib] 
 
 
HAPPY HOLLAND [aka A DUTCH LEGACY and TULIP TIME IN HOLLAND]:  
 [musical scena]  Txt/Mus. [n/e] 
Described as a "musical playlet," this Dutch musical scena introduced a medley of melodies in the form of 
solos, duets, trio, quartet, sextet and dances, along with Dutch costumes, and special effects. It is likely that although 
staged under alternative titles during 1917 and 1918, and with new songs and comic routines inserted into each 
production, the narratives were essentially based on the original version. 
It has not yet been established whether there is any relationship between this production and a similarly titled 
first part produced by Harry Rickards in 1910. The Sydney Morning Herald (19 Feb.) indicates that the "magnificent 
new and original first part entitled Happy Holland [had been] specially written for Mr Rickards by Mr Pat Finn." The 
music was written by Emanuel Aarons and the dances staged by Bert Terrell (18). A review of the premiere records that 
the production afforded a highly picturesque glimpse of Holland, complete with whirling windmills, red-roofed villas 
resembling dolls' houses, a quaintly flagged highway at the foot of a stone bridge and real ducks splashing about in real 
water (21 Feb. 1910, 5). A Melbourne production was staged from 29 October, 1910. 
[NB: It is also unclear if there is a relationship between this revusical and the one act musical comedy In Amsterdam (described as a Dutch 
comic opera) staged by Walter Johnson's Town Topics Co in 1919] 
1917: Palace Gardens (Bris); 31 Aug. - 6 Sept.       [as Happy Holland] 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
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1917: Palace Gardens (Bris); 14-20 Dec. [as A Dutch Legacy] 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
1918: Cremorne Theatre (Bris); 30 Mar. [as Tulip Time] 
- Dir. Walter George; Prod. John N. McCallum. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin. 
1921: Bijou Theatre (Melb); 1-7 Oct.  [as A Dutch Legacy] 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 
 
TWO IRISH SPORTS:  [revusical]  Txt. Tom Haverley; Mus. [n/e] 
1917: Majestic Theatre (Syd); ca. Aug. 
 - Dir. Tom Haverley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Tom Haverley Revue Company. 
 - Cast incl. Tom Haverley, J. P. O'Neil, Claire Lloyd, Billy Maloney, Walter Jamieson. 
 
 
FINDING A HUSBAND: [revusical]  Txt/Mus. [n/e]  
 Possibly written by Arthur Morley. 
1917: Bridge Theatre, Newtown (Syd); ca. Aug.    
 - S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Max Martin, Arthur Morley, Ted Tutty, Olive and Connie, Stewart-Lorraine Trio. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Aug.  
 - Cast and production mostly as for previous Bridge Theatre season (not incl. Harry Clay). 
 
 "Planer."  TT: Aug. (1917), n. pag.      [rnib] 
 
 
LIVING MODELS:  [revusical]  Txt/Mus. [n/e]  
1917: Bridge Theatre, Newtown (Syd); 1-7 Sept.   
 - S Art. Alec Stagpoole; Prod. Clays Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Ted Stanley, Lulu Eugene, Eileen and Bessie Phillips, James Caldwell, Joe Charles, Emili Dani.  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Sept. 
- Cast and production mostly as for previous Bridge Theatre season. 
 
 
THE ROYALIST MAIDEN: [revusical]  Txt Adapt/Mus. [n/e] 
 Although described in advertising as an "old English musical playlet," this revusical was likely to have been 
adapted (with contributions from various artists in the company) for the "modern" Australian audience.  
Billed as "an episode of the gays of Cromwell," (BC: 19 Jan. 1918, 2), the Brisbane Courier described the 
January 1918 revival, in which Walter George appeared as a drunken Roundhead soldier, as abounding in musical 
numbers (19 Jan. 1918, 11). 
1917: Palace Gardens (Bris); 7-13 Sept.  
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
- Musicians:  Bijou Orchestra. 
1918: Palace Gardens (Bris); 18-24 Jan. 
 
 
KING CARNIVAL'S INDISCRETION IN SEVEN SPASMS:  [revuomime]  Lib. T. H.  
 Eslick; Mus. [n/e] 
T. H. Eslick, a Brisbane-based entertainment entrepreneur, who became an important identity in Brisbane 
during WWII (as the managing director of the Cloudland Ballroom and Luna Park Gardens), attempted to coin the term 
"revuomime"  in order to describe a style of production his Radiants company were presenting in 1917. The first of 
these was King Carnival's Indiscretions in Seven Spasms.  The Brisbane Courier records that "the book is written by Mr 
Eslick, who promises something quite out of the ordinary, or in his own words "a grown up fairy story, with a setting of 
music, lights, dainty ladies and sparkling dresses" (1 Sept. 1917, 14).  
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The Courier's theatre critic also wrote of the production: "The scheme was adequate enough, and with a little 
pruning here and there, some additions calculated to speed up the action and a more thorough localisation, it ought to 
work out satisfactorily, both to the management and patrons… Mr Eslick, in a short between-acts address, expressed his 
desire to please Brisbane people as he had succeeded to gratifying Sydney folk, and invited suggestions to make the 
revue thoroughly in harmony with local tastes" (10 Sept. 1917, 9). King Carnival was followed by In Search of a Star 
(15 Sept.). Ragtime music was a major feature of the songs and ballets in this musical extravaganza. 
1917: Tivoli Theatre (Bris); 8-14 Sept. 
 - Dir/Prod. T.H. Eslick. 
 - Troupe:  Eslick's Radiants. 
 
 BC: 1 Sept. (1917), 14. 
 BC: 10 Sept. (1917), 9. 
  
 
IN SEARCH OF A STAR; OR, ALADDIN IN LOVE: [revuomime]  Lib. T. H. Eslick;  
Mus. [n/e] 
The second of T.H. Eslick's revomimes, following on from King Carnival's Indiscretions in Seven Spasms. A 
review of this production in the Brisbane Courier records: "It may be said at once that the production was in most 
respects more attractive than the initial revue. It went briskly from the start; the dialogue was pointed, and the local 
allusions were telling, while the songs, ballets, and costumes were uniformly attractive" (17 Sept. 1917, 4). 
1917: Tivoli Theatre (Bris); 8-14 Sept. 
 - Dir/Prod. T. H. Eslick. 
 - Cast incl. Mabelle Morgan. 
 
 BC: 17 Sept. (1917), 4. 
 
 
AT THE RACES:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Described in 1917 as both a "burlesque" (ARG: 17 Sept. 1917, 3) and "musical burletta" (ARG: 10 Dec. 1917, 
8), little is currently known of the plot of this Stiffy and Mo revusical, although it is thought that some parts of this story 
might have been adapted from an earlier Stiffy and Mo revusical What Oh Tonight (the hotel setting and the 
racecourse/betting and tricking of the hotel keeper scenes).  
An Argus report on the revusical's debut season at the Bijou in 1917, proposes that it contained some 
undesirable aspect in relation to the humour. "Two low comedians, with a marked facility for broad humour," writes the 
paper's critic, "enjoyed a vigorously popular reception on Saturday, during the course of their fifth burlesque, which for 
little enough reason was entitled At the Races. Much of their comedy is of the healthy, obvious type, by which even the 
most sober-minded are moved to laughter, but unfortunately the two take a delight in lightly veiled innuendoes capable 
of a very coarse interpretation. In doing so they are depreciating the standard of wholesome comedy which has 
prevailed at the Bijou for years past" (17 Sept. 1917, 3).  
 Songs introduced into the 1917 return season production included: "Goose-Step Home," "Honey Bunch" and 
"Lovers' Melody." 
1917: Bijou Theatre (Melb); 15-21 Sept. [return season: as At the Racecourse, 8-14 Dec.] 
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; and the  
    Panama Six (including Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 2-8 Mar. [return season: 8-14 June] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
 
 "Bijou Theatre."  ARG: 17 Sept. (1917), 3.      [rnib] 
 "Bijou Theatre."  ARG: 10 Sept. (1917), 8.     [rnib] 
 
 
BELUSHALEN: [revusical]  Txt. Les Williams; Mus. [n/e] 
 Described as both a "Burmese love story" and a "musical playlet." 
1917: Palace Gardens (Bris); 21-27 Sept. [return season: 8-14 Feb.] 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
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THE NEW STENOGRAPHER:  [revusical]  Txt. George Pagden; Mus. [n/e]  
 It is possible that George Pagden drew his inspiration for this revusical on a locally-written musical comedy, 
The Stenographer Girl, first staged at the Brisbane Tivoli in 1915 (see 1915 file for further details). Harry Kitching's 
review in the 19 September 1917 issue of Australian Variety draws attention to the constant demand for new, original 
and different works on a frequent and regular basis was creating a good deal of pressure on local writer/producers. 
Kitching notes, for example, that "each week a new comedy is presented, but this one proved undoubtedly right away 
from the ordinary, being full of good situations, bright lines, good musical numbers, dresses artistic and went without a 
hitch, the artists never missing a line." With the success of each show depending on a good mix of originality and 
professionalism, the writers would have been looking out for inspiration from any available sources to allow as much 
time for pre-production rehearsals. The Australian Variety review notes in this regard that Pagden showed particular 
attention to detail. "Too much praise cannot be given him," writes Kitching, "[the] rehearsals must have been conducted 
in an able manner for the show to go on so well… If this is a sample of his work, the management should keep him up 
to it, for the successes, as this production is what they want, are very hard to get" (n. pag.). Kitching's impression of The 
New Stenographer didn't change when he saw it again the following year, with his review proposing that it was 
"positively the best revue in the Clay repertoire" (26 July 1918, 18) 
1917: Bridge Theatre (Newtown, Syd); 15-21 Sept.    [return season: ca. 20 Oct.] 
 - Dir. George Pagden; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. George Pagden, Kitty Stanley, Max Martin, Amy Rochelle (the new stenographer). 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. 22 Sept. - 4 Oct. 
- Cast and production mostly as for previous Bridge Theatre season. 
- South-West circuit tour returned to Sydney on 3 Oct.  Suburban circuit incl. the opening of Clay's lease at  
   Eden Gardens, Manly (6 Oct.). 
1918: Princess Theatre (Syd); 20-26 July 
 - Dir. George Pagden; Prod. Harry Clay's Bridge Theatre Ltd. 
 - Cast incl. George Pagden, Amy Rochelle, Max Martin, Marshall Crosby, Kitty Stanley, Joe Archer. 
1919: Princess Theatre 29 June - 5 July 
- Dir. George Pagden; Prod. Clay's Bridge Theatre Ltd. 
- Cast incl. Amy Rochelle, George Pagden, Max Martin, Marshall Crosby, Joe Archer, Kitty Stanley. 
1919: Harry Clay's Sydney suburban and south-west NSW circuit; ca. July 
 - Cast and production mostly as for previous Princess Theatre season 
 
 Kitching, Harry. "Harry Clay's Bridge Theatre." AV: 19 Sept. (1917), n. pag. 
 ---   AV: 26 July (1918), 18.     [rnib] 
 Pagden, George. AV: 26 Sept. (1917), n. pag. - Letter.     [rnib] 
 
 
WHARFIES [aka ON THE WHARF, WATERSIDE WORKERS and A DAY AT 
THE WHARF]:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
The Brisbane Courier review of the 1926 Whirlgigs version of Wharfies records: 'A Day at the Wharf… the 
bright revue which held the stage at the Empire Theatre on Saturday night [sees] two wharfies, 'Erb (Jack Kellaway) 
[sic] and Stiffy (Nat Phillips) provide most of the fun. They show that the dodging of work is more difficult than work 
itself, and it brings many sorrows in its train. Stiffy is a wonderful man with a tremendous grip, who would sooner 
squeeze half-crowns into threepenny bits than concentrate on the job at hand - trollying barrels of beer. The droll 
wharfies appear many times - as two time men, as smart guessers in a numbers competition, as the takers of money 
from the bank, and as simple-minded bag carriers who fall beautifully when occasion demands" (22 Nov. 1926, 17). 
1917: Bijou Theatre (Melb); 22-28 Sept. [return season: 15-21 Dec.] 
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
    Panama Six (incl. Rosie Bowie, Dot O'Dea, Phyllis Whisken and Gwen Brandon). 
1918: Empire Theatre (Bris); 9-15 Mar. [return season: 27 July - 1 Aug.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 14-20 June 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 1-7 May [return season: 31 July – 6 Aug.]    
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
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- Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan M.  
    Dunbar, Will Liddle, Lou Harris. 
- NB:  The company undertook a brief regional tour between seasons (the return season began 10 July) and  
   according to the Age engaged several new members (12 July 1920, 8) including Mike Connors and Queenie  
   Paul. See also At the Club (1920) which had its Australian premiere during return season. 
1921: Empire Theatre (Bris); 23-29 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1924: Fullers' Theatre (Syd); 1-7 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Queenie Paul, Mike Connors, Dan M. Dunbar, Peter Brookes, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw; and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 16-22 May     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Radio Six. 
1926: Empire Theatre (Bris); 20-26 Nov.  [as On the Wharf] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
 - Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Queenie Paul, Daisy Merritt, Dan M. Dunbar,  
    Dan Weldon, Irene Vando, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3  
     December 1926). 
1927: Bijou Theatre (Melb); 3-9 Dec. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Les Clements. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Daisy Merritt, Dan M. Dunbar, The Stattler  
    Sisters, Will Kenny Dan Weldon, Alec McKinnon; and the Radio Ballet. 
 - Musicians: Charleston Symphonists (incl. Les Clements). 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
 
E: 12 Nov. (1924), 44.      [rnib] 
"Empire, The." BC: 22 Nov. (1926), 17. 
 
 
THE DOUBLE BEDROOM:  [revusical]  Txt. Bert Desmond; Mus; [n/e]  
 Also known as The Double Bedded Room, Harry Kitching's revue in Australian Variety reports that Bert 
Desmond's "bedroom routine proved a winner, if laughs are to be taken into consideration" (26 Sept. 1917, n. pag.) 
1917: Bridge Theatre (Newtown, Syd); 22-28 Sept.   
- Dir. Bert Desmond; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Bert Desmond, Mattie Jansen, Les Shipp, Jim Gaffney, Phyllis Faye, Eileen Fleury, Mark Erickson,  
    Maurice Chenoweth. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Sept. 
- Cast and production mostly as for previous Bridge Theatre season. 
- Suburban circuit incl. Eden Gardens (13 Oct.) 
 
 Kitching, Harry.  AV: 26 Sept. (1917), n. pag.      [rnib] 
 
 
TWO STRINGS TO HER BOW:  [revusical]  Txt. Tom Haverley; Mus. [n/e] 
 The final production staged during the company's 1917 Majestic Theatre season, Two Strings to Her Bow was 
staged later the same year at the Fuller's other Sydney theatre, the National. The Theatre records that everything in each 
of Haverley's revues centres round him. "The arranging and producing of them are similarly in his hands. Exceptionally 
bright are they all [too], particularly in the dialogue…. A strong feature of the Haverley shows is the colourful, artistic 
dressing of the girls that supply the incidental choruses and dances. In this respect they set a model for other revue-ites 
to live up to." X-Ray, the magazine's "month in vaudeville" editor adds, "And who, by the way, is that charming little 
girl with the smile that never comes off? Some day I hope to catch her - photographically, of course - for the delectation 
of readers of these pages" (Jan. 1918, 38). 
1917: Majestic Theatre (Syd); 22-28 Sept. 
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 - Dir. Tom Haverley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Tom Haverley Revue Company. 
 - Cast incl. Tom Haverley, J. P. O'Neil, Claire Lloyd, Billy Maloney, Walter Jamieson. 
1917: National Amphitheatre (Syd); ca. Dec. 
 - Dir. Tom Haverley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Tom Haverley Revue Company. 
 - Cast incl. Tom Haverley, J. P. O'Neil, Claire Lloyd, Billy Maloney, Walter Jamieson, F. Oaken Brookes,  
    Coral Warner, Edna Seaton. 
 
 X-Ray.  "Month in Vaudeville."  TT: Jan. (1918), 38. 
 
 
MACK'S TROUBLES:   [revusical]  Txt. Lester Brown; Mus; [n/e]  
 Most likely written, or adapted, by recently arrived American producer, Lester Brown, this revusical would have 
possibly included material of a local basis, notably in the comic business of leading Clay artist, Ted Stanley, and in the 
song selection.   
1917: Bridge Theatre (Newtown, Syd); 29 Sept. - 5 Oct.   
- Dir. Lester Brown; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Ted Stanley (Paddy "Rabbits" Clancy), James Caldwell, Ernie Crawford (Ikey), Lulu Eugene,  
    Eileen and Bessie Phillips 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct. 
- Cast and production mostly as for previous Bridge Theatre season. 
 
 
IN A HAREM [aka THE PORTERS]:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [1 character part - Nat Phillips Collection, UQFL9, Box 2] 
 In a Harem (also sometimes billed as Fun in a Harem), sees Stiffy and Mo as porters at a railway station, who 
along with several other characters later find themselves in a Sultan's harem. M. A. Keup, writing in his Just It 
"Vaudeville" column, notes that Phillips based this revusical on "the same theme that inspired Mozart to compose The 
Seraglio," presenting an "old-time impression of a Turkish domestic dovecote" (6 Oct. 1927, 28). This production 
differs somewhat from the usual Nat Phillips one act musical comedy revue in that it is divided into two distinct scenes, 
and contains a slightly larger cast. Furthermore, several members of the troupe who appear in the first scene ("The 
Railway") do not appear in the second ("The Sultan's Harem").  The other characters include Will Aitkins (a crook) and 
Mr Burwood (a smartie), a group of passengers, a sultan (alias Will Atkins) and a chorus of Ladies of the Harem. An 
Argus critic, writing in 1917, suggested that although entitled In a Harem: "the best part was at [the] railway station, 
where the two comedians were on duty. Their ideas on running railways, including the Transcontinental line, would 
certainly prove original in practice" (3 Dec. 1917, 5). 
 The 1922 production incorporated the following songs into the narrative: "The Trippers" (passengers), 
"Goodbye Dixie" (Connelly, O'Brien, Davis, Merton and girls), "Whose Heart is Breaking Now" (Paul and girls), "Any 
Little Baby" (Merton and girls), "Peggy O'Neill" (Connors and Paul), "After You Get" (Connelly and Davis), "Lo the 
Dawn is Breaking" (ladies), "Shindie Arroon" (Paul and ladies), "The Older They Get" (Connors and ladies), and the 
finale "Back to Sydney" (company).  For his 1926 Stiffy and 'Erb version (as The Porters), Phillips introduced such 
songs as: "Wake Yourself Up" (opening chorus - the passengers), "Just Around the Corner" and "They Call it Dancing" 
(Queenie Paul), "Tramp," "Brown's Funeral" and "Get One Yourself" (Mike Connors), and "A Bouquet" (a scena with 
Connors, Paul and ballet). 
1917: Bijou Theatre (Melb); 29 Sept. - 5 Oct.      [return season: as Fun in a Harem, 1-7 Dec.] 
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Horace Mann (The Sultan), Daisy Merritt (Mrs Atkins),  
    Caddy Franks (Fatima), Dan M. Dunbar (Dick Mansfield), Peter Brooks (Jack Burns), Belle Pollard (Violet),  
    Walter Jackson [aka Walter Whyte] (Fred Terry), Cliff O'Keefe (Joe Johns), Vince Courtney (Goe Banus),  
    Eva Courtney, Dot O'Dea, Linda Klume, Phyllis Whisken, Olive Thompson, Olga Pietriche, Rosie Bowie,  
    Rene Redfern, Gwen Brandon, Doris 'Dot' Davis [aka Mrs Roy Rene]. 
 -  NB: Rosie Bowie, Phyllis Whisken and Gwen Brandon were long-serving members of the Stiffy and Mo  
    chorus - billed in 1917 as the Panama Six. 
1918: Empire Theatre (Bris); 16-22 Mar. [return season: 20-26 July] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
   Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 21-27 June   [return season: 13-19 Sept.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
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1920: Bijou Theatre (Melb); 3-9 Apr. [return season: 24-30 July]   
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan M.  
   Dunbar, Will Liddle, Lou Harris. 
- NB:  The company undertook a brief regional tour between seasons, with the return season beginning 10 July.  
   The Age also notes that "the supporting company has been very much improved" (12 July 1920, 8). Mike  
   Connors and Queenie Paul joined the troupe at this time. See also At the Club (1920) which had its Australian  
    premiere during return season. 
1921: Empire Theatre (Bris); 25 June - 2 July 
  - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Lola Hunt, Belle Pollard, Gerald Cashman, Walter Jackson [aka Walter  
    Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); 6-12 May 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Will Atkins/the Sultan), Gladys Shaw (Mrs Atkins), Mike  
    Connors (Mr Burwood), Queenie Paul (The Sultan's Favourite Wife), Keith Connelly (Mr Stanmore), Dot  
    Davis [aka Mrs Roy Rene] (Miss Suburbia), Ida Merton (Miss Outskirts), Doc O'Brien (Mr Ashfield/Mocca),  
    with Gwen Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken (Ladies of  
    the Harem). 
1926: Empire Theatre (Bris); 23-29 Oct.  [as The Porters] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
 - Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Queenie Paul (Fatima), Daisy Merritt, Dan  
    Dunbar (the Sultan), Alec Kellaway (the Rajah), Dan Weldon, Irene Vando, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet), and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3  
     December 1926). 
1927: Fullers' Theatre (Syd); 21-27 June  [return season: 1-7 Oct.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; S Mngr. Dan M. Dunbar. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Harry Ross, Sadie Gale, Daisy Merritt, Statler Sisters, Alec  
    Kellaway, Jack Kellaway, the Radio Girls. 
- The October revival did not include Alec Kellaway in the cast. New members were Dan M. Dunbar, Phyllis  
   Du Barry and Claude Holland. 
- Musicians: Charleston Symphony Jazz Band. 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
 
ARG: 29 Sept. (1917), 24.  Advert. 
"Bijou Theatre."  ARG: 3 Dec. (1917), 5.      [rnib] 
"Bright Revue at Empire."  BC: 25 Oct. (1926), 19. 
FN: 6 May (1922), 8. Advert. 
Keup, M. A. "Vaudeville."  JI: 6 Oct. (1927), 28. 
 
 
THE RIVALS:  [revusical]  Txt. Wal Cottier; Mus. [n/e] 
1917: Les James NSW South Coast circuit; ca. Sept/Oct. 
 - Prod/Dir. Les James; Mngr. Wal Cottier; Cost. The Mascots. 
 - Cast incl. Les James, Wal Cottier, Dave Warne, Stewart and Lorraine, Ruby Aldous, Daisy Dutton, Smith  
    Sisters. 
- Musician: Madeleine St Clair. 
 
 
SEASIDE FROLICS: [revusical]  Txt/Mus. [n/e] 
 Described as a musical comedietta. It is not yet clear whether this revusical has any relationship with another, 
similarly titled Walter George Smart Set production, By the Silvery Sea (1918). 
1917: Palace Gardens (Bris); 5-11 Oct. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
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MANICURE, SIR?: [aka THE BEAUTUY PARLOUR] [revusical] Txt. Nat Phillips; Mus.  
 [n/e] 
 This one act musical comedy revue, which was sometimes billed as The Beauty Parlour,  sees Stiffy and Mo in 
the roles of buyers visiting a beauty parlour owned by Helen Summer and her husband, Harry. Other characters include: 
Helen's uncle, Major Pinetree, George (a customer), Mrs De Vere (a widow), Dr Burgess, Mary (a maid), Florence (a 
friend of Helen's) and a group of friends and visitors.  
The same beauty parlour setting and several of the characters in Manicure, Sir? are also in Phillips' first-ever 
Stiffy and Mo revusical What Oh Tonight (1916). The characters appearing in both productions are: Stiffy, Mo, Helen, 
Uncle, Mrs De'Vere and Mary. One of the characters in Manicure, Sir?, Major Pinetree, shares a similar name to a 
character introduced in another revusical, Yes We Don't (this being Colonel Pinetree).  
 According to the Argus's review of the 1917 Bijou Theatre (Melb) debut, "the extraordinary diversions of a 
suburban rabbit-hawker and a Hebrew investor in a "beauty parlour" were at times cleverly conceived, and on several 
occasions contained all the elements of a really humorous situation. The success of this piece was due to the energy and 
originality of to experienced comedians, who carried the burden of a somewhat top-heavy construction of ballet, chorus 
and incidental humour. Much of the low-grade comedy which offends every canon of good taste, and at times goes well 
beyond  the limit of tolerance, emanates from 'Mo' though unfortunately he is only too well seconded by his ally" 
(ARG: 8 Oct. 1917, 9). 
The "musical treatments" in the 1922 production of Manicure, Sir? were "Beauty" (sung by the girls and 
customers), "Tennessee" (Connors and Paul), "Maggie Dooley" (Phillips, Rene and Shaw), "Got to get Busy" (Connelly 
and girls), "Cute Way of Their Own" (Merton and girls), "Uncle Joe" (Connors and company), "Excelsior" (Connelly 
and Shaw), "Wonder" (Paul and girls), "Make Believe" (Connors), "Marie" (Phillips and Davis), "Wonderful Girl" 
(O'Brien and girls) and the finale "Sold" (company). 
 [NB: It is not clear if there is any relationship between this Nat Phillips production and a sketch titled The Beauty Parlour (author unknown) 
first known to have been staged in Australia at the Tivoli Theatre in November 1917. That production which starred Maria King Scott (as the 
customer) and Vera Pearce (in charge of the parlour), saw Mabelle Morgan  score big laughs as the half-dressed woman who in view of the audience 
is left to roast in one of the grilling-chambers. Interestingly, the Theatre's critic publicly asks Tivoli boss, High D, McIntosh, why the author of this 
"classic" piece of fun was not mentioned in the programme. See TT: Dec. 1917, 47 for further details] 
1917: Bijou Theatre (Melb); 6-12 Oct. [as In a Beauty Parlour] 
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
    Panama Six (incl. Rosie Bowie, Phyllis Whisken, Dot O'Dea and Gwen Brandon).  
1918: Empire Theatre (Bris); 23-29 Mar.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
   Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 19-25 July [as The Beauty Parlour] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 15-21 May [as The Beauty Parlour]     
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 3-9 Sept. [as In a Manicure Parlour] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); 29 Apr. - 5 May 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors (Harry Summer), Queenie Paul (Helen Summer), Dan M.  
    Dunbar (Major Pinetree), Gladys Shaw (Mary), Keith Connelly (Dr Burgess), Dot Davis [aka Mrs Roy Rene]  
    (Florence), Ida Merton (Mrs De Vere), Doc O'Brien (George), with Gwen Brandon, Rosie Bowie, Thelma  
    Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken (friends and visitors). 
 
 "Bijou Theatre."  ARG: 8 Oct. (1917), 9.       [rnib] 
 FN: 29 Apr. (1922), 12.  Advert. 
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OH YOU GIRLS: [revusical]  Txt. Lester Brown; Mus. [n/e]  
 Also referred to as Oh You Girlies!. Harry Kitching's review in Australian Variety suggested that although well 
received by the audience, "the girls have very little to do and a few more musical numbers could be introduced" ° 
1917: Bridge Theatre (Newtown, Syd); 6-12 Oct.    
 - Dir. Lester Brown; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel.  
- Cast incl. Joe Rox, Wal Rockley, Ida Merton, Eileen Fleury, Barry Hitching. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct. 
 - Cast and production mostly as for previous Bridge Theatre season 
 
 
IN YOKOHAMA: [musical scena]  Txt/Mus. [n/e] 
 The first known staging of In Yokohama is the one produced in Brisbane by the Smart Set Company (Oct. 
1917). Described as an "entirely new and original Japanese scena" (BC: 12 Oct. 1917, 2), it was presented as a second 
half entertainment in the manner of the revusical. The Brisbane Courier theatre critic described the entertainment thus: 
"Dainty stage effects were secured in the second half by a Japanese kiosk setting, with coloured lanterns waving to and 
fro, and tea girls flitting around attired in pretty geisha robes. Into this Oriental setting strode four dapper British naval 
officers, and love affairs with the geishas led to harmonious duets and lively dances… "Cherry Blossom Time in Japan" 
was a tuneful number as also was "A Japanese Love Song" (13 Oct. 1917, 14).  
 The public interest in these Oriental scenas is evidenced by the fact that a number were staged in around 
Australia between 1915 and 1918. In Brisbane during 1917, for example, the Dandies, under the management of John 
N. McCallum, had previously staged In China Town at the Cremorne Theatre (13 Apr.); while McCallum's Courtiers 
company staged a similar version of the "fascinating Chinese Scene" in early September in 1917. Other Oriental 
revusicals known to have been staged in the Queensland capital during 1918 were: Walter George's revival of the 1915 
revusical In Sunny Japan (1915) as a scena (11 Jan.); two unnamed productions, one in February (1-7) and the other 
March (8-14); and three Hugh Huxham scenas - In Fair Japan (20-26 Sept.); Asia Minor (11-17 Oct.) and My Little 
Chinee Girl in China (28 Nov. - 5 Dec.).  
[NB: It is not clear whether there is a relationship between In Yokohama and any of the revusicals referred to above, or with  several other 
Oriental productions known to have been staged by Australian companies, notably two by Elton Black Oh Yokohama and In Tokyo (both first staged 
in 1916). Delyse Ryan (2005) has suggested that with set pieces available from previous productions, it is likely that a deliberating factor in staging 
similar scenas at Brisbane's Cremorne Theatre, for example, was the reduction in costs through the re-use of these materials. Whether the narratives 
were similar is uncertain] 
1917: Palace Gardens (Bris); 12-18 Oct.  
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor, Robert Roper, Lalla  
    Knight, Gordon Jago. 
 - Musicians:  Bijou Orchestra. 
 
 "Smart Set, The."  BC: 13 Oct. (1917), 14. 
 
 
THE PAINTERS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 "Stiffy and Mo in The Painters fought a long middleweight championship, which ran into many rounds against 
Mr Biff, an irascible husband whose wife, along with others, confided her troubles to the audience. Some excellent 
dancing numbers were introduced, including several concerted items of step dancing, and a comic effort by Stiffy and 
Mo. Amongst other good songs in the piece was a fine rendering of 'Parted' by Belle Pollard and Walter Jackson" (BC: 
3 Oct. 1921, 4). 
1917: Bijou Theatre (Melb); 13-19 Oct.    
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; and the Panama Six (incl.  
    Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 20-26 Apr. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 23-29 Aug.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
______________________________ 
 
° The date of this review is unclear, as the citation details have been lost. The most likely dates are either 12 or 19 Oct. 1917 
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1921: Empire Theatre (Bris); 1-7 Oct. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
 
 "Empire, The."  BC: 3 Oct. (1921), 4.     
 
 
THE MERRY BANDITS: [revusical]  Txt/Mus. [n/e] 
 Described as a "musical scena." 
1917: Palace Gardens (Bris); 19-25 Oct. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 
WINNING TATTS:  [revusical]  Txt. W. B. Brown; Mus. [n/e]  
 Possibly adapted from, based around, or influenced by, the 1911 Australian silent movie, A Ticket in Tatts. 
Directed by Gaston Mervale (from a screenplay by P. W. Marony) for the Australian Life Biograph Company, the film's 
story concerns a penniless and unemployed wastrel who wins a lottery and spends his fortune on alcohol and race-track 
gambling.   
 Harry Kitching writes of this production, "Winning Tatts was not quite up to the standard; plot was rather weak, 
the company in some cases could have been stronger, and has a long way to go yet before a success like previous revues 
is experienced" ("Harry Clay's, Newtown" n. pag.).°  
[NB: There is no relationship between the Mervale film and F. W. Thring's 1934 film of the same name (starring George Wallace)] 
1917: Bridge Theatre (Newtown, Syd); 13-19 Oct.    
 - Dir. Lester Brown; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Joe Archer, Art Slavin, Nat Hanley, Maurice Chenoweth, Lily Thompson, Alice Walton, Nellie and  
    Lily Alroy, Alice Manton, George Crotty (commencing South-West circuit). 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct/Nov. 
 - Cast and production mostly as for previous Bridge Theatre season 
 
 
SHOPWALKERS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript extract - Nat Phillips Collection, UQFL9, Box 3] 
 Possibly influenced by the Charlie Chaplin film, The Shopwalker, which was being screened in Australia in 
early 1918, this one act musical comedy sees Stiffy and Mo as a pair of shopwalkers who raise all matter of strife and 
hilarity. Other characters are Mr Bracks (the Boss), Mr Snub (Head Shopwalker), Willie (an assistant), Mr Scoggs (the 
union rep), Miss Smiff (a buyer), Miss Serang (a shopper), Miss Schute (a soft drink fiend), and a chorus of shopgirls.  
 A review of the 1927 Whirlgig company version indicates that that production involved "a walking delegate and 
the theft of a diamond bangle" as incidents that interrupted the otherwise dull routine of the department store. The real 
thrill according to the Brisbane Courier theatre critic was when a "lady customer, who had dominated her husband all 
her life, was supplied with some mild refreshment, with a 'bite' in it that induced a whirl of soft but embarrassing 
memories" (24 Jan. 1927, 16). 
 The 1922 production's "musical remnants" were: "Fair, Fair, Fair" (shopmen and girls), "Syncopated Walk" 
(Connors and company), "You Can't Fool Around" (Connolly and girls), "Tucky Home" (Connors and Paul), "Smiles at 
Me" (Davis and girls), "Norway" (Paul and girls), "A Smile is a Tear" (Connors), "Sure Sign" (Shaw and girls) and the 
finale "Remnants" (company). The 1927 Stiffy and Erb (Whirlgig) production included the song "Marie," performed by 
Dorothy Manning and Nat Phillips.  
1917: Bijou Theatre (Melb); 20-26 Oct.   
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; and the  
    Panama Six (incl. Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 13-19 Apr. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
_________________________________ 
 
° The date of this review is also unclear, but most likely either 12 or 19 Oct. 1917. 
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1919: Fullers' Theatre (Syd); 2-8 Aug.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 5-11 June     
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 27 Aug. - 2 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 1-7 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Mr Scroggs, from the union), Dot Davis [aka Mrs Roy  
    Rene] (Miss Shute, a soft drink fiend), Queenie Paul (Miss Serang, a shopper), Mike Connors (Mr Snub, the  
    head shopwalker), Keith Connelly (Mr Brackis, the boss), Doc O'Brien (Willie, an Assistant), Gladys Shaw  
    (Miss Smith, a shopper), with Rosie Bowie, Gwen Brandon, Thelma Duff, Flo Wilson, Marie McLaughlin,  
    Phyllis Whisken (shopgirls). 
1924: Fullers' Theatre (Syd); 18-22 Oct. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw, the Six Radio Girls. 
1925: Bijou Theatre (Melb); 18-24 Apr.     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
1927: Empire Theatre (Bris); 22-28 Jan.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway (Erb), Daisy Merritt, Dan M. Dunbar, Harry Cash, Hilda Laurence, Dan  
   Weldon, Dorothy Manning, May Laurence, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet), and Mr Lewis. 
 -  The Shopwalkers was staged as a first part entertainment with another revusical, The Wedding Party, 
    presented as the second half of the programme. 
 
NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising. May Laurence's surname  
    is sometimes spelled Lawrence (her Christian name is also known to have been billed as Mary). 
 
"Empire Theatre."  BC: 24 Jan. (1927), 16. 
FN: 1 July (1922), 8. 
 
 
FLYING HIGH:  [revusical]  Txt. Lester Brown; Mus; [n/e]  
 Most likely written, or adapted, by recently arrived American producer, Lester Brown, with additional material 
supplied by the performers, notably George Pagden, this revusical would also have included localised material.   
1917: Bridge Theatre (Newtown, Syd); 20-26 Oct.   
- Dir. Lester Brown; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. George Pagden, Amy Rochelle, Doris Stewart, Max Martin, Charles Waite, Maisie Posner, Kitty  
    Stanley and Ward Lear (who had just joined the company). 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct/Nov. 
- Cast and production mostly as for previous Bridge Theatre season. 
- Suburban circuit incl. Coliseum Theatre, North Sydney (ca. 10 Nov.). 
 
AV: 16 Nov. (1917), n. pag.      [rnib] 
 
 
THE BLACKSMITH'S WEDDING: [revusical]  Txt/Mus. [n/e] 
Described as a "musical sketch."  
1917: Palace Gardens (Bris); 26 Oct. - 1 Nov. 
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 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
1918: Palace Gardens (Bris); 22 Feb. - 9 Mar.   [return season: 11-14 Mar.] 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 - This 1918 production of The Blacksmith's Wedding was part of Walter George's 1917/18 season (see above),  
    and is therefore effectively a return season staging. 
 
 
POLICEMEN: [aka THE POLICE and AT THE POLICE STRIKE]   [revusical]  Txt. Nat  
 Phillips; Mus. [n/e] 
#  FHC, n. yr.  [4 character parts - Nat Phillips Collection, UQFL9, Box 2] 
 Stiffy and Mo are a pair of coppers in this one act musical comedy. The other characters are: an Inspector, a sub, 
a murderess, Dr Bean, Tom Jones, Cora (engaged to the 'Spec'), Miss Mora (a school teacher) and a group of school 
girls. The character parts held in the Nat Phillips Collection, Fryer Library (University of Queensland) are those of 
Keith, The Inspector, Paul, and Lula. The 1921 Brisbane Courier review records that "the company kept the audience 
laughing. Their satirical characterisations were so farcical as to rob them of all but the most amusing interests. Mo and 
Stiffy as the 'Coppers' were irrepressible, while the costuming of the 'school girls' was bright and attractive" (4). 
 The 1926 Stiffy and 'Erb season in Brisbane saw Phillips and Jack Kellaway as Copper 00 (Stiffy) and Copper 
II ('Erb). The Brisbane Courier's theatre critics writes of the show : 'the piece turned out on Saturday to be one of the 
drollest that has been seen at the Albert Street house for many a day. The revue is, of course, frankly burlesque. Such 
'coppers' do not exist off the stage, with such absolute lack of sense of responsibility. The action opens with a school 
scene. The children are at play when a police inspector arrives, announces that the police station has been burnt down, 
and that the force is taking over the school premises as temporary quarters. The scholars, therefore, are to have an 
indefinite holiday. Immediately after this the 'force' arrives consisting of the two 'coppers.' They go through a certain 
amount of drill, and play all sorts of tricks, but their chief characteristic seems to be a blindness to the dignity of the 
uniform when worn by their superior officer (Mike Connors). A little later they get down to business by making an 
arrest, but real trouble looms ahead when the detective (Dan M. Dunbar) learns that a jeweller's shop had been broken 
into on the previous night, that it was on Copper 00's beat and that though the stalwart constable was due at the spot at 
the time of the occurrence he knew nothing of it. This, with scenes on the beat, provides material for plenty of nonsense. 
Saturday's audience immensely enjoyed themselves. The revue ends with a court scene, with Stiffy as the judge, Mike 
Connors as 'Mr Slawford,' Jack Kellaway as 'Mr M'Grab,' a very curious associate; the Radio Six as the jury; Queenie 
Paul as a shoplifter, Dan Weldon as a bigamist, Dan Dunbar as a Bolshevist, and Daisy Merritt, Elsie Hocking and the 
Charleston band all charged with behaving riotously (8 Nov. 1926, 15).  
 The "musical charges" for the 1922 production were: "School Days" (school girls), "One Horse Town" (Davis 
and girls), "The Police" (Rene and Phillips), "Wabash Blues" (Connors and girls), "Dixie" (Connelly, O'Brien and 
girls), "Painted Doll" (Paul), "Man in the Moon" (Connelly and girls), "Mammy" (Connors and Paul), "Old Nantucket" 
(Davis and girls), "Tomorrow Morning" (Shaw and girls) and "Arrested" (the Coppers). For the 1925 Bijou Theatre 
production (billed as At the Police Strike) Phillips incorporated such songs as: "Don't Mind the Rain" (Queenie Paul) 
and  "Sally, Come Home" (Mike Connors). Songs performed during the 1926 Stiffy and 'Erb production included: 
"Gypsy Smiles" (Queenie Paul) and "Safety First" (Mike Connors).  
 [NB: Although it was not uncommon for the Stiffy and Mo revusicals to be presented under variant titles over the years (sometimes this 
even occurred when a show was staged twice in season) the difference was usually minor. The 1925 Bijou Theatre production in which the pair play a 
couple of policemen was billed as At the Police Strike, a title which appears to suggest a quite different scenario to the one described above.  The 
inclusion of the character Dr Bean in this production suggest, however, that it is the same show as Policemen/The Police - see A: 6 Apr. 1925, 12] 
1917: Bijou Theatre (Melb); 27 Oct. - 2 Nov.    
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
    Panama Six (including Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 27 Apr. - 3 May   
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 9-15 Aug.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
    [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
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1920: Bijou Theatre (Melb); 22-28 May      
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd.  
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan M.  
    Dunbar, Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 13-19 Aug. [as The Police] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 15-21 July   [as The Police] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (The Sub), Dot Davis [aka Mrs Roy Rene] (Miss Mora, a  
    school teacher), Queenie Paul (Cora, engaged to the Spec.), Mike Connors (The Inspector), Keith Connelly  
    (Dr Bean), Gladys Shaw (the Murderess), Doc O'Brien (Tom Jones), with Rosie Bowie, Gwen Brandon,  
    Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken (school girls). 
1925: Bijou Theatre (Melb); 4-10 Apr.  [as At the Police Strike]   
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Keith Connolly (Dr Bean), Gladys Shaw, Rene Albert, David Lyle; and the Dandy Six. 
1926: Empire Theatre (Bris); 6-12 Nov.  [as The Police] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Queenie Paul, Daisy Merritt, Dan M. Dunbar,  
   Dan Weldon, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3  
     December 1926). 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
 
"Empire, The."  BC: 15 Aug. (1921), 4.    
FN: 15 July (1922). 2.  Advert. 
"Police at the Empire, The."  BC: 8 Nov. (1926), 15.    
 
 
LOVELY LOVEJOY: [revusical]  Txt/Mus; [n/e]  
 The revue, Lovely Lovejoy, has far too much talking in it," records Australian Variety. It "should be cut down by  
half and more good musical numbers introduced. The comedy is crude and unless it is built up more, cannot hope for  
success" (2 Nov. 1917, n. pag.) 
1917: Bridge Theatre (Newtown, Syd); 27 Oct. - 2 Nov.  
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
 - Cast incl. Maurice Chenoweth. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct/Nov. 
- Cast and production mostly as for previous Bridge Theatre season. 
- Suburban circuit incl. Coliseum Theatre, North Sydney (ca. 10 Nov.) 
 
 
LEND ME A WIFE:  [revusical]  Txt/Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct.   
 - Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Cast incl. Ted Stanley, Joe Charles, Lulu Eugene, Emili Dani, Eileen and Bessie Phillips, Ern Crawford,  
    James Caldwell. 
 
 
PUSH THE BELL: [revusical]  Txt. Victor Prince; Mus. [n/e] 
 Set in a hotel, Victor Prince plays the bellboy, Billie Push, with Charles Zollie [sic] as Dago and Roy Herbert as 
"Roscius Busking, an elderly, down-at-the-heels, strutting tragedian of the old school" (TT: Nov. 1917, 33). 
1917: Majestic Theatre (Syd); ca. Oct. 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd. 
 - Troupe: Victor Prince Revusical Comedy Company. 
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 - Cast incl. Victor Prince (Billie Push), Charles Zoli (Dago), Roy Herbert (Roscius Busking), Yorke Gray. 
 
X-Ray.  "Month in Vaudeville."  TT: Nov. (1917), 32.      [rnib] 
 
 
FUN IN A MUSIC SHOP:  [revusical]  Txt/Mus. [n/e] 
 A similarly titled revusical, Fun in a Tea Shop was staged by the Courtiers during the week 23-29 Nov. 
1917: Cremorne Theatre (Bris); 2-8 Nov.  
 - Dir. Arthur Helmsley; Prod. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: John McCallum's Courtiers. 
 - Cast incl. Elsa May [Brull], Arthur Helmsley, Leslie Holmes, George Edwards, Linda Dale, Rosie Parkes. 
 
 
WAITERS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript extract - Nat Phillips Collection, UQFL9, Box 3] 
 Stiffy and Mo are two comic waiters, with other characters being the newly weds, Marie and Harry, Mrs 
Lovecast (who is looking for a second husband), Mrs Cash (who runs the hotel), and two villains, Humphrey and 
Snorky. The 1921 Brisbane Courier review records that the plot centre round the efforts of the villains to kidnap the 
bride. Their plans are foiled, however, by the two waiters (4). The same paper's 1926 review of Phillips' Whirligig 
company production similarly notes that Stiffy and Erb are "called upon to host two kidnappers with their own petard. 
Aubrey (Dan Dunbar) and Dick Marsden (Dan Weldon), as the two schemers, sought to enlist the aid of the two ragtime 
waiters at the Grand Hotel in their scheme to kidnap an heiress. The revue had a surprising climax" (20 Dec. 1926, 9). A 
Sydney Morning Herald report on the 1919 Fullers Theatre (Syd) season also records: "The principal attraction was the 
tabloid musical comedy revue by Nat Phillips entitled The waiters, the scrap-like story of which had something to do 
with the abduction of the heroine for the Shah's harem by Horace Mann and Dan M. Dunbar, melodramatic villains of 
the frock-coated variety. Stiffy (Mr Phillips) and his humorous Hebrew confederate Mo (Roy Rene) supplied the fun of 
the place in checkmating these well-dressed ruffians, and their somewhat incoherent dialogue, comic business and 
glorious incompetency [sic] as waiters at Mrs Stibbs summer hotel, kept the audience in roars of laughter. Daisy Merritt 
bustled about despairingly as the bewildered landlady, and Amy Rochelle's fine and full-toned voice won deserved 
applause for songs which she was tactfully accompanied by an orchestra under Mr Hamilton Webber's direction. Choral 
numbers and changes of costume were duly appreciated" (19 May 1919, 7). 
 In the 1922 production the villains were Mike Connors (Humphrey Ward) and Dan M. Dunbar (Snorky).  One 
scene from that production involves the chorus, dressed in black and white suits ornamented with staves of music, 
dancing to Mike Connor's vocal number "Minstrel Band." The "musical dishes" from this production were: the opening 
chorus "Dancing Merrily," "Smiling" (performed by Connelly and Davis), "I Should Worry" (Paul and company), "Just 
Because it's You" (Davis and girls - solo Bowie), "Wondering" (Connors and Paul), "Baby Smiles" (Paul and girls), 
"On the Promenade" (Shaw and girls), "Parisian" (Connelly and girls) and the finale "Supper is Served" (company). The 
1926 Stiffy and Erb production comprised such songs as: "Dancing Merrily" (chorus - waitresses and boarders), 
"Mulligan's Picture Show" (Phillips, Jack Kellaway and Merritt), "I Should Worry" (Manning), "What Do You Say?" 
(Power and Radio Six), "Haunting Waltz" (Laurence and Radio Six), "Sarah" (Jack Kellaway and Radio Six), "Rosie's 
Sister" (Weldon and Radio Six). 
The manuscript extract held in the Nat Phillips Collection (Fryer Library) is that used for productions staged 
around 1918/19. 
[NB: Another Nat Phillips' revusical, The Wedding Party (1926) also sees Stiffy appear as a waiter, alongside his mate 'Erb (Jack 
Kellaway). The two productions appear to be based on different plots, however, and therefore are unlikely to be related.] 
1917: Bijou Theatre (Melb); 3-9 Nov. 
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
    Panama Six (including Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon) and the Wattle Four. 
1918: Empire Theatre (Bris); 2-8 Feb. [return season: 25-31 May]  
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
   Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 17-23 May [return season: 30 Aug. - 5 Sept.] 
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan Dunbar. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 10-16 Apr. [return season: 7-13 Aug.]   
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan M.  
    Dunbar, Will Liddle, Lou Harris. 
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 - NB:  The company undertook a brief regional tour between seasons, with the return season beginning 10 July.  
    The Age also notes that "the supporting company has been very much improved" (12 July 1920, 8). Mike  
    Connors and Queenie Paul joined the troupe at this time. See also At the Club (1920) which had its Australian  
    premiere during the return season. 
1921: Empire Theatre (Bris); 9-15 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres  Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); 13-19 May 
- Dir. Nat Phillips; Prod. Fullers' Theatres  Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George  
   C. Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors (Humphrey Ward, a bad man), Dan M. Dunbar (Snorky, his  
    mate), Dot Davis [aka Mrs Roy Rene] (Marie, just married), Keith Connelly (Harry, her husband),  Queenie  
    Paul (Mrs Lovelast, looking for No 2), Gladys Shaw (Mrs Cash, runs the hotel), and the Radio Six (Gwen  
    Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken as waitresses). 
1924: Fullers' Theatre (Syd); 23 Oct. - 1 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw; and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 2-8 May     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
1926: Empire Theatre (Bris); 18-24 Dec.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway ('Erb), Daisy Merritt (the landlady), Dan M. Dunbar (Aubrey), Dan  
   Weldon (Dick Marsden), May Laurence (Mrs Newlywed), Frank Wilson (Mr Newlywed), Dorothy Manning  
   (Erazor Gellette), Polly Power (May Eater); and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
1927: Fullers' Theatre (Syd); 3-9 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Harry Ross, Sadie Gale, Daisy Merritt, Statler Sisters, Dan  
    M. Dunbar, Jack Kellaway, Claude Holland, the Radio Girls. 
- Musicians: Charleston Symphony Jazz Band. 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising. May Laurence's surname  
    is also sometimes spelled Lawrence. 
 
"Bright Show at the Empire." BC: 20 Dec. (1926), 9. 
"Empire, The."  TBRS: 3 Feb. (1918), 6. 
"Empire Theatre."  BC: 4 Feb. (1918), n. pag. 
"Empire Theatre."  BC: 11 July (1921), 4. 
FN: 13 May (1922), 7. 
"Fullers' New Theatre."  SMH: 19 May (1919), 7. 
 
 
SADIE THE GIRL FROM  THE USA [aka SADIE; OR, THE AMERICAN 
MILLIONAIRESS]: [revusical]  Txt. Les Williams;  Mus. [n/e] 
 Described in the Brisbane Courier in 1917 as "a new and original revue comedy" and "dainty comedy revue 
arrangement" with a "bright little plot… filled with "mirth, song and dance" (10 Nov. 1917, 7). The same paper, two 
years later, recorded that the scene was "laid in Brisbane, where an American heiress en tour with her father, cousin and 
chaperon, is discovered busily engaged in devising ways and means of stalling off the attentions of fortune hunters. 
With this end in view she persuades her cousin to impersonate her and some extremely laughable situations arise from 
the ardent attentions of various" of various men… much to the embarrassment of the lady. In the end she is united with 
the younger brother of the English 'titled gentleman' who has been pursuing the heiress (and her dollars) with 
unremitting attention (13). 
1917: Palace Gardens (Bris); 9-15 Nov. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
- Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
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- Musicians:  Bijou Orchestra. 
1918: Palace Gardens (Bris); 15-21 Mar.  
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 - This 1918 production of The Girl from the USA was part of Walter George's 1917/18 season (see above), and  
    was therefore a revival. The season ended following the 21 Mar. owing to the illness of Walter George. 
1921: Fullers Theatre (Syd), Fullers; ca. Nov. [as Sadie] 
 - Dir. Walter George; Prod. Fullers Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Hylda Shannon, Georgie Martin, Harry Ross,  
   Percy McKay, Polly McLaren. 
1921: Empire Theatre (Bris); 31 Dec. 1921 - 6 Jan. [as Sadie; Or, The American Millionairess] 
 - Dir. Walter George; Prod. Fullers Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Georgie Martin, Harry Ross, Hylda Shannon, Barry Hitching, Dulcie Milner, Frank  
    Haining, Reg Hawthorne, George Storey (a detective). 
 
"Music and Drama."  BC: 31 Dec. (1921), 13. 
"Smart Set, The."  BC: 10 Nov. 1917, 7.       [rnib] 
 
 
IN THE ARMY: [aka TWO STRIPES and SOLDIERS] [revusical]  Txt. Nat Phillips;  
 Mus. incl. Nat Phillips 
#  FHC, n. yr.  [manuscript extract - Nat Phillips Collection, UQFL9, Box 1] 
 Also known as either Soldiers or Two Stripes,  this one act musical review from Nat Phillips sees his alter ego, 
Stiffy, and co-conspirator in mirth, Mo (Roy Rene) as orderlies assigned to American army captains, Fred and Harry. 
The other characters are: Miss Summerville (Harry's Aunt), Phoebe (her niece), Miss Jones (a friend of Phoebe) and 
Claude Jones (her brother). 
 The "musical dispatches" presented during the 1922 production were: "India Again" (Connelly and girls), "April 
Showers" (Paul and girls), Nat Phillips' composition "Palestine" (sung by Roy Rene), "Welcome Home" (chorus), 
"Night of Love" (Davis and girls), "Any Girl from Anywhere" (Connelly and girls), "Typical Tipperary" (Connors and 
girls), "Swanee River Moon" (Connors and Paul), "Smiling When You're Crying" (Davis and girls) and the finale 
"Scalped" (the Indians). 
1917: Bijou Theatre (Melb); 10-16 Nov. [as Two Stripes] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy, Capt. Harry's Orderly), Roy Rene (Mo Capt. Fred's Orderly), Daisy Merritt,  
    Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks, Belle Pollard, Walter Jackson [aka Walter  
    Whyte], Cliff O'Keefe, Vince Courtney; with the Panama Six (including Rosie Bowie, Phyllis Whisken, Dot  
    O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 9-15 Feb. [as Two Stripes,  return season: 22-28 June as Soldiers]  
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
   Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 7-13 June [return season: 20-26 Sept.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
- Cast incl. Nat Phillips , Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter  
   Jackson [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 24-30 Apr. [return season: 17-23 July] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt (Amelia Summerville), Dan M. Dunbar (Captain Harry), Will  
   Liddle, Lou Harris. 
- NB:  The company undertook a brief regional tour between seasons, with the return season beginning 10 July.  
   The Age also notes that "the supporting company has been very much improved" (12 July 1920, 8). Mike  
   Connors and Queenie Paul joined the troupe at this time. See also At the Club (1920) which had its Australian  
   premiere during the return season. 
1921: Empire Theatre (Bris); 16-22 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
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- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt (Amelia Summerville), Dan M. Dunbar (Captain Harry), Lola  
    Hunt, Belle Pollard, Gerald Cashman, Walter Jackson, Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 27 May - 2 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Capt. Fred, US Army), Mike Connors (Capt. Harry, US  
    Army), Gladys Shaw (Miss Amelia Summerville, Harry's aunt), Queenie Paul (Phoebe Bright, her niece), Dot  
    Davis [aka Mrs Roy Rene] (Miss Jones, her friend), Keith Connelly (Claude Jones, her brother), with Gwen  
    Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken (visitors and friends). 
1925: Bijou Theatre (Melb); 16-22 May     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Capt. Fred), Queenie Paul, Mike Connors (Capt. Harry),  
    Dot Davis [aka Mrs Roy Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and  the Dandy Six. 
 -  The Age critic reports that there was a lack of freshness in some of [Phillips and Rene's] gags and jokes, but  
    [that they were still] very popular with the audience" (18 May 1925, 11). 
1927: Fullers' Theatre (Syd); 11-17 June    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Jack Kellaway, Alec Davidson, Sadie Gale,  
    Amy Rochelle, Harry Ross, Statler Sisters, the Six Radio Girls. 
- Musicians: Charleston Symphony Jazz Band. 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
 
"Empire, The."  TBRS: 10 Feb. (1918), 6. 
"Empire, The."  TBRS: 18 July (1921), 4. 
FN: 28 May (1922), 8.  Advert. 
 
 
ARIZONA: [revusical]  Txt/Mus. [n/e] 
 Described as a musical sketch with a cowboy and Indian setting, which introduced numerous pleasing melodies, 
Arizona was advertised as being staged for the first time in Australia during the 1917 Palace Gardens season.  
1917: Palace Gardens (Bris); 16-22 Nov. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 
OH DOCTOR:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
Stiffy and Mo create mayhem in a medial setting. Although only one Stiffy and Mo revusical titled Oh Doctor 
has been located to date, and no reviews or advertising for that production make any reference to a hospital location, it 
is possible that this production is the same as another of the company's works, In the Hospital, but with a slightly 
different title. During the company's 1918 stay in Brisbane, for example, Oh Doctor was staged in mid-February. No 
advertisements for In the Hospital appear, however, until early July at which time the troupe was mostly reviving shows 
from earlier in the season. 
1917: Bijou Theatre (Melb); 17-23 Nov.   
- Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd. 
 - Troupe:  Nat Phillips'  Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Cliff O'Keefe, Vince Courtney; with the  
    Panama Six (including Rosie Bowie, Phyllis Whisken, Dot O'Dea, Gwen Brandon).  
1918: Empire Theatre (Bris); 16-22 Feb.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar, Peter Brooks,  
    Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
 
 
THE TELEPHONE GIRL: [revusical]  Txt/Mus. [n/e] 
 Described as a musical revue filled with brisk humorous and tuneful ballads. 
1917: Palace Gardens (Bris); 23-29 Nov. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
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 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 
FUN IN A TEA SHOP:  [revusical]  Txt/Mus. [n/e] 
A similarly titled revusical, Fun in a Music Shop had been staged by the Courtiers during the week 2-8 Nov. 
1917: Cremorne Theatre (Bris); 23-29 Nov. - 
 - Dir. Arthur Helmsley; Prod. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: John McCallum's Courtiers. 
 - Cast incl. Elsa May [Brull], Arthur Helmsley, Leslie Holmes, George Edwards, Linda Dale, Rosie Parkes. 
 
 
THE CHOPS OF THE CHANNEL:  [revusical]  Txt. George Pagden; Mus. [n/e]  
 Also referred to as Fun on the Ocean," this production was described by Australian Variety as the "big success 
for some weeks… a laugh from start to finish" The two stars, according to Harry Kitching, were Will Gilbert, who kept 
the "record" audience clambering for encores," and Kitty Stanley whose "handling of the plot and the discovery could 
not have been placed in better hands" (30 Nov. 1917, n. pag.). "Kitch's" review of the Coliseum season in December 
notes, too, that the "musical numbers fitted in with the farce, and by the applause which greeted the show, the audience 
were well satisfied with the production" (14 Dec. 1917, n. pag.). 
 Among the songs incorporated into the narrative for the Coliseum (North Sydney) season were "Araby," "The 
Bubble Song" and My Ain Folk" (sung by Amy Rochelle) and "Do They All Go to See the Sea" (Maisie Posner).  
1917: Bridge Theatre (Newtown, Syd); 24-30 Nov.  
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Will and Dora Gilbert, Maurice Chenoweth (replacing the injured George Pagden), Ted Tutty, Kitty  
   Stanley (a sailor), Charles Waite (the Captain), Maisie Posner. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Oct/Nov. 
- Cast and production mostly as for previous Bridge Theatre season (with George Pagden back in the company. 
 - Suburban circuit incl. Clare's Central Picture Theatre, Drummoyne (Syd); ca. 4 Dec. / Coliseum Theatre, Nth  
    Sydney (ca. 8 Dec.) 
 
Kitching, Harry.  AV: 30 Nov. (1917), n. pag.      [rnib] 
---  AV: 14 Dec. (1917), n. pag.      [rnib] 
 
 
THE AMERICANS IN PARIS:  [revusical]  Txt. Wal Cottier; Mus. [n/e] 
1917: Les James NSW South Coast circuit; ca. Nov 
 - Dir. Les James; Mngr. Wal Cottier; Cost. The Mascottes. 
 - Cast incl. Les James, Wal Cottier, Louie Duggan, George Walton, Smith Sisters. 
- Musician: Madelaine St Clair. 
 
 
AT THE PICNIC: [revusical]  Txt/Mus. [n/e] 
 Described as a "new and original musical sketch" which introduced "solos, duets. quartettes [sic] and dances." 
Lalla Knights' rendering of an operatic selection was described as an "outstanding feature of the performance" (BC: 8 
Dec. 1917, 11). 
1917: Palace Gardens (Bris); 7-13 Dec. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 "Smart Set, The."  BC: 8 Dec. 1917, 11.       [rnib] 
 
 
THE DREAM:  [musical entertainment]  Txt/Mus. [n/e] 
 Described as an entirely new and original Fairy Fantasy, with the action of the play taking place at Christmas 
time. The narrative tells of the realistic "dream" of a little girl to whom a fairy appears and conjures from nowhere a 
large company of animated dolls. The arrivals include as Teddy Bear, a golliwog, a kewpie, jesters, a Red Cross Nurse, 
and a French doll. Aided by little girl they supply a fairy revel. The Brisbane Courier critic records that the "new and 
rich scenic setting, the original costumes, the appropriate orchestral music and the delightful singing and dancing 
provided an entertainment suitable for both old and young" (27 Dec. 1917, 8). 
 Six year old Jean Findlay was given the demanding lead role by Walter George largely on the strength of won 
several gold medals at various local talent competitions. 
1917: Palace Gardens (Bris); 14-20 Dec. 
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 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Jean Findlay (Little Girl), Walter George, Georgie Martin (Fairy), Les Coney, Harry de Robeck,  
    Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 "Dream, The."  BC: 27 Dec. (1917), 8.                         [see also advert. - BC: 22 Dec. 1917, 2] 
 
 
THE BELLE OF PARSLEY BAY:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
 Set on the deck of the "Saucy Kate," with a cast of characters burlesquing various members of the theatrical and 
journalist professions, as well as well-known citizens. Characters include: Captain Handy Kurr (Andy Kerr - aka 'the 
Coogee Bunyip,' bookmaker and owner of Sydney's Gaiety Theatre), Lieut. Brennan (Martin C. Brennan, variety critic 
and publisher of Australian Variety), and Kitch Bottomtop (Harry Kitching, editor of Australian Variety). 
 It is believed that Morley reworked this revusical in 1922 (including changes to some of the burlesque 
characters) as Ship Ahoy. 
1917: Princess Theatre (Syd); 8-14 Dec. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers Theatres Ltd. 
 - Cast incl. Arthur Morley, Bert Corrie, Mark Erickson, Ward Lear, Ruby Esdaile, Nat Hanley, Elsie Bates,  
    Ruby Gibson, Doris Baker, Dorothy Yates. 
 
WINNING A WAGER: [revusical]  Txt/Mus. [n/e]  
1917: Bridge Theatre (Newtown, Syd); 8-15 Dec.  
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Ted Stanley, Max Martin, Eileen and Bessie Phillips, Lulu Eugene, Ern Crawford and James  
    Caldwell. 
1917: Harry Clay's Sydney suburban and south-west NSW circuit; c Dec 1917 - Jan. 1918. 
 - Cast and production mostly as for previous Bridge Theatre season 
 
 
THE RAJAH OF SHIVAPORE: [comic opera]  Lib. David Souter; Mus. Alfred Hill 
 A comic opera in two acts, the story is set in India, and begins when Chunder (the temple-keeper), who has 
pawned the golden image of the god, Shiva, attempts to propitiate the Rajah by offering him his beautiful daughter, 
Aimee, as wife. She is an unwilling proposition, however, having been smitten by the handsome pilgrim, Jengis, who 
while impersonating the Shiva wins her affection. The Rajah exposes Jengis and orders him to be beheaded, but is 
foiled by a beggar, who is none other than a disguised Emperor. The Emperor degrades the Rajah and gives the young 
couple his blessing. 
 The story of the libretto was written by Souter around 1907 with the Rajah as the central comic character. The 
Brisbane Courier's "Music and Drama" column, reported prior to the Sydney premiere, that the "comedy is not 
extraneous, [however,], but arises out of the story and is neat and clever (24 Nov. 1917, 12). Souter was apparently 
influenced by The Cingalee at the time, and originally planned to have the Rajah close the shrine, pawn off the God, 
and travel to Paris on the proceeds instead of going on a pilgrimage. The "White Australia" cry at the time, however, 
caused J .C. Williamson to reject the idea. Victor Prince then suggested to Souter that the white element be eliminated 
and that the plot be remodelled on romantic lines. Alfred Hill, who had worked with Souter on Tapu after J. C. 
Williamson had asked that the libretto be reworked, was then brought in to compose the music. 
 According to Hill he founded the music on the airs and melodies of the Indians. Some song titles include: 
"Love, it is a Song," "The Coughdrop," "Maid of the Dear Eyes," "Sad is the Heart," and "Sword of Mine." 
1917: Playhouse Theatre (Syd); 15 Dec. 1917 – ca. Jan 1918 
 - Dir. Frederick Ward; Prod/Lse. Sydney James; Cond. Alfred Hill; Cost. David Souter. 
 - Troupe: Sydney James Comic Opera Co. 
 - Cast incl. George Whitehead (Rajah), John Quinlan (Jengis, the Holy Pilgrim), Alice Bennetto (Aimee, the  
    Temple Keeper's daughter), Vera Spaull (Bul Bul), Frank Hawthorne (Chunder), Frederick Ward (Bunder, the  
    necromancer), David Drayton (Blind Beggar), Frank Stuart (Zaffir), James Henry (Kahn),  Myra Morrison  
    (Me Mia), Eileen Gilbert (The Ranee), and chorus of Kashmiri Girls, Nautch Girls, Priests and Villagers etc. 
1918: His Majesty’s Theatre (Bris); 12-19 Jan. 
 - Cast and production mostly as for Sydney season. The advance representative was Reginald Wills. 
1918: Princess Theatre (Melb), Sydney James/Fullers; 9 Feb. - 2 Mar. 
 - Cast and production team mostly as for Sydney and Brisbane seasons. 
 
 "An Australian Opera." BC: 12 Jan. (1918), 11. 
 "Music and Drama."  SMH: 22 Dec. (1917), 6. 
 "Music and Drama."  BC: 24 Nov. (1917), 12. 
 "Music and Drama." BC: 15 Dec. 1(1917), 12. 
 "Princess Theatre: Rajah of Shivapore, The." ARG: 11 Feb. (1918), 9. 
 "Princess Theatre: Rajah of Shivapore, The." A: 11 Feb. (1918), 8. 
"Rajah of Shivapore, The."  SMH: 17 Dec. (1917), 4. 
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 "Rajah of Shivapore, The." GR: Jan. (1918), 5. 
 "Rajah of Shivapore, The." BC: 5 Jan. (1918), 7.                              [see also rev. - BC: 7 Jan. 1918, 9] 
 "Rajah of Shivapore, The." BC: 14 Jan. (1918), 9. 
 
 
TOYLAND:  [pantomime]  Lib. George Edwards; Mus. [n/e]  
 It is not clear whether there is any relationship between this pantomime production and an extravaganza first 
known to have been staged in Brisbane earlier in the year by John N. McCallum's Courtiers company (30 May). As with 
the 1917/1918 production, one of Toyland's 1918/19 highlights was Mytle Nagle's "Tiny Tots" troupe, comprising of 
fifteen of her youngest pupils. The children appeared in several ballets and a specialty act. One child, Baby May, aged 
three, presented a solo dance "and created wonderful enthusiasm with her singing." Nagle's troupe was subsequently 
booked to appear across Clay's Sydney circuit (AV: 10 Jan. 1919, 14). 
 Songs incorporated into the 1918/19 production included: "Comin' Thro' The Rye" and "If I Could Live to Love 
You" (sung by Amy Rochelle).  
1917: Bridge Theatre (Newtown, Syd); 21 Dec. – ca. Jan. 1918 
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; Chor. Myrtle Nagle  
   (children); S Mngr. Ted Gabriel. 
- Cast incl. George Edwards, Nat Hanley, Ted Stanley (Queen Fatima), Olga Pennington, Tiny Baby Wailing,  
   Lulu Eugene, James Caldwell, Ern Crawford, Alf Edwards, Madge Loyola, Myrtle Nagel's Tiny Tots, and a  
   chorus of some twenty girls. 
1918: Harry Clay's Sydney suburban and NSW South-West circuit; ca. Jan/Feb. 
  - Sydney circuit incl. Coliseum Theatre Nth Syd (5 Jan.); Bondi Junction (11 Jan.); Eden Gardens, Manly (c 13- 
    18 Jan.); Princess Theatre (19-25 Jan.). 
1918: Bridge Theatre (Newtown, Syd); ca. 26 Dec. 1918 - 3 Jan. 1919  
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; Chor. Myrtle Nagle; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, George Edwards, Amy Rochelle, Lulu Eugene, Olga Pennington, Madge Loyola, Nat  
   Hanley, James Caldwell, Ern Crawford, Harmony Four,  
1919: Harry Clay's Sydney suburban and NSW South-West circuit; ca. Jan/Feb. 
 - Sydney circuit incl. Coliseum Theatre, Nth Sydney (4-10 Jan.); Princess Theatre, Syd (18 Jan.) 
 
Kitching, Harry. AV: 4 Jan. (1918), n. pag. 
Kitching, Harry. AV: 3 Jan. (1919), n. pag. 
Kitching, Harry AV: 10 Jan. (1919), 14.     
"Princess Theatre." AV: 24 Jan. (1919), n. pag.     
 
 
THE HOUSE THAT JACK BUILT:  [pantomime]  Lib/Mus. [n/e] 
 A three hour extravaganza presented by a cast of 140 juvenile actors, dancers and singers, and containing a 
strong patriotic colouring. One song, "Anzac" introduced a kharki attired chorus bearing in their haversacks cleverly 
devised lighted letters forming the title of the song. Another song, "Our Boys," was set to a scena revealing the Sphinx, 
and behind it the deck of a battleship with guns and searchlights in action. "Our Own Dear Flag" was presented amidst a 
chorus of allied flags with the Union Jack and Commonwealth flags unfurled over the footlights, while "The Dance of 
Emotions," portrayed purity, death and the triumph of love. 
1917: Theatre Royal (Syd); 22 Dec. 1917 - 19 Jan. 1918 
 - Dir. Charles A. Wenman; Prod. J. C. Williamson's Ltd; M Dir. Adrian Amadio; Chor. Minnie Everett; S  
    Mngr. Lester Brown. 
- Cast incl. Phyllis Amery (The Dame), Eileen Dunn (Susetta), Florrie Allen (Jack), Rita Nugent (Fairy  
   Sunshine), Hazel Meldrum (Demon Despair), Phyllis Porter (Prince Regent), Thelma Burgess (Madge), Elsie  
   Campbell (Sammy), Rene Hill (a Policeman), Una Wauchsmuth, Gladys Bremer, Rene Briggs, Tiny Tot  
   Marjory, Little Eileen.  
 
"House that Jack Built, The."  SMH: 24 Dec. (1917), 5. 
 
 
ALADDIN:  [ revusical]  Txt. Arthur Morley; Mus. [n/e] 
 Described as a 'potted pantomime,' Aladdin was staged as a second part spectacular (following a first part 
vaudeville entertainment). Morley is said to have written the dialogue in rhyme, and included frequent topical allusions. 
1917: Princess Theatre (Syd); 22 Dec. 1917 – ca. Jan. 1918 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers Theatres Ltd. 
 - Cast incl. Harry Little (Emperor), Jack Kearns (Dame). 
 
 
ROBINSON CRUSOE OF RAINBOW ISLAND:   [pantomime]  Lib. Victor Prince; Mus.  
Herbert de Pinna 
With no fewer than twenty-three principals in the cast, fourteen of whom played comedy characters, this 1917 
Christmas pantomime was to be another hugely successful enterprise staged by the Fullers. Interestingly, the principal 
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boy role (traditionally played by a young woman) was undertaken by Victor Prince, with Nellie Kolle taking on the lead 
support role of Will Atkins. 
The story concerns Robinson Crusoe, played as a very bohemian character, who has returned after ten years 
incarceration on a lonely island. The incidents of the pantomime then centre on the voyage of the Pirate King to 
Rainbow Island where there is an immense treasure to be had. One scene, which takes place during the voyage, involves 
the wrecking of Crusoe's boat by the Demon Octopus, thus giving him a chance to see the wonders under the ocean. The 
ship, itself, contains a variety of people ranging from wowsers to adventurers.  One of the features of the pantomime 
was the "Globe of Death" act performed by the Staigs, which involved a motor cycle being ridden in all directions 
round and round the interior of a lattice-work globe. 
The synopsis of scenes published in the Argus is: Port of Hull, England; Road to the Seashore; Deck of the 
Pirate Ship; The Wreck; Beneath the Waves; The Demon's Grotto; Crusoe's Rainbow Island; Gates of Rainbowland; 
and the Palace of Rainbowland (18 Mar. 1917, 7). 
1917: Grand Opera House (Syd); 24 Dec. 1917 - 9 Mar. 1918     [112 pfms] 
 - Dir. Victor Prince; Prod. Fullers' Theatres Ltd; S Art. Rege Robins. 
 - Cast incl. Victor Prince (Robinson Crusoe), Nellie Kolle (Will Atkins), Nellie Fallon (Polly Perkins), Alice  
    Sinclair (Fairy Queen of Rainbow Island), Olive Sinclair (Fairy Princess of Rainbowland), Lou Vernon  
    (Demon Octopus), Charles Vaude (Friday/Joe Marlinspike), Will Verne (Saturday/Bill Tarrebreeches), Walter  
    Cormack (Dame Crusoe), Billy Watson (Archibald Crusoe), Charles Zoli (Pirate King), Percy Clifton,  
    Kennedy Black, Kelso Henderson (Demon Microbe), Ernest, Victor and Fred Paulesto, Mark Erickson, Harry  
    Hart, George McNalty, Maud Fanning (Cannibal Queen), Dorothy Hastings (Prince Chromo, captain of the  
    Rainbow Guards).  
- NB: Vaude and Verne, whose dual roles were still quite minor, were pulled from the pantomime after two  
   weeks and returned to vaudeville.   
- A second edition of the pantomime was produced from 16 February 1918 (after 84 performances of the first  
   edition), and introduced Maud Fanning's children "The Elliott Girls" (Violet, Mercia and Daisy) in a specialty  
   act, along with Cusko's Monkeys and the Staig Troupe. 
1918: Bijou Theatre (Melb); 16 Mar. - 12 Apr. 
 - Cast and production mostly as for previous Sydney production.  
 - Cast members indicated in Melbourne advertising but not identified in the Sydney Morning Herald are: Billie 
    Mavis, Winnie Trevail, Grace Quine, Dorrie Tointon, Letty Craydon, Elsie Stagpoole, E. Vernon, M. Gross,  
    N. Gross, C. Taylor, N. McGuire, D. McGuire, B. Blackwell, and F. Sewell. A number of these performers  
    may have been in the Sydney production. 
 -  It is not yet clear in the music director for the Melbourne season, Fred Whaite, was also involved with the  
    Sydney production. 
 
"Music and Drama."  BC: 29 Dec. (1917), 9.       [rnib] 
"Opera House - Robinson Crusoe."  SMH: 24 Dec. (1917), 5. 
"Robinson Crusoe Pantomime." ARG: 18 Mar. (1918), 7. 
 
 
BLUEBEARD: [aka BLUEBEARD'S HAREM] [pantomime]   Lib/Mus. Harry Taylor 
 A small-scale pantomime, the storyline rests largely on Widow Bunce, who becomes the tenth wife of 
Bluebeard after a mix-up over a love potion occurs. The potion had been intended for her daughter, Fatima. Widow 
Bounce gathers the other hard-done-by wives together and they give Bluebeard a very bad time. Bluebeard was first 
staged in Australia by Taylor and Coleman following their return from a New Zealand tour in late 1917, and hence may 
have been premiered earliet than December 1917.  
 Songs incorporated into the 1917 production include, "Bright Eyes" and "Over the Garden" (sung by Mattie 
Jansen) and "Memories" and "Sweetheart" (Emili Dani). 
1917: His Majesty's Theatre (Bris); 26 Dec. 1917 - 5 Jan. 1918 
 - Dir. Harry Taylor; Prod. Harry Taylor and Alf Coleman; Lse. J. C. Williamson's Ltd. 
 - Troupe:  Coleman and Taylor's Great Xmas Pantomime Company. 
 - Cast incl. Bert Desmond (Widow Bunce), Kathleen Mack (Prince Topaz), Mattie Jansen (Fatima), Charles  
    Howard (Bluebeard), Joe Charles (Abracadabra), Maudie Shipp (The Widows Maid), Emili Dani (Fairy  
    Azalia), Cathie Cansdell, Vera Henderson, Violet Romaine, Iris McKenzie (solo dancer), the Two Cliffs. 
1919: Alhambra Music Hall (Syd); 14-20 June       [as Bluebeard's Harem] 
 - Dir. Harry Taylor; Prod/Mngr. Harry Taylor and Alf Coleman; M Dir. Wally Smith. 
 - Cast incl. Bert Desmond, Joe Charles, Maud Shipp, Harry Taylor, Mattie Jansen, Emili Dani, Florence  
   Walker, Dot Holroyd, Elsa Thornton. 
- This was the first production staged during Taylor and Coleman's school holiday pantomime season at the  
   Alhambra. The other pantomimes were Little Jack Horner and Hello Cinderella. 
1923: Regional tour (NSW); ca. Jan. 
 - Prod. Stanley McKay; Dir. Alf Coleman. 
 - Troupe McKay and Coleman's Aldwych Theatre Company. 
 - Cast incl. Bert Desmond, Mattie Jansen. 
 - Itinerary incl. Guyra, Tenterfield, Glen Innes, Quirindi and Tamworth, NSW Northern Rivers.  
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 - Other productions staged incl. Bo-Peep, Mother Hubbard, and a new revue - Around the World. 
  
 "Alhambra Theatre."  SMH: 16 June (1919), 7. 
"Bluebeard."  BC: 27 Dec. (1917), 6.         [see also prevs. - BC: 22 Dec. 1917, 8; 24 Dec. 1917, 7; and 26 Dec. 1917, 9] 
 E: 24 Jan. (1923), 33. 
  
 
KILLING THEM OFF:  [revusical]  Txt. George Pagden; Mus. [n/e]  
1917: Harry Clay's Sydney suburban and south-west NSW circuit; Dec-Jan. 
  - Dir. George Pagden; Prod. Clay's Bridge Theatre Ltd.  
 - Cast incl. Amy Rochelle, Max Martin, George Pagden, Kitty Stanley, Ted Tutty, Maisie Posner, Will  
   and Dora Gilbert. 
 - Incl. Oddfellows Hall, Lithgow (29 Dec. - ) 
1918: Coliseum Theatre (Nth Syd); 5-11 Jan.    
  - Cast and production mostly as for previous South-west circuit 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan. 
  - Cast and production mostly as for previous South-west circuit 
  - Suburban circuit incl. Eden Gardens, Manly (ca. 12 Jan.); Bridge Theatre, Newtown (19-25 Jan.) 
 
 Kitching, Harry.  AV: 11 Jan. 1918, n. pag.     [rnib] 
 
 
ALADDIN:  [pantomime]  Txt/Mus. [n/e] 
 Described as a "modern pantomime" (BC: 5 Jan. 1918, 12). 
1917: Kings Theatre (Melb); ca. 26 Dec. 1917 – ca. Jan. 1918. 
 - Dir. Barry Lupino; Prod. J and N. Tait, Bailey and Grant. 
 - Cast incl. Bert Bailey (Dame Twankey). 
 
 "Music and Drama."  BC: 5 Jan. (1918), 12. 
 
 
THE ORANGE GIRL: [revusical]  Txt/Mus. [n/e] 
1917: Palace Gardens (Bris); 28 Dec. 1917 - 3 Jan. 1918 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 
 
OH THAT HAT:  [revusical]  Txt. Maurice Chenoweth; Mus. [n/e]  
1917: Boomerang Theatre (Syd); ca. Dec. 
 - Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; Mngr/Lse. Andy Kerr. 
 - Cast incl. Ted Stanley, Les Coney, Lulu Eugene, Ern Crawford, James Caldwell, George Crotty, Art Slavin,  
    Lily Thompson, Ted Tutty, Ida Jarvis. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan.  
- Cast and production mostly as for previous Boomerang Theatre season.  
1918: Harry Clay's NSW/Qld regional tour; May – ca. July 
 - B Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin; M Dir. Mary Chesney. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. Lalla Brooke, Clyde Cameron, George Crotty, the Four Kings, Ida Jarvis, Wal Rockley, Art Slavin  
    (the Spiritualist), Lily Thompson. 
- Musician: Mary Chesney (piano). 
 
 
 
Harry Burgess  
Theatre June (1915), 21. 
 
 
Les Bates  
Theatre Apr. (1915), 1. 
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1918 
 
 Harry Clay's South-West NSW circuit closed over the winter months, re-opening in early October (AV: 11 Oct. 
1918, 13). The slightly warmer weather conditions on offer in the state's Hunter Valley region saw him begin operating 
a circuit there from August, however. 
 Hugh D. McIntosh's engagement of American producer, Lester Brown, saw a number of musical comedies 
staged at the Sydney Tivoli during the year - notably The Million Dollar Girl (Apr.). None of these shows are believed 
to have been locally written, however, although they did often feature Australians in the lead roles - notably George 
Edwards and Vera Spraull (The Million Dollar Girl). Spraull's performance in that production saw the Theatre 
magazine suggest she might become Australia's second Dorothy Brunton (May 1918, 33). Another well-received 
production was Time Please (ca. May), which the Theatre describes as "a combination of revue and musical comedy" 
(June 1918, 29).  
 Harry Sadler's company, which left the Princess Theatre (Syd) in late March for a season at Perth's Melrose 
Theatre, would have very likely reproduced a number of revusicals staged in the weeks and months previous to their 
departure. The details are yet to be established, however. 
 The Fullers also presented a series of revues at their National Theatre (Syd) during 1918 which were imported 
from America. The Elixir of Love (May 25) and The Back to Nature Club (c June) were staged by Al Bruce (recently 
arrived from the USA). The Theatre notes that The Elixir of Love had been brought to Australia by Bruce. "None the 
less," writes the magazine's X-Ray, "he has to be credited with so having used the people and material placed at his 
disposal as to get what is - for freshness and sustained interest - probably the best revue the Fuller patrons have yet had 
an opportunity of witnessing" (June 1918, 29). Indications are, too, that Bruce adapted these productions for Australian 
audiences. For example his character in The Elixir of Love is called Hank Dinkumflater, while The King of Patagonia, 
also includes a photographic representative from the Sydney Truth.  Bruce was still touring his revusicals throughout the 
Antipodes in late 1919, with most by that stage containing higher levels of local material (see 1919 entries).  
 The Scarlet Gaieties, a company run by Harry Scales (manager) and H. Flockton Foster (director) played a 
season of more than 30 weeks at Perth's Olympia Theatre before opening in Adelaide on 29 June. It has not yet been 
established what type of programme the company offered but may well have involved a number of revusical-style 
shows. Among the cast was George Sharratt (later of Sharratt and Lang), whose career saw him produce several popular 
revusicals of his own creation. The Scarlet Gaieties are believed to have travelled to Tasmania after Adelaide, followed 
by a tour of New Zealand (TT: June 1918, 20). 
 Everybody's Doing It, staged by Hugh D. McIntosh at the Tivoli (Syd) in December does not seem to have any 
relationship to Arthur Morley revue of the same name staged in 1917. The Tivoli show is believed to have been an 
English revue dating back to 1913. The Tivoli production, which may or may not have been adapted for the local stage, 
included among the cast Lottie Sargent, Elsie Parkes, Charles Workman and J. A. Lipman (as Moses Margulus).  
 
__________ 
 
A NIGHT IN VENICE: [revusical]  Txt. Les Williams; Mus. [n/e] 
 Described as an "entirely new musical playlet" (BC: 5 Jan. 1918, 7). 
1918: Palace Gardens (Bris); 4-10 Jan. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
- Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
1921: Bijou Theatre (Melb); 8-12 Oct. 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 - This was the company's final production for the 1921 Bijou Theatre season. 
 
 
THIRTY THOUSAND MILES A MINUTE:   [revusical] Txt. Art Slavin; Mus. [n/e]  
 Described in advertising as "A Fast Production."  Some advertising also refers to it as Three Thousand Miles a 
Minute, while one review calls it Twenty Thousand Miles under the Sea (AV: 18 Jan. 1918, n. pag.). 
 The Theatre writes of this production: "the features of the first-part revue… are Art Slavin's staggersome make-
up as a spiritualist, with big goggles eyes and a profusion of red curly hair; and the freak appearance presented by Fred 
Webber as Adolphus Quince… Mr Slavin is the life and soul of the revue" (Feb. 1918, 41). 
1918: Bridge Theatre (Newtown, Syd); 12-18 Jan. 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel.  
- Troupe: Art Slavin Revue Company. 
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- Cast incl. Art Slavin (spiritualist), Fred Webber (Adolphus Quince), Will Carlyon, George Crotty, Alice  
   Walton, Ida Jarvis, Lily Thompson. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan/Feb. 
 - Cast and production mostly as for previous Bridge Theatre season. 
1918: Harry Clay's Qld regional tour; May- ca. July/Aug. 
 - B Mngr. Wally Edwards; Prod. Clay's Bridge Theatre Ltd; T Mngr. Art Slavin; M Dir. Mary Chesney. 
 - Troupe: Harry Clay's Musical Revue and Vaudeville Company. 
 - Cast incl. Lalla Brooke, Clyde Cameron, George Crotty, the Four Kings, Ida Jarvis, Wal Rockley, Art Slavin  
    (the Spiritualist), Lily Thompson. 
- Musician: Mary Chesney (piano). 
 
 Kitching, Harry. AV: 18 Jan. (1918), n. pag.   [rnib] 
 X-Ray. "Month in Vaudeville” TT: Feb. (1918), 41. 
 
 
MY GYPSY MAID: [musical playlet]  Txt/Mus. [n/e] 
 Described in 1918 as a "musical playlet (BC: 26 Jan. 1918, 15), some of the songs presented during the 
Brisbane season were: "A Paradise for Two" (sung by Lalla Knight and Robert Roper); "Love will Fade" (Knight); 
"Come Back Little Girl" (Roper); "I Want Something to Practice On" (Coney); and "Do a Little Loving Every Day" 
(Coney and Knight).  
 [NB: It is not clear what connection (if any) this revusical had with two similarly-titled productions, the musical scena Life in a Gipsy Camp 
- staged in Brisbane during November 1918 by Hugh Huxham's Serenaders; and My Gypsy Girl, a burlesque produced by Walter Johnson's Town 
Topics Company ca. Oct/Nov. 1919] 
1918: Palace Gardens (Bris); 25-31 Jan.  
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor, Lalla Knight, Robert  
    Roper. 
 - Musicians:  Bijou Orchestra. 
1921: Bijou Theatre (Melb); 10-16 Sept. 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 - Other revusicals stage during the 1921 Bijou Theatre season included The King of Dunnowhereski, The  
    Scarab, A Dutch Legacy, A Night in Venice and Way Down in Arizone. 
 
 "Smart Set, The." BC: 26 Jan. (1918), 15. 
 
 
KEYSTONE POLICEMEN:  [burlesque]  Txt. Arthur Helmsley; Mus. [n/e] 
 A burlesque/revusical style entertainment based on the popular Keystone Cops series of films. John N. 
McCallum also produced another "Keystone burlesque," Stop Thief, later in the year, under the auspices of Hugh 
Huxham's Serenader's (11-17 Oct.). It is not clear whether any relationship exists between the two pieces. 
1918: Cremorne Theatre (Bris); 25-31 Jan. 
 - Dir. Arthur Helmsley; Prod. John N. McCallum. 
 - Troupe: John McCallum's Courtiers. 
  
 
HOW TO GET RID OF A MOTHER-IN-LAW:  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
1918: Princess Theatre (Syd); 26 Jan. - 1 Feb. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd . 
 - Cast incl. Jack Kearns, Phyllis Faye, Marjorie Hammond, Elsie Bates (the mother-in-law),; and The Baby  
    Dolls. 
- Musicians incl. James Stewart (piano). 
 
Kitching, Harry.  AV: 1 Feb. (1918), n. pag.      [rnib] 
 
 
TWO STAR BOARDERS:   [revusical]  Txt. Maurice Chenoweth; Mus. [n/e]  
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan/Feb.   
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole.   
- Cast incl. Maurice Chenoweth, Ted Stanley, Ern Crawford, Lulu Eugene (Betsy), Eileen and Bessie Phillips,  
   Lalla Ward. 
 
Kitching, Harry. AV: 1 Feb. (1918), n. pag.       [rnib] 
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BY THE SILVERY SEA: [revusical]  Txt/Mus. [n/e] 
1918: Palace Gardens (Bris); 1-7 Feb. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
 
 
LORD FOR A NIGHT:  [revusical]  Txt. Arthur Morley; Mus. [n/e]  
Positioning a lead character in a situation whereby they temporarily find themselves above their station (either 
for a night or day) was a popular theme for minstrel farces, musical comedies and revusicals. It is therefore unclear 
whether any relationship existed between Arthur Morley's production and those which preceded it.  
[NB: A 1907 two act musical comedy called A Knight for a Day, was first staged at Wallack's Theatre, New York in December 1907. It is 
also known to have been staged in Australia prior to Morley's revusical (see Her Majesty's Theatre, Sydney 9 July 1910).  Several minstrel farces are 
also known to have been staged in Australia the mid-to-late 1890s. One of these, titled A Lord for a (K)night was presented in 1895 as part of a night 
of variety and 'refined minstrelsy' under the direction of Frank York and George A. Jones (24 Aug. Empire Theatre, Syd). The farce is likely to have 
involved the 'Australian team' of Tom Delohery, James Craydon and Ted Holland, who were then engaged as the company's principal comedy sketch 
team. A similarly titled farce, A Lord for a Night, was later staged by Delohery, Craydon and Holland during their Elite Vaudeville Company season 
at the Brisbane Theatre Royal in 1899 (beginning 4 Feb.). Another variation on this theme was Ted Holland's An M.P. for a Night, first known to have 
been staged by Holland's Vaudeville Entertainers at the Brisbane Theatre Royal on 14 January 1905. Interestingly, Arthur Morley was engaged by 
Holland in Brisbane and Queensland during much of 1905.]  
1918: Princess Theatre (Syd); 2-8 Feb. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd. 
 - Cast incl. Jack Kearns, Lalla Brooke, Phyllis Faye, Harry Little, Elsie Bates, the Baby Dolls. 
 
 
DR CROKER'S ASYLUM:  [revusical]  Txt. Joe Rox; Mus. [n/e]  
 Also referred to as Doctor Baker's Asylum (AV: 15 Feb. 1918, n. pag.). It is not clear whether this revusical 
shares any relationship with Dr Dippy's Asylum, staged in 1918 by Bert Le Blanc's company. Australian Variety notes 
that Joe Rox's impersonation of a Jew was one he had success with (AV: 1 Feb. 1918, n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 2-8 Feb. 
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Troupe: Joe Rox Revue Company. 
- Cast incl. Joe Rox (Isaac Moses), Dave Warne, Ida Merton, Jack Cox, Ted Tutty, Amy Costello, Clyde  
  Cameron, Dot Brown. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 Kitching, Harry. AV: 8 Feb. (1918), n. pag.     [rnib] 
 
 
COHEN AND LEVI AT MONTE CARLO:  [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 The two Hebrew larrikins, Ike Cohen and Morris Levi, find themselves in Monte Carlo where the fun never 
stops and neither do they. Two of the features of the 1918 Bijou Theatre season were a burlesque on banking methods 
and a procession of infants-in-arms. The war theme was also carried into the musical programme with one of the songs, 
"By the Side of the Aegean Sea" (sung by Carlton Chase) having been written especially in memoriam for Australian 
soldiers who fell at Gallipoli.  
1918: Bijou Theatre (Melb); 9-15 Feb.     
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Revue Stars 
 - Cast incl. Bert Le Blanc (Ike), Jake Mack (Morris), Queenie Paul, Ivy Moore, Clym Edgares, Carlton Chase  
    (General Steel), Mike Connors, Fred Witt, Winnie Knight [aka Mrs Bert Le Blanc], Dot Bellion. 
 
 Bijou Theatre." A: 11 Feb. (1918), 8.       [rnib] 
 Bijou Theatre." ARG: 11 Feb. (1918), 9.       [rnib] 
 
 
 
HALF PAST TWENTY-EIGHT:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
Described as "a new revue of the 1999 order written by Art Slavin" (n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 9-15 Feb. 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Troupe: Art Slavin Revue Company. 
- Cast incl. George Crotty, Will Carlyon, Ida Jarvis, Art Slavin, Lily Thompson. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; c Feb/Mar. 
 - Cast and production mostly as for previous Bridge Theatre season. 
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Kitching, Harry. AV: 15 Feb. (1918), n. pag. 
 
 
THE SCARAB: [revusical]  Txt. Les Williams; Mus. [n/e] 
 Described as a "musical playlet." 
1918: Palace Gardens (Bris); 15-21 Feb. 
 - Dir. Walter George; Mngr. Thomas J. Rayment. 
 - Troupe:  Smart Set. 
 - Cast incl. Walter George, Georgie Martin, Les Coney, Harry de Robeck, Gwen Gaylor. 
 - Musicians:  Bijou Orchestra. 
1921: Bijou Theatre (Melb); 24-30 Sept. 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 
 
YAKA HULA HICKEY DULA:  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
 Described in the Theatre (Mar. 1918, 33) as Arthur Morley's original one act Hawaiian extravaganza, and in 
Australian Variety as "an original one act pantomime" (15 Feb. 1918, n. pag.). One reason for this last reference may be 
the dame role that Jack Kearns played in the production. 
1918: Princess Theatre (Syd); 16-22 Feb. 
 - Dir. Arthur Morley; Prod/Lse. Harry Sadler; Prop. Fullers' Theatres Ltd . 
 - Cast incl. Jack Kearns (Maggie Dooley), Lalla Brooke, Elsie Bates (the princess), Arthur Morley, Madge  
    Moore. 
 - Musicians incl. James Stewart (piano). 
 
 X-Ray.  "Month in Vaudeville."  TT: Mar. (1918), 33-4. 
 
 
LANKY AND BULKY AT THE FAIR:  [revusical]  Txt. George Pagden; Mus. [n/e]  
 The Theatre was seemingly unimpressed with this revusical, apart from the role taken by Will Gilbert. The 
magazines review notes: "George Pagden as bulky (I'm speaking of him as I saw him on February 21) is wasting his 
time. He ought to be performing on a beer-cask down in a cellar. Hadn't the usually alert Mr Clay anything to say to 
him on the occasion in question. Ted Tutty is not nearly so funny with an unblackened face in the first half as he is a 
nigger in the second… Will Gilbert admirably fills the bill as Lanky. There has never been a lankier man than Mr 
Gilbert on the Australian stage" (33). 
1918: Bridge Theatre (Newtown, Syd); 16-22 Feb. 
- S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
- Cast incl. George Pagden (Bulky), Will Gilbert (Lanky), Ted Tutty, Harry Clay. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; c Feb/Mar. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
X-Ray. "Month in Vaudeville." TT: Mar. (1918), 33.     [rnib] 
 
 
NOSEY PARKER NOSE:  [revusical]  Txt. George Edwards; Mus. [n/e]  
 Written by emerging Australian writer/producer, George Edwards (of Edwards and Parks-fame), Harry 
Kitching's review in Australian Variety proposes that it was one of the finest and biggest laugh getters see at the Bridge 
Theatre for some time (n. pag.) 
1918: Bridge Theatre (Newtown, Syd); 23 Feb. - 1 Mar. 
- S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, Lulu Eugene, James Caldwell (Rasputin), the Four Kings. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Feb/Mar. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 Kitching, Harry.  AV: 1 Mar. (1918), n. pag.     [rnib] 
 
 
FUN IN A POLICE COURT:  [revusical]  Txt. Joe Rox; Mus. [n/e]  
 "Fun in a Police Court, was a laugh from start to finish, writes Harry Kitching.. One apparent fault with the 
production, however, was the quality of the bathing costumes. "Why did not the girls dress like Ida Merton," asks 
Kitching. "She stood out on her own and made the others look so awful with their rough costumes" (AV: 8 Mar. 1918, 
n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 2-8 Mar. 
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
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- Troupe: Joe Rox Revue Company. 
- Cast incl. Joe Rox, Wal Rockley, Clyde Cameron, May Kerry, Maurice Chenoweth (the Lawyer), Ida Merton. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Mar. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
 Kitching, Harry.  AV: 8 Mar. (1918), n. pag. 
 
 
ALADDIN AND THE WONDERFUL LAMP:  [pantomime] Lib. [n/e];  Mus incl. Robert Keers 
 Once upon a time in a town of Tartary, there lived a tailor named Mustapha, so poor that he could hardly 
maintain himself, his wife, and his idle son, Aladdin…. This "new version of the Eastern story" involves a weird and 
wily magician, who along with his Slave of the Lamp, coverts the magic lamp. Although the authorship of this 
pantomime is yet to be established, it was likely to have been written and/or adapted by Bert Bailey with the possible 
assistance of director, Barry Lupino, and perhaps Julius Grant.  The Sydney Morning Herald writes of the production as 
being "three hours and a half of strenuous movement and constant scenic changes" with a story that "has the merit of 
giving a good deal of the original tale" (11 Mar. 1918, 5). 
 Songs known to have been incorporated into the pantomime include: "Over There," "Love's Garden of Roses" 
and "For Me and My Gal" (sung by Winifred La France); a song sung to the tune of "Splish, Splash, Splosh" and "What 
there was Good" (Barry Lupino), "Daddy Moon" and "Down in Dolly Town" (Perry), and "When the Band Plays 
Home, Sweet Home" (de Baere). 
1918: Palace Theatre (Syd); 9 Mar. - 
 - Dir. Barry Lupino; Prod. J. and N. Tait, Bert Bailey and Julius Grant; Lse. J. and N. Tait; M Dir. Robert  
    Keers; S Art. Alfred Clint and William Rowell. 
- Cast incl. Bert Bailey (Widow Twankey), Barry Lupino, Winifred La France (Aladdin), Olive Goodwin  
   (Princess Badroulbadour), Fayette Perry (Nicea), Zola Terrell, Andrew Higginson (The Emperor), Fred  
   Monument, Lalla de Baere (Prince Pekoe), Gladys Thomas, Fred McDonald (Boobie), Leslie Donoghey  
   (Georgie), Bert Barton (The Wizard), Billy Brown (Vizler), Bonnie Quinlan, Jack Heller and Joe Morris  
   ('Orace the Horse). 
 
 "Aladdin."  SMH: 11 Mar. (1918), 5. 
 
 
JACK AND THE BEANSTALK: [pantomime]  Lib. Harry Farrow; Mus. Incl. Louie Farrow 
 The Argus reports: "Australia seems to be on the way to [becoming] a country of perpetual pantomime. Four 
entertainments of the kind (one in moving picture form) have already been given in Melbourne during the seasons that 
opened with the Christmas holidays. A fifth production began at the Tivoli on Saturday and a sixth is not far distant. 
Pantomime is unusual at the Tivoli, though the late Mr Harry Rickards staged entertainments of the kind some years 
ago. Jack and the Beanstalk is presented by Mr William Anderson, and Harry and Louie Farrow are responsible for the 
present version of the old fairy story. Mr Farrow (who appeared in Melbourne in a dame role a few years ago) plays 
Dame Trot in quaint and amusing style, and Mrs Farrow conducts the orchestra" (11 Mar. 1918, 9). 
 Some of the principal characters are described as: Dame Trot (a garrulous shrew), Jack Trot (Dame Trot's son, 
the pride of Sleepy Hollow), Princess Durina (in love with Jack), and Tim and Joe (plotters deep and silent). Two 
features of the production according to the Age theatre critic were a scene from Toyland and a travesty on house 
decorators performed by George Welch and Billy Rego (11 Mar. 1918, 9). 
 The scenic settings were: Act 1 Sc1. The Dragon's Den, the Home of the Demon; Sc 2. Sleepy Hollow in Spring 
Time; Sc 3. Corridor of the King's Palace; Sc 4. The Hall of Toyland; Sc 5. Sydney Street in 1930; Sc 6. The Village 
Fair; Sc 7. Dame Trot's Humble Home; Sc 8. Giant's Castle in the Realm of Fancy; Act 2 Sc 1. The Island of Palms; Sc 
2. Outside the Giant's Castle; Sc 3. Hall in the Giant's Castle; Sc 4. The Giant's Garden; Sc 5. Sam Kee's Laundry; Sc 6. 
The Palace of Happiness. 
Among the songs incorporated in the pantomime were: "My Gramophone Girl," sung by Mabelle Morgan to 
much acclaim, particularly in response to the high notes she hit (ARG: 11 Mar, 9) and "I'm in Love with the Boy of My 
Dreams" and the "Swing Song" (Ethel Bennetto) . 
1918: Tivoli Theatre (Melb); 9-22 Mar.  
 - Dir. Harry Farrow; Prod. William Anderson (in assoc. with Hugh D. McIntosh/Harry Rickards' Tivoli  
    Theatres Ltd); Mus Dir/Cond. Louie Farrow; S Art. J. J. Ricketts and Rege Robbins; Chor. Daisy Sylvester. 
- Cast incl. Mabelle Morgan (Jack Trot), Harry Farrow (Dame Trot), Ethel Bennetto (Princess Durina),Vera  
   Benson (Alice, Dame Trot's daughter), Walter Champney (Miffins, a man about the house), Barry Hitchings  
   (Giant Blunderbore), George Welch (Tim, a servant of the giant), Billy Rego (another servant), Holly Leslie  
   (Demon King), Rawdon Blanford (King Doodledum), Yorke Gray (Duke de Helpia, the Giant's secretary),  
   Maudie Goldspink (Prince Doodledum), Ricardo and Smith (Jessie, the cow), Daisy Sylvester (Spirit of the  
   Times), The Broadway Four. 
- Other characters incl. Sprites, Demons, Fairies, Sea Nymphs and Gnomes. 
- The production advertisement (ARG: 9 Mar. 1918, 24) indicates that the Fairy Queen (jack's guardian angels)  
   was to be played by Madge de Vere. The review published in the Argus two days later notes that the role  
   was undertaken by Marjorie Santley. 
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"Pantomime: Jack and the Beanstalk at the Tivoli." ARG: 11 Mar. (1918), 9. 
"Tivoli Theatre - Jack and the Beanstalk."  A: 11 Mar. (1918), 9. 
 
 
THE JOLLY TAR:  [revusical]  Txt/Mus. [n/e]  
 "A musical comedy something out of the ordinary [The Jolly Tar] was well received," records Australian 
Variety. Rather too dramatic, [though] and the artistes were mostly seen at a disadvantage. The comedy work of Ted 
Stanley was somewhat limited" (n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 23-29 Mar. 
- S Art. Alec. Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, Lulu Eugene (the bride), Alf Edwards, Eileen and Bessie Phillips, Ern Crawford,  
   James Caldwell, Lalla Ward. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit;  
- Cast and production mostly as for previous Bridge Theatre season. 
 
 AV: 30 Mar. (1918), n. pag.       [rnib] 
 
 
DOOLAN'S BIGHT:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
 This revue, written by Art Slavin, "proved a big success. One of the features of the bill being… Slavin's 
parodies" (AV: 3 May 1918, n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 6-12 Apr.   
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Troupe: Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson, Ida Jarvis, Lalla Brooke, Alf Edwards, Will Carlyon, Wal Rockley,  
   George Crotty, Alec Davidson, Molly Ambrose. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May 
- Cast and production mostly as for previous Bridge Theatre season. 
- Sydney circuit incl. Princess Theatre (7 Apr. - 3 May) 
 
 Kitching, Harry.  AV: 3 May (1918), n. pag.      [rnib] 
 
 
MIXED GOODS:  [revusical]  Txt. George Edwards; Mus. [n/e]  
1918: Bridge Theatre (Newtown, Syd); 20-26 Apr. 
- S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Theatres Ltd; S Mngr. Ted Gabriel. 
- Troupe: Ted Stanley Revue Company. 
- Cast incl. Ted Stanley (valet/dame), Lulu Eugene, Ern Crawford, James Caldwell, Phillip Sisters, Lalla    
   Ward. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Apr/May (incl. Princess Theatre; 4-10 May) 
- Cast and production mostly as for previous Bridge Theatre season. 
 
 
WHO'S THE EARL:  [revusical]  Txt/Mus. [n/e]  
 Also referred to as Finding an Earl (AV: 24 May 1918, n. pag.), Harry Kitching records that the revusical 
contained an unusual amount of dialogue, much of it uninteresting, and a cast, most of who were misplaced (AV: 10 
May 1918, n. pag.).  
1918: Bridge Theatre (Newtown, Syd); 4-10 May  
 - S Art. Alec Stagpoole; Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel. 
 - Cast incl. Will Dyson, Will Carlyon, Vera Benson, Grace Quine. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. May/June 
 - Cast and production mostly as for previous Bridge Theatre season.  
 - Princess Theatre (Syd); 25-31 May. 
 
Kitching, Harry.  AV: 10 May (1918), n. pag. 
 
 
CHINAMEN:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
1918: Empire Theatre (Bris); 4-10 May 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 16-22 Aug.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
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- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
 -  Advertising for this production records: 'Funnier than ever, irresistible in their popular appeal these big  
    Australian favourites today head a revue in which they will introduce their famous acrobatic burlesque from  
        The Babes in the Wood" (SMH: 16 Aug. 1919, 2) 
 
 
CAPTAIN KETTLE:  [revusical]  Txt. George Pagden; Mus. [n/e]  
1918: Bridge Theatre (Newtown, Syd); 11-17 May 
- Dir. George Pagden; Prod. Clay's Bridge Theatre Co; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. George Pagden, Kitty Stanley, Billy Brown, Kitty Clinton, George Livingstone, Marshall Crosby,  
   Alma Mayo, Max Martin. 
1918: Harry Clay's Sydney suburban and south-west NSW circuit; ca. May 
- Cast and production mostly as for previous Bridge Theatre season. 
 
Kitching, Harry.  AV: 17 May (1918), n. pag.       [rnib] 
 
 
IN THE SURF: [aka MIXED BATHING / SURFERS]  [revusical]  Txt. Nat Phillips; Mus.  
 [n/e] 
 The songs incorporated into the 1918 Brisbane season included "Arabian Maid," "The Right Man's Arms" and 
"My Love."  
1918: Empire Theatre (Bris); 11-17 May     [as Mixed Bathing]  [return season 3-10 Aug.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
- Some scenes from In the Surf - staged under the alternative title Mixed Bathing - were staged during the final  
   week of the 1918 Brisbane season (3-9 Aug.), in addition to another Stiffy and Mo revusical, The Lords. 
1919: Fullers' Theatre (Syd); 31 May - 6 June 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 13-19 Mar. [as Surfers]  
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan M.  
   Dunbar, Will Liddle, Lou Harris. 
- Surfers was the opening production for the 1920 Bijou Theatre (Melb) season. It also marked Amy Rochelle's  
   first appearance in Melbourne with the company. 
 
 
DUSTMEN:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
1918: Empire Theatre (Bris); 18-24 May 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
 
 
THERE'S MILLIONS IN IT:  [revusical]  Txt/Mus. [n/e]  
 Also referred to as Millions in It. Australian Variety writes: "The revue is very weak, and did not give the artists 
a chance, the material not being there to work on" (n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 18-24 May  
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, James Caldwell, Ern Crawford, Lulu Eugene, Eileen and Bessie Phillips, Amy  
   Rochelle, Jolly John Larkin, Les Coney, Maggie Buckley, Alf Edwards. 
1918: Harry Clay's Sydney suburban circuit; ca. May/June  
- Cast and production mostly as for previous Bridge Theatre season. 
- Suburban circuit incl. Princess Theatre (8-14 June). 
 
AV: 21 June (1918), n. pag.     [rnib] 
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COBBERS:  [revusical]  Txt. Billy Watson; Mus. [n/e] 
1918:  Princess Theatre (Syd); 18-24 May 
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole. 
- Troupe: Joe Rox Revue Company. 
- Cast incl. Billy Watson, Joe Rox, Ida Merton, Nellie Holden, Joe Barnes, Alec Davidson, Vera Waldron. 
- Musicians incl. James Stewart (piano). 
1918: Harry Clay's Sydney suburban circuit; ca. May/June  
 
 
ELIXIR OF LOVE:  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a 
number of revues/revusicals he had brought with him from the States  - notably The Elixir of Love and The Back to 
Nature Club (see 1920 entry). It is likely that by late 1919 the material at his disposal was either written while in the 
region (by Bruce and/or others in his troupe) or contained significantly higher levels of local influences than the earlier 
productions. Bruce is believed to have adapted these productions for Australian audiences right from the start, however, 
with the inclusion of Australian references even in the characters (i.e. Hank Dinkumflater in Elixir of Love) and 
situations (the photographic representative for the Sydney Truth in The King of Patagonia) 
 The revusical is said to have concerned militant suffragettes (BC: 29 Nov. 1919, 12). 
1918: National Theatre (Syd); 25-31 May 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Al Bruce, Mabelle Morgan. 
1919: Empire Theatre (Bris); 13-19 Dec. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd; Chor. Nellie Fallon. 
 - Cast incl. Al Bruce (Hank Dinkumflater), Mabelle Morgan (Mrs Lovely Kidder), Letty Craydon, D'Arcy  
    Kelway, Les Shipp, Robert Raymond, Milton Owen, Ysabelle Groves; and The Rosebuds (chorus). 
 - Other productions staged during the 1919/20 season included: Hello Papa, The King of Patagonia and Lulu. 
 
 "Empire Theatre."  BC: 15 Dec. (1919), 9.      [rnib] 
 
 
TOYLAND:  [extravaganza]  Txt/Mus. [n/e] 
 "Animated dolls in the persons of the members of the company [hold] a carnival… the dolls come to life - as 
most pleasurably excited children do - at an early hour, to wit 4 am, and after their excitability [has] been held in some 
reasonable check by the policeman, they [proceed] to enjoy the 'boy' and 'girl' dancing of Miss Dale and Miss Violet 
Sylvester, whilst they retire to rest - late in comparison with their hour of rising - at 6am" (BC: 31 May 1918, 4). 
 One of the songs known to have been presented as part of the production was: "Toyland," sung by Madge 
Griffith as she is carried off to Toyland by her faithful swan. 
[NB: It is not clear whether there is any relationship between this production and a Christmas pantomime with a similar title, written by 
George Edwards, and first produced by Harry Clay in Sydney in Dec. 1917]  
1918:  Cremorne Theatre (Bris); 30 May - 
 - Prod. John N. McCallum. 
 - Troupe: Courtiers Costume Comedy Company. 
 - Cast incl. Ford Waltham (Policeman), Linda Dale, Violet Sylvester, Madge Griffith. 
 - Musicians: Federal Band. 
 
 "Courtiers, The."  BC: 31 May (1918), 4.                         [see also advert. - BC: 30 May 1918, 2] 
 
 
THE BACK TO NATURE CLUB:   [revusical]  Txt. Al Bruce; Mus. [n/e] 
  A revue that satirises "the habits of extreme 'simple life' faddists, the story revolves around the character, Hank, 
an "impecunious tramp in search of work" (BC: 5 Jan. 1920, n. pag.)  
[American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a number of revues/revusicals he 
had brought with him from the States  - notably The Elixir of Love and The Back to Nature Club. It is likely that by late 1919 the material Bruce was 
staging were either written while in the region (by Bruce and/or others in his troupe), or as with The Back to Nature Club, had been adapted to include 
local settings and contained significantly higher levels of local influences than the earlier productions.] 
1918: National Theatre (Syd); 1-7 June 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Al Bruce (Hank), Mabelle Morgan (Dr Virginia Richmond). 
1920: Empire Theatre (Bris); 3-9 Jan. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce and his Rosebuds. 
 - Cast incl. Al Bruce (Hank), Mabelle Morgan (Dr Virginnia Richmond), R. Raymond (Dewy Dunn), D'Arcy  
    Kelway (Ratz), Les Shipp. 
 - Other productions staged during the 1919/20 season included: Hello Papa, The King of Patagonia and Lulu. 
 
 "Empire Theatre."  BC: 5 Jan. (1920), n. pag.     [rnib] 
 X-Ray.  "Month in vaudeville."  TT: June (1918), 29.      [rnib] 
 479 
HOME SWEET HOME:  [revusical]  Txt/Mus. [n/e]  
 "The revue is rather weak in every way," writes Australian Variety's Harry Kitching. There "does not appear to 
be the material there to work on, although applause greeted some of the lines and situations" (n. pag.). 
1918: Bridge Theatre (Newtown, Syd); 1-7 June 
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Elsie Brown, Vera Benson, Grace Quine, Vera Benson, Amy Rochelle, Will Dyson, Madge Loyola,  
   Elsie Brown, Les Shipp, Jim Gaffney. 
- Musicians incl. Eileen Huggard (piano) replacing the injured James Stewart. 
1918: Harry Clay's Sydney suburban circuit; ca. May/June  
 - Sydney circuit incl. Princess Theatre; 22-28 June 
 
AV: 28 June (1918), 3.    [rnib] 
 
 
I'M IN A FIX:  [revusical]  Txt/Mus. [n/e]  
 Possibly written by George Pagden, with the assistance of other members in the troupe. 
1918: Bridge Theatre (Newtown, Syd); 8-14 June. 
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Lillian Graham, Kathleen Desbro, Pearl Reeves, Marshall Crosby, George Pagden. 
1918: Harry Clay's Sydney suburban circuit; ca. June  
 
 
A GAY DESERTER:  [revusical]  Txt/Mus. [n/e]  
 Possibly written by George Pagden, with the assistance of other members of the troupe. 
1918: Bridge Theatre (Newtown, Syd); 15-21 June.  
- Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. George Pagden, George Livingstone, Marshall Crosby, Kitty Stanley. 
1918: Harry Clay's Sydney suburban circuit; ca. June/July 
 
 "Bridge Theatre." AV: 7 June (1918), n. pag. 
 
 
JOCKEYS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript extract - Nat Phillips Collection, UQFL9, Box 1] 
 Nat Phillips (Stiffy) and Roy Rene (Mo) are a couple of stable lads at a racecourse in this "sporty musical 
comedy revue." The other character include: Dennis (an old trainer), Marion (his daughter), Paul Mannering (the 
owner), Jonsey (a punter), Olga Verough (in love with Paul), Lord Verbrought (her accomplice), Lizzie (the servant), 
and Graham, Harry, Bentham and Ken (possibly punters). The 1921 Brisbane Courier review notes that the "play was a 
burlesque on the sport of horse racing… replete with crooks, disqualified jockeys and adventuresses. As the stable boys 
Messrs. Roy Rene and Nat Phillips gave a clever and laughable portrayal of the characteristics commonly attributed to 
'horsey' men. Miss Daisy Merritt as Polly, the 'Queen of Ascot,' was the object of the amorous advances of Mo, and the 
latter's proposal made a great hit with some of the audience, but other persons might have thought it approached the 
indelicate. The comedy was full of pretty frocked ballets, dances and songs" (4 July 1921, 9). 
 The Brisbane Courier's review of Nat Phillips' 1926 Whirlgig version records: "The second half of the 
programme was taken up with an amusing sporting revue, The Jockeys, depicting dark doings at the racecourse. As 
usual Stiffy and 'Erb (in the role of stable boys) claimed a large share of attention, and their handling of their mounts, a 
collie dog and a goat was a scream. Smart and snappy musical numbers by members of the company, with the able co-
operation of the Whirlgig Ballet, were interspersed throughout the programme" (13 Dec. 1926, 17). 
 The "musical sprints" presented during the 1922 production were: "Derby Day" (punters, owners and trainers), 
"Mississippi" (Connelly and girls), "Miss O'Shea" (Shaw, Rene and Phillips), "Miami Dreams" (Connors and Paul), 
"Ahead of the Times" (O'Brien and girls), "All by Myself" (Paul), "Strut, Miss Lizzie" (Connors and girls), 
"Timbuctoo" (Connelly), "Jabowocky" (Davis and girls) and the finale "The Race for the Cup" (the jockeys). Queenie 
Paul's song, "All By Myself," was included in the production by request. 
1918: Empire Theatre (Bris); 15-21 June 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 5-11 July [return season: 27 Sept. - 2 Oct.] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 27 Mar. - 2 Apr.    [return season: – 21 Aug.; end of season]  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd.  
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 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
- NB:  The company undertook a brief regional tour between seasons, with the return season beginning 10 July.  
   The Age also notes that "the supporting company has been very much improved" (12 July 1920, 8). Mike  
   Connors and Queenie Paul joined the troupe at this time. See also At the Club (1920) which had its Australian  
   premiere during return season. 
1921: Empire Theatre (Bris); 2-8 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers'  Theatre (Syd); 22-28 July 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; B Mngr. George C.  
   Audley; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar (Dennis, the old trainer), Dot Davis (Marion, his  
    daughter), Keith Connelly (Paul Mannering, the owner),Queenie Paul (Olga Venough, in love with Paul),  
   Mike Connors (Lord Verbrought, her accomplice), Gladys Shaw (Lizzie, a servant); and the Six Radio Girls  
   (Rosie Bowie, Gwen Brandon, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken) as punters. 
1924: Fullers' Theatre (Syd); 4-10 Oct. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
    [aka Mrs Roy Rene], Daisy Merritt, Gladys Shaw, the Six Radio Girls. 
1926: Empire Theatre (Bris); 11-17 Dec.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway, Daisy Merritt, Dan M. Dunbar, Dan Weldon, Eric Masters, Dorothy  
   Manning, May Laurence, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
1927: Fullers' Theatre (Syd); 25 June - 1 July 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Harry Ross, Sadie Gale, Daisy Merritt, Statler Sisters, Alec  
    Kellaway, Jack Kellaway; and the Radio Girls. 
- Musicians: Charleston Symphony Jazz Band. 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising. May Laurence's surname  
    is also sometimes spelled Lawrence. 
 
"Empire Theatre." BC: 13 Dec. (1926), 17. 
"Empire, The."  BC: 4 July (1921), 9. 
FN: 22 July (1922), 12.  Advert. 
 
 
MEXICANS [aka TOREADORS, IN MEXICO, FUN IN MEXICO, IN SPAIN, and 
BULLFIGHTERS] [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript extract and character part - Nat Phillips Collection; Box 2] 
 Known under various titles throughout the years, this one act musical comedy revue sees Stiffy and Mo as 
bullfighters. Although new songs and fresh comic business were no doubt inserted into the various productions over the 
years, it is believed that the basic format of the first narrative was kept. For example, the 1922 production (presented as 
In Mexico) included the characters: Bill Brady (a crook), Florita (an heiress), Anita (in love with Brady), Antonio (in 
love with Florita), Petre (a bad hombre), Florrie (who also loves Brady), and various senoritas. The 1924 version has at 
least four similarly-named four characters - Pedro, Natalie, Flora and Florita. 
 The 1922 production included the songs: "Come to Spain" (girls), "Honeymoon Round the World" (Connelly 
and girls), "Romany" (Paul), "After a Thousand Years" (Davis and girls), "Believe in You" (Connors and girls), "Parvo 
Real Girl" (Connelly and girls), "Promenade" (Shaw and girls), "Kentucky Home" (Connors and Paul) and "Back to 
Australia" (finale). 
The Theatre describes the 1924 production, titled Mexicans thus: "Stiffy and Mo, two strangers in Mexico, are 
alternatively vamped by Natalie, Flora and Florita, and only just manage to evade the knife of Pedro the toreador. The 
plot is neither here nor there, however, when Stiffy and Mo start gagging. A most artistic scene representing a courtyard 
in Mexico, forms the background for the revue and six dainty senoritas dance on and off when the fun slows down… 
but the show is Stiffy and Mo" (Dec. 1924, 44). The following year an advertisement for In Spain records: Stiffy and 
Mo "are brave bull fighters in dear old Mexico among the sweet senoritas and giddy girls full of pep and pace. A 
scream of joy headed by the gloom annihilators Nat Phillips and Roy Rene" (A: 14 Mar. 1925, 22). 
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The Nat Phillips Collection, held by the Fryer Library, University of Queensland, contains an eleven page 
extract from an original manuscript, titled Fun in Mexico.  
1918: Empire Theatre (Bris); 29 June - 5 July    [as Toreadors] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1919: Fullers' Theatre (Syd); 12-18 July 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle, Walter Jackson  
   [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack Dennis. 
1920: Bijou Theatre (Melb); 14-20 Aug. [as Bullfighters] 
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.       
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
- NB:  The company undertook a brief regional tour between seasons. The first season began c March with the 
   return season beginning 10 July. The Age also notes that "the supporting company has been very much  
   improved" (12 July 1920, 8). Mike Connors and Queenie Paul joined the troupe at this time. See also At the 
    Club (1920) which had its Australian premiere during return season. 
1921: Empire Theatre (Bris); 6-12 Aug. [as Mexico] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); 20-26 May [as In Mexico] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dot Davis [aka Mrs Roy Rene] (Floritta), Mike Connors (Bill Brady, a  
    crook), Queenie Paul (Anita, in love with Brady), Keith Connelly (Petre, a bad hombre), Gladys Shaw  
    (Florrie, also loves Brady), Dan M. Dunbar (Antonio, in love with Floritta); and the Six Radio Girls (Gwen  
    Brandon, Rosie Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken) as senoritas. 
1924: Fullers' Theatre (Syd); 8-14 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul (Natalie), Peter Brooks, Dan M. Dunbar, Dot  
    Davis [aka Mrs Roy Rene] (Florita), Daisy Merritt, Gladys Shaw (Flora); and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 14-20 Mar. [as In Spain] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Daisy Merritt, Keith Connolly, Rene Albert, David Lyle; and the Six Radio Girls. 
1926: Empire Theatre (Bris); 27 Nov. - 3 Dec.    [as In Spain] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Queenie Paul, Daisy Merritt, Dan M. Dunbar,  
   Dan Weldon, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company at the conclusion of this production. 
1927: Fullers' Theatre (Syd); 28 May - 3 June    [as In Spain] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Jack Kellaway, Alec Davidson, Sadie Gale, Amy Rochelle,  
    Harry Ross, Statler Sisters; and the Six Radio Girls. 
- Musicians: Charleston Symphony Jazz Band. 
1927: Bijou Theatre (Melb); 12-18 Nov. [as Mexicans] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Les Clements. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Daisy Merritt, Dan M. Dunbar, The Stattler  
    Sisters, Will Kenny Dan Weldon, Alec McKinnon; and the Radio Ballet. 
 - Musicians: Charleston Symphonists (incl. Les Clements). 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
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FN: 20 May (1922), 2.  Advert. 
Keup, M. A.  JI: 2 June (1927), 28-9. 
"Month in Vaudeville, The." TT: Dec. (1924), 44.    
 
 
THE KING OF DETECTIVES:  [revusical]  Txt. Billy Watson; Mus. [n/e]  
Most likely written by Billy Watson, with additional input from Joe Rox and other comedians in the troupe. 
1918: Harry Clay's Sydney circuit; ca. June.   
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole. 
- Troupe: Joe Rox Revue Company. 
- Cast incl. Joe Rox, Billy Watson, Amy Rochelle, Ida Merton, Hughie Ogilvie, Nat Hanley, Ivy Aldous.  
1918: Harry Clay's Sydney suburban circuit; ca. June  
 - Sydney circuit incl. Princess Theatre (15-21 June) 
 
 
THE TOURISTS IN JAPAN:  [revusical]  Txt. Edwin Waller; Mus. [n/e]  
1918: Harry Clay's Sydney circuit; ca. June/July 
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (NBT). 
- Cast incl. Ted Stanley, Lulu Eugene, Ern Crawford, James Caldwell, Lorraine Russell, Eileen and Bessie  
   Phillips. 
 
 
IN THE HOSPITAL:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Stiffy and Mo feel very crook, but they manage to keep the pretty nurses amused. The pair also encounter the 
Matron, the Head Nurse, the Doctor, and some very strange strangers. It is not clear whether this revusical is the same 
as a similarly-located production, Oh Doctor. The 1918 Brisbane season, for example, saw the company stage Oh 
Doctor in mid-February and In the Hospital in early July. Advertising for the earlier production does include a reference 
to the plot being set "in the hospital" (BC: 16 Feb. 1918, 2). The Brisbane Courier's review of the 1927  Whirlgig 
production records: "Nat Phillips (Stiff) and Jack Kellaway ('Erb) were a pair of unhappy patients, Stiffy contemplating 
his early demise in melancholy tones but the audience failed to realise the solemnity of the occasions, particularly when 
the Professor (Dan M. Dunbar) discussed with gruesome detail the fitness of Stiffy as a subject for the operating table" 
(17 Jan. 1927, 16). 
 The 1922 production's "musical operations" were: "Gay Nurses" (chorus), "Ma" (Connelly and Davis), 
"O'Reilly" (Connors and girls), "Wondering" (Paul and girls), "Sure, Sure Sign" (Shaw and girls), "Bright Eyes" 
(Connors and Paul), "Cairo" (Davis and girls), "Yiddisher Love" (Rene), "The Older They Get" (Connelly), "Preacher 
Makes You Mine" (Connors, Paul and company), "Gladness" (Shaw) and the finale "Married" (company). The 1927 
Stiffy and Erb version included the songs: "We are Pretty Nurses so Gay" (performed by Dorothy Manning and nurses), 
"Sunnybrook Farm" (concerted number). 
Advertising also sometimes sees the revusical billed simply as In Hospital. 
1918: Empire Theatre (Bris); 6-12 July  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1920: Bijou Theatre (Melb); 8-14 May     
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 10-16 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); 17-23 June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Gladys Shaw (The Matron), Dan M. Dunbar (The Doctor), Dot Davis [aka  
    Mrs Roy Rene] (The Head Nurse), Queenie Paul (A Crazy Patient), Mike Connors (Swinging the Lead), Keith  
    Connelly (The Sore Finger), Doc O'Brien (Willie), Daisy Merritt; and the Six Radio Girls (Rosie Bowie,  
    Gwen Brandon, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken) as nurses. 
1927: Empire Theatre (Bris); 15-21 Jan.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
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- Cast incl. Nat Phillips, Jack Kellaway (Erb), Daisy Merritt, Dan M. Dunbar (Professor), Dan Weldon, Dorothy  
   Manning (Matron), May Laurence, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton and Les Clements (piano). 
 -  In the Hospital was presented as a first part revusical, along with several sketches and another revusical, The  
     Bailiffs during the week. 
 
NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising. May Laurence's surname  
    is also sometimes spelled Lawrence (and her Christina name referred to as Mary). 
 
 FN: 17 June (1922), 10.  Advert. 
"Fun at the Empire."  BC: 17 Jan. (1927), 16. 
 
 
THE BLACK HAND SOCIETY:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 The company’s advertisement in the Brisbane Courier indicates that this revusical was being staged for the first 
time on any stage. 
1918: Empire Theatre (Bris); 13-19 July  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson, Vince Courtney, Cliff O'Keefe. 
 
 
LORDS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Described by the Theatre critic in 1922 as "mere padding," with much of "their work [being] a repetition of the 
antics indulged in by them during the recent run of Dick Whittington" (May 1922, 19), the Brisbane Courier notes in its 
review of the 1921 season that Stiffy and Mo "appeared in the role of a Yiddish 'deadbeat and his deadbest friend… 
Equipped with an extremely clever and funny make-up, they gave a delightful impersonation of the affectations 
popularly attributed to members of the English nobility, while their sudden and unexpected relapse into their own 
identity caused many a hearty laugh" (20 June 1921, 4). 
 For the 1925 Bijou Theatre production Phillips' included such songs as "Old Irish Mother" and "Lazy Daisies." 
The 1927 Stiffy and Mo version of The Lords incorporated into the general story line the sketches "The Eternal 
Triangle," and another, described as the telephone scene." (JI: 18 Aug. 1927, 28). Songs incorporated into that 
production included "All's Well that Ends Well, and "Here I Am" (sung by Amy Rochelle).  
 A review in the Brisbane Courier for the 1926 Whirlgig company version notes: "In the amusing revuette, The 
Lords, Stiffy and 'Erb masquerade as two members of the House of Lords and their adventures on the seashore with a 
bevy of charming maidens provided a wide field of humour." The other characters included: Willie (played by Dan 
Weldon) the little son of the irascible Major Porter (Dan Dunbar), and a ne'er do well (Eric Masters). 
1918: Empire Theatre (Bris); 3-9 Aug.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
- The entertainment during this week also included some scenes from another Stiffy and Mo revusical, In the  
   Surf - staged in Brisbane in 1918 as Mixed Bathing. 
1920: Bijou Theatre (Melb); 19-25 June     
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann, Dan Dunbar,  
    Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 18-24 June  
  - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1922: Fullers' Theatre (Syd); ca. Apr. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Ida Merton, Dot Davis [aka Mrs Roy Rene], Queenie Paul, Mike Connors,  
    Keith Connelly, Gladys Shaw, Dan M. Dunbar, W. O'Brien; and the Six Radio Girls (Gwen Brandon, Rosie  
    Bowie, Thelma Duff, Flo Wilson, Marie McLaughlin, Phyllis Whisken). 
1924: Fullers' Theatre (Syd); 13-19 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
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 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Dot Davis [aka Mrs Roy Rene], Daisy Merritt, Queenie   
    Paul, Mike Connors, Gladys Shaw; and the Six Radio Girls.  
1925: Bijou Theatre (Melb); 21-27 Feb. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Daisy Merritt, Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Radio Six. 
1926: Empire Theatre (Bris); 4-10 Dec.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway ('Erb), Daisy Merritt, Dan M. Dunbar (Major Porter), Dan Weldon  
   (Willie), Eric Masters (the ne'er do well), Dorothy Manning, Polly Power, Eddie and Decima McLean; and the  
   Radio Six. 
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company prior to this production being staged. 
1927: Fullers' Theatre (Syd); 13-26 Aug. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Harry Ross (Lord Brancaster), Sadie Gale, Daisy Merritt,  
    Statler Sisters, Alec Kellaway (Little Willie), Jack Kellaway (Major Porter), Will Kenny (Lord Snazzle). 
- Alec Kellaway left the troupe sometime during the two week run of The Lords. He was replaced by Dan M.  
   Dunbar, previously with the troupe for several years, but who had been forced into temporary retirement due  
   to long illness. 
- Musicians:  Charleston Jazz Band. 
1927: Bijou Theatre (Melb); 29 Oct. - 4 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Les Clements. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Daisy Merritt, Dan M. Dunbar, The Stattler  
    Sisters, Will Kenny Dan Weldon, Alec McKinnon; and the Radio Ballet. 
 - Musicians: Charleston Symphonists (incl. Les Clements). 
 - This was the opening production of the Stiffy and Mo's 1927 Bijou Theatre season 
 
 NB: The surname of Alec and Jack Kellaway is often spelled Kelleway in reviews and advertising.  
 
"Empire, The."  BC: 20 June (1921), 4. 
Keup, M. A.  "Vaudeville."  JI: 18 Aug. (1927), 28. 
---   "Vaudeville."  JI: 25 Aug. (1927), 28. 
 
 
AN UP COUNTRY COURT HOUSE:  [burlesque]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, An Up Country Court 
House, was described in advertising as a burlesque. However, it is likely to have been staged by The Serenaders more in 
the style of the musical sketch. The company began its 1918 season in Brisbane on 10 August having arrived there from 
a season at the Follies Theatre, St Kilda (Melb). The advertisement also notes that Huxham's company had played the 
same theatre for "the past four consecutive summer seasons with conspicuous success." Following the Melbourne 
season the company played the Theatre Royal, Hobart, were they claim to have broken all records for bookings and 
attendance (BC: 27 July 1918, 2). 
1918: Cremorne Theatre (Bris); 16-22 Aug. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 
 
THE SOFT DRINK SHOP [aka THE STOREKEEPER]: [musical sketch]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, The Soft Drink Shop was 
one of numerous musical sketches (also referred to as musical scenas) staged by The Serenaders during 1918. 
 Songs known to have been presented as part of the Brisbane revival production were: "Echo" (sung by Olive 
Sneddon). A war monologue "The Fool" performed by Miss Pop Batterbury was also a highlight. 
1918: Cremorne Theatre (Bris); 16-22 Aug.     [return season: as The Storekeeper, 22-28 Nov.] 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
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 - The 22 November revival was staged along with the operatic scena Life in a Gypsy Camp. 
 
 "Serenaders, The."  BC: 23 Nov. (1918), 7. 
 
 
CIRCUS DAY IN DIXIE: [burlesque]  Txt/Mus. [n/e] 
 Although described in advertising as a burlesque, this production (as with the majority of the Huxham repertoire 
around this period) was likely to have been in the revusical style. Possibly written by Hugh Huxham, in collaboration 
with other members of his troupe. 
1918: Cremorne Theatre (Bris); 23-29 Aug. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 
 
A POT POURRI [aka GO AS YOU PLEASE]:  [musical revue]  Txt. Nat Phillips; Mus. [n/e] 
 A Pot Pourri falls more into the genre territory of musical revue than revusical in that it contained no narrative 
structure. In this respect each production (invariably presented as the final offering in a Stiffy and Mo Revue Company 
season) comprised popular selections from the troupe's repertoire. 
 The 1918 Brisbane Pot Pourri season may not have been the first Stiffy and Mo compilation show.  
1918: Empire Theatre (Bris); 24-30 Aug.  
 - Dir. Nat Phillips; Prod. Fuller's Theatres Ltd. 
 - Troupe:  Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Dan M. Dunbar,  
    Peter Brooks, Belle Pollard, Walter Jackson [aka Walter Whyte], Vince Courtney, Cliff O'Keefe. 
1921: Empire Theatre (Bris); 9-15 Oct. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
   Walter Jackson [aka Walter Whyte], Dot O'Dea. 
1927: Empire Theatre (Bris); 5-11 Mar. [as Go As You Please]  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs  
- Cast incl. Nat Phillips, Roy Rene, Jack Kellaway, Daisy Merritt, Dan M. Dunbar, Dan Weldon Dorothy  
   Manning, Polly Power, Hal Cooper; the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 
NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising.  
 
 
WE HAVE GOT SOME PRESENTS: [musical sketch]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham in collaboration with other members of his troupe, We Have Got Some 
Presents was one of numerous musical sketches (or musical scenas) staged by The Serenaders during 1918. 
1918: Cremorne Theatre (Bris); 30 Aug. - 5 Sept.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 
 
KIDSTAKES JUNCTION: [musical scena]   Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, Kidstakes Junction was 
one of numerous musical sketches (also referred to as musical scenas) staged by The Serenaders during 1918. 
Advertising for the 1919 season indicates that it was a railway scena. 
1918: Cremorne Theatre (Bris); 6-12 Sept.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Empire Theatre (Bris); 21-28 June 
 - Dir. Hugh Huxham; Prod. Fullers Theatres Ltd. 
 - Troupe: Huxham's Serenaders. 
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 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Lalla Ward, Reg Harrison, Sydney Hollister, Olive  
   Sneddon, Fred Herand, Kitty Morton, Enid Parker. 
 - NB: Huxham's Serenaders ended their Cremorne engagement on 9 June and transferred across to the Fullers Empire Theatre in late June.  
   Huxham had been with McCallum continuously since August 1918. 
 
 
AT THE FARMER'S BALL: [musical sketch]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, At the Farmer's Ball was 
one of numerous musical sketches (also referred to as musical scenas) staged by The Serenaders during 1918. 
1918: Cremorne Theatre (Bris); 13-19 Sept.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 7-13 Feb. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
STRANDED AT WOOP WOOP: [revusical]  Txt/Mus. [n/e] 
 This revusical is said to have contained "a remarkably fine comedy study of a sorrowing sinner - Rev. Mr 
Wowse" (TT: Oct. 1918, 36). 
1918: Princess Theatre (Syd); 14-20 Sept. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Andrew Kirk. 
 
 
IN FAIR JAPAN:  [musical scena]  Txt/Mus. [n/e] 
 One of several "Oriental" or "Eastern" scenas staged in Brisbane during the year, the setting for this production 
depicted a Japanese tea garden. Possibly written by Hugh Huxham, in collaboration with other members of his troupe. 
 The public's interest in these short musical sketches is evidenced by the fact that a large number were staged 
around Australia between 1915 and 1918. In Brisbane during 1917, for example, John N. McCallum's Dandies company 
staged In China Town at the Cremorne Theatre (ca. 14 Apr.); while McCallum's Courtiers company also presented a 
similar version of the same "fascinating Chines Scene" at the Cremorne in early September of the same year. A month 
later In Yokohama was staged by the Walter George's Smart Set Company (12 Oct.). Productions of this type presented 
in Brisbane during 1918 include: In Sunny Japan (Smart Set; 11-17 Jan); several unnamed productions in February (1-
7) and March (8-14); Asia Minor (11-17 Oct.) and My Little Chinee Girl in China (28 Nov. - 5 Dec.). 
[NB: It is not clear whether there is a relationship between In Fair Japan and any of the revusicals referred to above or with several other 
Oriental productions known to have been staged by Australian companies around this period, notably the 1915 version of In Sunny Japan (Edward 
Branscombe's Dandies; 1915) and two revusicals by Elton Black - Oh Yokohama and In Tokyo (both first staged in 1916). Delyse Ryan (2000) has 
suggested that with set pieces available from previous productions, it is likely that a deliberating factor in staging similar scenas at Brisbane's 
Cremorne Theatre, for example, was the reduction in costs through the re-use of these materials. Whether the narratives were the same is uncertain] 
1918: Cremorne Gardens (Bris); 20-26 Sept. 
 - Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 
 "Serenaders, The."  BC: 21 Sept. (1918), 14.    [rnib] 
 
 
A DAY AT SEA ON THE S. S. PITCH AND TOSS: [musical sketch]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, A Day at Sea on the S.S. 
Pitch and Toss was one of numerous musical sketches (also referred to as musical scenas) staged by the Serenaders 
during their 1918 and 1919 Brisbane engagement. 
1918: Cremorne Theatre (Bris); 27 Sept. - 3 Oct. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe:  Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 28 Feb. - 6 Mar. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
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 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
A WAITER'S DILEMMA:  [revusical]  Txt. Maurice Chenoweth; Mus. [n/e]  
Most likely devised by the show’s producer, Maurice Chenoweth, along with other members of the troupe. 
1918: Bridge Theatre (Newtown, Syd); 28 Sept. - 4 Oct. 
- Dir. Maurice Chenoweth; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Cast incl. Ted Stanley, Phillips Sisters, Les Coney, Alf Edwards, Lulu Eugene, James Caldwell, Ern  
   Crawford. 
1918: Harry Clay's Sydney suburban circuit; ca. Oct. 
 
 
AN EXCITING HONEYMOON:  [revusical]  Txt/Mus. [n/] 
 The action of this one act musical comedy centres on the grey-haired but amorous General Debrett who is on his 
honeymoon. Complications and much humour arise when he meets one his former loves and subsequently finds himself 
trying to evade a demand for breach of promise while keeping it all from his bride. 
1918: Athenaeum Hall (Melb); 5-18 Oct.  
 - Troupe: The New Musical Comedy Co. 
 - Cast incl. H. N. Gregory (General Debrett), Alfred Harford (a waiter, late of the navy), Fannie Fowler, Dora  
    Levy, Vera Benson, Maurice Nodin. 
 
 "New Musical Comedy Co." A: 7 Oct. (1918), 9.       [rnib] 
 
 
SOCK THE KAISER:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
 Art Slavin and company re-opened the Eden Gardens for Harry Clay (after refurbishment) with this revue. 
Harry Kitching reports that it "made a decided hit and the writer (Art Slavin) is to be congratulated on his effort: it has 
many funny situations, while some excellent musical numbers are introduced which make the show one of the most 
entertaining the management have on their circuit" (AV: 11 Oct. 1918, n. pag.). 
1918: Eden Gardens (Manly, Syd); 5-11 Oct.    
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; Mngr. Jimmy Boyle. 
- Troupe: Art Slavin Revue Company. 
- It is believed this production would have premiered at the Bridge Theatre at least a week earlier. 
1918: Harry Clay's Sydney suburban and South-West NSW circuit; ca.Oct. 
 - Suburban circuit incl. Princess Theatre (12-18 Oct.). 
 
 Kitching, Harry.  AV: 11 Oct. (1918), n. pag.      [rnib] 
 
 
STOP THIEF: [burlesque]  Txt/Mus. [n/e] 
 Although described in advertising as a "Keystone burlesque, this production (as with the majority of the 
Huxham repertoire around this period) was likely to have been in the revusical style. The production is said to have 
included a chase scene, in typical Keystone Cops style. John N. McCallum had previously produced a "Keystone 
burlesque," Keystone Policemen, earlier in the year, under the auspices of his Courtier's company (25-31 Jan.). It is not 
clear whether any relationship exists between the two pieces. Possibly written by Hugh Huxham, in collaboration with 
other members of his troupe. 
1918: Cremorne Theatre (Bris); 11-17 Oct. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 - The entertainment also included the Eastern musical scena Asia Minor. 
 
 
ASIA MINOR: [musical scena]  Txt/Mus. [n/e] 
 The interest in oriental musical sketches is evidenced by the fact that a large number were staged around 
Australia between 1915 and 1918. In 1917 John N. McCallum staged In China Town at the Cremorne Theatre (Dandies 
Co, 14 Apr.); and an unnamed "fascinating Chines Scene" (Courtiers Co, ca. Sept), while Walter George's Smart Set Co 
presented In Yokohama (12 Oct.). 1918 saw such productions as In Sunny Japan (Smart Set; 11-17 Jan); two unnamed 
productions in February (1-7) and March (8-14); In Fair Japan (Serenaders; 20-26 Sept.); and My Little Chinee Girl in 
China (Serenaders; 28 Nov. - 5 Dec.). 
 Possibly written by Hugh Huxham in collaboration with other members of his troupe, the scena included the 
songs "If You Were the Only Girl (sung by Edith Huxham), "Asia Minor" (Hugh Huxham) and an Eastern dance 
performed by Kitty Morton.  
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[NB: It is not clear whether there is a relationship between Asia Minor and any of the revusicals referred to above or with several other 
Oriental productions staged in Australia around this period. Delyse Ryan (2000) suggests that the availability of set pieces from previous productions 
would have been a deliberating factor in staging similar scenas at Brisbane's Cremorne Theatre, for example.  
1918: Cremorne Gardens (Bris); 11-17 Oct. 
 - Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 - The entertainment also included the burlesque Stop Thief. 
 
 
HOW MABEL'S LIFE WAS SAVED: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a "burlesque, this production (as with the majority of the Huxham 
repertoire around this period) was likely to have been in the revusical style. Possibly written by Hugh Huxham in 
collaboration with other members of his troupe. 
1918: Cremorne Theatre (Bris); 18-24 Oct. 
 - Dir. Hugh Huxham; Prod. John N. McCallum.  
 - Troupe: Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 21-27 Feb. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
HE NEVER THERE TOUCHED ME:  [revusical]  Txt/Mus. [n/e]  
1918: Coliseum Theatre (Nth Syd); 19-25 Oct. 
- Prod. Clay's Bridge Theatre Ltd; S Mngr. Will Sadler. 
1918: Harry Clay's Sydney suburban and South-West NSW circuit; ca. Oct/Nov. 
 
 Kitching, Harry.  AV: 25 Oct. (1918), n. pag. 
 
 
BRISKET BOXED:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
1918: Coliseum Theatre (Nth Sydney); 19-25 Oct. 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole.  
- Troupe: Art Slavin Revue Company. 
- Cast incl. George Crotty, Wal Rockley (Sam Snow), Amy Rochelle, Maisie Posner, Nat Hanley, Art Slavin,  
   Lily Thompson, William Liddle, Ida Jarvis, George Sorlie. 
1918: Harry Clay's Sydney suburban and South-West NSW circuit; ca. Oct/Nov.  
 - Suburban circuit incl. Princess Theatre (9-15 Nov.) 
 
 
THE RAINBOW GIRLS:  [revusical]  Txt/Mus. [n/e] 
 It is not clear whether there is any relationship between this revusical and a similarly titled production, The 
Rainbow Girl, staged on Harry Clay's circuit in 1917.  
1918: Grand Opera House (Syd); ca. Oct. 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter Johnston Revue Company. 
 - Cast incl. Vera Spraull, Harry Burgess, Lola Hunt, Ernest Lashbrooke, Florrie Wilson, Lydia Carne, Muriel  
    Phillips.  
 
 X-Ray.  "Month in vaudeville."  TT: Nov. (1918), 23-24. 
 
 
IN LANTERN LAND: [musical sketch]  Txt/Mus. [n/e] 
Possibly written by Hugh Huxham, in collaboration with other members of his troupe, In Lantern Land was one 
of numerous musical sketches (also referred to as musical scenas) staged by The Serenaders during 1918. 
1918: Cremorne Theatre (Bris); 1-7 Nov.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe:  Huxham's Serenaders. 
- Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
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DO IT NOW:  [revusical] Txt. Bert Le Blanc; Mus. [n/e] 
 Described in the Brisbane Courier as a "burlesque revue," Do it Now was "the first episode in a story which 
[was] revealed more full in the sequel Get the Habit." The revusical's setting is in the stockbroking office of Will 
Cheatem, with Ike and Morris as unsuspecting speculators who soon learn  that stockbroking is the art of buying stock 
that doesn't exist with money you don't possess and selling it for more than it cost" (11 Nov. 1918, 5). 
Le Blanc's company in 1919 included brothers Jim Gerald and Lance Vane, along with Gerald's wife, Essie 
Jennings. 
1918: Empire Theatre (Bris); 9-15 Nov.    
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Mike Connors, Queenie Paul, Lillian Colenzo,  
    Winnie Knight [aka Mrs Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita  
    Penson, Vera Tandy, Rose Brennan, Hilda Lynn, Annie Henry). 
.1919: Fullers' Theatre (Syd); 8-14 Mar.  
 - Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
 - Troupe: Bert Le Blanc's Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Jim Gerald (A. Long Reach), Essie Jennings, Lance Vane (Russian  
    anarchist), Queenie Paul (Cassia Roland), Mike Connors (Will Cheatem, the lover), Darcy Kellaway, Winnie  
    Knight [aka Mrs Bert Le Blanc], Neville Royal, Lillian Colenzo, Nellie Fallon; and the Pony Ballet: (Lucy  
    Cliff, Annie Henry, Hilda Lynn, Rosie Downie, Thelma Gourlay, Bertha Bush, Alma  
    Hilson, Alice Lewis, Vera Tandy, Essie Davis). 
 - NB: Do it Now was staged during the opening week of the new Fuller's Theatre.  
 
"Empire Theatre, The." BC: 11 Nov. (1918), 5. 
"Fuller's New Theatre: Successful Opening."  SMH: 10 Mar. (1919), 5. 
TT: Apr. (1919), 27.    [rnib] 
 
 
THE VILLAGE SCHOOL [aka AN UP-COUNTRY VILLAGE SCHOOL]:  
 [musical scena]  Txt/Mus. [n/e] 
 Also known as A Day in a Village School, this humorous musical scena was played out during a day in an up-
country village school. Possibly written by Hugh Huxham, in collaboration with other members of his troupe. The 
Brisbane Courier writes of the 1919 Empire Theatre revival that the narrative revolved around "a day in which the 
schoolmaster governed merely with the consent of the governed, and learnt more than he taught. Miss Edith Huxham, as 
the Belle of the Ballet"  
1918: Cremorne Theatre (Bris); 15-21 Nov.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 9-15 Mar. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
1919: Empire Theatre (Bris); 25-31 Aug 
 - Dir. Hugh Huxham; Prod. Fullers' Theatres Ltd. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Lalla Ward, Reg Harrison, Sydney Hollister, Olive  
    Sneddon, Fred Herand, Kitty Morton, Enid Parker. 
 - Huxham's Serenaders had ended their Cremorne engagement on 9 June (having been with McCallum  
    continuously since August 1918) and transferred across to the Fullers Empire Theatre in late June.  
 
 
LIFE IN A GYPSY CAMP: [musical scena]  Txt/Mus. [n/e] 
 Described as an "operatic scena" (BC: 23 Nov. 1918, 7). Possibly written by Hugh Huxham, in collaboration 
with other members of his troupe. 
 [NB: It is not clear what connection (if any) this revusical had with two similarly-titled productions, the musical scena My Gypsy Maid 
staged in Brisbane during January 1918 by Walter George's Smart Set troupe; and My Gypsy Girl, a burlesque produced by Walter Johnson's Town 
Topics Company ca. Oct/Nov. 1919] 
1918: Cremorne Theatre (Bris); 22-28 Nov.  
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
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 - The entertainment also included the music scena The Storekeeper and other vaudeville turns. 
 
 "Serenaders, The."  BC: 23 Nov. (1918), 7. 
 
 
GET THE HABIT: [revusical] Txt. Bert Le Blanc; Mus. [n/e] 
 Little is known about this sequel to Le Blanc's Do it Now revusical, which the Brisbane Courier records was 
produced for the first time in Australia during the 1918 Empire Theatre season. No other revivals have been located to 
this date, however, and no details are provided in reviews of that week apart from the following: "It's action will 
disclose what a crazy Russian Nihilist did with certain missing stock certificates" (23 Nov. 1918, 12). 
1918: Empire Theatre (Bris); 23-29 Nov.    
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars 
- Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Mike Connors, Queenie Paul, Lillian Colenzo,  
   Winnie Knight [aka Mrs Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet Penson, Rita  
   Penson, Vera Tandy, Rose Brennan, Hilda Lynn, Annie Henry). 
 
 "Music and Drama."  BC: 23 Nov. (1918), 12.       [rnib] 
 
 
MY LITTLE CHINEE GIRL IN CHINA: [musical scena]  Txt/Mus. [n/e] 
 One of several "Oriental" or "Eastern" scenas staged in Brisbane during the year, it was possibly written by 
Hugh Huxham, in collaboration with other members of his troupe. The Brisbane Truth records that My Little Chinee 
Girl in China [was] the latest of the scenas in which the serenaders score success gratifying to all concerned" and that 
"the pretty little girl who takes the name part deserves a box of the best chocolates every night" (TBRS: 1 Dec. 1918, 6). 
Hugh Huxham is also said to have given "an admirable impersonation of a homesick 'John.'" Two of the songs 
presented during the production were: "The International Rag" and "Oh Yes I Remember" (sung by Edith Huxham). 
The public's interest in these short musical sketches is evidenced by the fact that a large number were staged 
around Australia between 1915 and 1918. In Brisbane during 1917, for example, John N. McCallum's Dandies company 
staged In China Town at the Cremorne Theatre (a.ne" at the Cremorne in early September of the same year. A month 
later In Yokohama was staged by the Walter George's Smart Set Company (12 Oct.). Productions of this type staged in 
Brisbane during 1918 include: In Sunny Japan (Smart Set; 11-17 Jan); two unnamed productions in February (1-7) and 
March (8-14); In Fair Japan (Serenaders; 20-26 Sept.); and Asia Minor (Serenaders; 11-17 Oct.). 
[NB: It is not clear whether there is a relationship between My Little Chinee China and any of the revusicals referred to above or with 
several other Oriental productions known to have been staged by Australian companies around this period. Delyse Ryan (2000) has suggested that 
with set pieces available from previous productions, it is likely that a deliberating factor in staging similar scenas at Brisbane's Cremorne Theatre, for 
example, was the reduction in costs through the re-use of these materials. Whether the narratives were the same is uncertain] 
1918: Cremorne Gardens (Bris); 28 Nov. - 5 Dec. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
- The entertainment also included the musical burlesque The Travelling Tent Show. 
 
"Footlight Fancies."  TBRS: 1 Dec. (1918), 6. 
 
 
THE TRAVELLING TENT SHOW [aka THE TRAVELLING THEATRICAL 
SHOW]:  [burlesque]  Txt/Mus. [n/e] 
 The escapades of an up-country travelling tent show, staged with songs, dances and with "sixty laughs to the 
minute" (BC: 28 Nov. 1918, 2). Possibly written by Hugh Huxham, in collaboration with other members of his troupe. 
The Brisbane Courier notes that for the 1919 revival, "Hugh Huxham, Dan Weldon and Sydney Hollister were 
responsible for an apt rendering of the trio, "Donald, Douglas and Dick" (17 May 1919, 7). 
1918: Cremorne Gardens (Bris); 28 Nov. - 5 Dec. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
- Staged along with the musical burlesque musical scena My Little Chinee Girl in China. 
1919: Cremorne Theatre (Bris); 16-22 May  
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 - The entertainment also included the vocal scena Milly from Piccadilly. After having been with McCallum  
   since August 1918 Huxham's Serenaders transferred across to the Fullers Empire Theatre in late June 1919.  
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SQUIRE BADLOT: [revusical]  Txt/Mus. [n/e] 
 Although described in advertising as a "burlesque, this production (as with the majority of the Huxham 
repertoire around this period) was likely to have been in the revusical style. Possibly written by Hugh Huxham in 
collaboration with other members of his troupe. 
1918: Cremorne Theatre (Bris); 6-12 Dec. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 9-15 May 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 - The entertainment also included the musical scena, An Up-Country Village School (aka The Village School). 
 
 
H.E.R. PETTICOAT: [burlesque revusical]  Txt/Mus. [n/e] 
 Described in 1918 advertising as an "HMS Pinafore burlesque" (BC: 14 Dec. 1918, 2) and in 1919 as an 
"original and cleverly written burlesque" (BC: 3 May 1919, 7), this production was possibly written by Hugh Huxham, 
in collaboration with other members of his troupe. 
1918: Cremorne Theatre (Bris); 13-19 Dec. 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1919: Cremorne Theatre (Bris); 2-8 May 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond. 
 - Troupe: Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 "Serenaders, The."  BC: 14 Dec. (1918), 3. 
 
 
DR DIPPY'S ASYLUM [DIPPY DIPPY]: [revusical] Txt. Bert Le Blanc; Mus. [n/e] 
 Little is known about this revusical in terms of its characters and plot line. One of the feature songs for the 1919 
Fuller's Theatre season was "I Love the Jukelele" [sic] a duet performed by Bert Le Blanc and Jake Mack (SMH: 24 
Mar. 1919, 11). 
[NB: It is not clear whether this production shares any relationship with another, similarly titled revue, known to have been first staged in 
1918 by Joe Rox's company, Dr Croker's Asylum] 
1918: Empire Theatre (Bris); 14-20 Dec. [return season: 18-24 Jan. 1919]  
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levie), Mike Connors, Queenie Paul, Lillian  
   Colenzo, Winnie Knight [aka Mrs Bert Le Blanc], Lance Vane, Will Raynor; and the Pony Ballet (Violet  
    Penson, Rita Penson, Vera Tandy, Rose Brennan, Hilda Lynn, Annie Henry). 
 -  The return production was the final show for the Empire Theatre season. 
1919: Fullers' Theatre (Syd); 22-28 Mar.  [as Dippy Dippy] 
- Dir. Bert Le Blanc; Prod. Fullers' Theatres Ltd. 
- Troupe: Bert Le Blanc's Musical Travesty Stars. 
 - Cast incl. Bert Le Blanc, Jake Mack, Mike Connors, Queenie Paul, Lance Vane, Jim Gerald, Essie Jennings,  
    Lillian Colenzo, Nellie Fallon, Darcy Kellway, Neville Royal; and the Pony Ballet (Lucy Cliff, Annie Henry,  
    Hilda Lynn, Rosie Downie, Thelma Gourley, Bertha Rush, Alma Hilson, Alice Lewis, Vera Tandy, Essie  
    Davis). 
 
 "Fullers' New Theatre." SMH: 24 Mar. (1919), 11.       [rnib] 
 
 
THE LOVE OF AN INDIAN SQUAW: [musical scena]  Txt/Mus. [n/e] 
 Described as a picturesque Indian scena and possibly written by Hugh Huxham, in collaboration with other 
members of his troupe. 
1918: Cremorne Gardens (Bris); 21 Dec. - 
 - Dir. Hugh Huxham; Prod. John N. McCallum. 
 - Troupe: Huxham's Serenaders. 
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 - Cast incl. Hugh Huxham, Edith Huxham, Reg Harrison, Olive Sneddon, Sydney Hollister, Miss Pop  
   Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
 
 
FINE! FINE! FINE!:  [revusical]   Txt. Paul Stanhope; Mus. [n/e] 
 Set "anytime and anyplace," this revusical's plot revolves around the attempts by Spike Murphy (the manager of 
a hotel) to find a wife. Other principle characters include Prof. Keegan (the proprietor of the Inn), Lady St Clair (on 
vacation), while the supporting ensemble included tourists, guests and footballers. 
1918:  Palace Theatre (Melb); 21-27 Dec. 
- Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope's New Musical Revue Company. 
- Cast incl.  Paul Stanhope, Mark Erickson, Maud Miles, Ivy Moore, Edna McCall, Helen Le Cain, Cora  
   Casela, the Grafters' Quartet; and the Ginger Girls' Ballet 
1919: Empire Theatre (Bris); 5-11 Apr. [return season: 7-13 June (Theatre Royal)] 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope (Spike Murphy), Mark Erickson (Professor Keegan), Ernest Pitcher (Hiram  
    Butterface, looking for his health/Simon Jones, a patient), Bert Morrison (Louis Dilly, a clerk), Cliff  
    O'Keefe (Rev. Pick-Me-Up), Helen Le Cain (Lady St Clair), Peal Livingstone (Birdie, an actress/Miss  
    Fielding, a guest), Maud Miles (Miss Van Ness, a tourist); the Ginger Girls (Eileen Moloney, Ivy McKay,  
    Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney).  
- The Grafters Quartet comprised H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - This production was the season opener. Other revusicals staged during the Brisbane season included: Roley  
    Poley, Zig Zag, Safety First, Hokey Pokey, Razzle Dazzle and See-Saw. 
 
 BC: 5 Apr. (1919), 2. Advert. 
 "Palace - Vaudeville."  ARG: 23 Dec. (1918), 8. 
 
 
THE BABES IN THE WOOD:  [pantomime]   Lib. Nat Phillips; Mus/Lyr. W. Hamilton Webber; Add  
 Mus. incl. Vince Courtney and Walter Whyte [aka Walter Jackson] 
 An adaptation of the popular pantomime story by Nat Phillips, the plot sees two young children kidnapped by 
robbers and taken into a forest. As with many previous versions, much of the story is played out in Sherwood Forest, 
with various characters from the Robin Hood legend introduced. The production also saw Nat Phillips and Roy Rene (as 
Stiffy and Mo) play the thieves employed (by Horace Mann's character) to steal the babes.  
One of the highlights of the pantomime was a tableau tribute to the Anzacs titled, "The Glory of Australia." In 
the march of the battalions the various colours of troops and places the Australian's fought were also depicted. A 
painting of Gallipoli under fire (by Lieut. G. P. Hoskins) was also presented. Other scenic highlights were said to be 
Rose Petals (aka Rose Land) and Sherwood Forest.  
This was the first of three Babes in the Wood pantomimes produced by the Fullers in four years. While there are 
similarities between this production and that staged in Melbourne beginning Christmas 1921, notably the scenic 
settings, names of some characters and music by W. Hamilton Webber, it is not believed that they are the same work. 
 [NB: The Fullers' other Babes in the Wood pantomime was produced in Sydney in mid-January (libretto by Frank Neil)] 
1918: Grand Opera House (Syd); 21 Dec. 1918 - 4 Apr. 1919 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; S Art. Rege Robins; Chor. Lydia Carne; Cost. Mrs Edwards;  
    Children's Dir. Chrissie Royal. 
- Cast incl. Queenie Paul (Robin Hood), Daisy Merritt (The Dame), Horace Mann (The Bad Baron), Caddy  
   Franks (The Witch), Nat Phillips (Stiffy), Roy Rene (Mo), Vince Courtney (Idle Jack), Rita Star (Mayflower),  
   Cliff O'Keefe (King Caterpillar), Dan Dunbar (Horatio), Lydia Carne (Back Black Rose), The Paulestos  
   (goblins), Billy Le Brun (The Donkey), Dot O'Dea (Pan), Vera Starr (Janie), Peter Brooks (Keeper of the  
   Stocks), Walter Jackson [aka Walter Whyte] (The Beadle), Stella Starr (Strongheart), Belle Pollard (Queen  
   Paradise), Stella and Myee Lamond (The Babes), Zenda Banks (Bandbox Belle), Jack Wilson (her masher),  
   The Nine Mites. 
- Child Chorus: Lottie Thompson, Violet Jagleman, Melba Ferrington, Annie  Sturgeon, Eileen McGrath,  
   Maudy Boyce, Ruby Mudd. 
- NB: Amy Rochelle played Robin Hood from 1 Feb. onwards 
 
 'Babes in the Wood, The." SMH: 23 Dec. (1918), 10. 
 "Sundry Shows."  B:  26 Dec. (1918), 8-9. 
 
 
SINBAD THE SAILOR:  [pantomime]  Lib. Ella Airlie; Mus. [n/e] 
 The plot of this Fullers' pantomime "departs from the Arabian Nights tale as freely as the plots of most 
pantomimes do from their fairy book origins," writes the Argus theatre critic. "It deals with a voyage made by Sinbad to 
present a famous diamond to the Sultan of Serindip. A group of conspirators, including Steal, the arch villain and the 
inevitable Old Man of the Sea, seek to thwart him, and a storm is raised (providing the opportunity for a realistic stage 
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setting), but after several vicissitudes, [Sinbad] triumphs over his foes, and wins the heart of the Sultan's daughter, the 
Princess Zoe" (23 Dec. 1918, 8). 
Songs written, or adapted, into the narrative include: "Cats on the Tiles," "Nautical Captain Brown," "The Ship 
of Love," "Here Come the Anzacs," "Flossie the Flapper," "Dame of the Veils," "Kiss Me," "Knit, Knit," "Dame of the 
Minchinbury," "I'll Throw a Ring Around You," and "The Shell" and "Butterfly" ballets. The Argus records that one un-
named ballet, described as a Ju-jitsu dance with Apache elements, was "a rather strained intrusion." The critic went so 
far as to suggest that "worked up, say, as an island dance scene [it] might possible be jammed in to advantage" (23 Dec. 
1918, 8). 
1918: Bijou Theatre (Melb); 21 Dec. 1918 - 18 Jan. 1919 
 - Dir. Al Johnson; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Lola Hunt (Sinbad), Billie Mavis (Princess Zoe), Belle Millnette (Hinbad), Nellie Fallon (Zorilda -  
    Sinbad's sister), Elsie Sloan (Venus), Florrie Horan (The Old Man of the Sea), Harry Farrow (Mrs Tinbad),  
    Harry Burgess (her son), Gus Franks (Cassim), Ernest Lashbrooke (Stealo), Les Warton (Captain Brown/  
    Sultan of Serindip), Florrie Wilson, Lila Dabscheck.  
 
 "Bijou - Sinbad the Sailor."  ARG: 23 Dec. (1918), 8. 
 "Bijou Theatre - Sinbad."  A: 23 Dec. (1918), 6. 
 
 
JACK AND JILL:  [pantomime]  Lib. [n/e]; Mus incl. Robert Keers 
 A pantomime in two acts and twenty scenes, the show is said to have been stolen by Barry Lupino in the dame 
role. The Sydney Morning Herald theatre critic records: "The house may be said to have rocked with laughter during the 
roaring farce of the school scene, and while the dame with a caricature of a face and her insecure admirer gave sigh for 
sigh and smile for smile as sitting on the edge of a cliff near the hill top from which Jack and Jill tumble down after 
drawing a pail of water" (19 May 1919, 7). 
Reviewing the Palace Theatre premiere, the Herald review notes: "In this twentieth century elaboration of "Jack 
and Jill," the boy and girl of the time-worn nursery rhyme are almost lost in the comedy padding, the scenic 
ornamentation, and in the spectacular embroideries, which include a number of dances and ballets arranged by 
Espinosa." The critic notes, for example, Bert Bailey's role in the production: As "Ginger, the Prince's man, [he] spreads 
himself in songs and character sketches which have nothing to do with Jack and Jill. In the first act we have Ginger in a 
modern sac suit singing about dear old Sydney in "Billo," with a scenic background showing Man-o-war Steps. A little 
later the red-haired humorist, in an old-time costume, is audaciously fooling with the Dame and singing, "Sprinkle me 
with Kisses" (ibid, 7).   
 The musical programme comprised ballet and incidental music by Robert Keers. Among the other songs 
incorporated into the pantomime were: "Give Me No Man's Land" (sung by Gracie Doran), "A Wedding in the 
Farmyard" (Ida Newton and Gracie Doran), "Life in the Old Girl Yet" (Barry Lupino), "Billo" (Bert Bailey) and 
"Jogging along the Highway" and "The Blue Billabong" (by David Loffman dressed as an Australian swagman). The 
Argus records that one of the highlights of the Melbourne production was Bert Bailey's character study and song, 
"Billo" which concluded with a mock Apache dance preformed with Gertie Latchford. Both the Age and Argus also 
drew attention to the march of Australian products,  ymbolized by ingenious costume designs, which concluded the 
pantomime.  
 The published synopsis of scenery is: Act 1 Sc 1. The Village of Peace and Plenty; Sc 2. Corridor of the 
Regent's Palace; Sc 3. The Widow's Tonsorial Establishment; Sc 4. The Road to the School; Sc 5. Man-O-War Steps; 
Sc 6. The School Room; Sc 7. The Road to the Well; Sc 8. The Hill Top; Sc 9. On the Way to Bagdad; Sc 10. Bagdad; 
Act 2 Sc 1. The Haunt of the Hunchback; Sc 2. The Floral Ballet; Sc 3. The Corridor of the Regent's Palace; Sc 4. The 
Forge; Sc 5. The Road to Nowhere; Sc 6. The Corridor to the Palace; Sc 7. A Spanish Courtyard; Sc 8. The Regent's 
Physic Shop; Sc 9. Grand Finale in the Palace; Sc 10. The Christmas Plum Pudding. 
1918: King's Theatre (Melb); 21 Dec. 1918 - 28 Jan. 1919 
 - Dir. Barry Lupino; Prod. J. and N. Tait; Cond. Fred Walford; S Art. Alfred Clint and William Rowell; Chor.  
    Espinosa; Cost. McCathie Ltd, Ada Colton, Madame Oughton; S Mngr. H. C. Nightingale; Ballet Mistress  
    Lena Henry. 
- Cast incl. Dorothy Leigh (Jack), Gracie Doran (Jill), Barry Lupino (Dame Durden), Bert Bailey (Ginger),  
    General Biff (David Loffman), George Moon (Private Baff), Daniel Morris (Private Boff), James Vivian  
    (Private Bim), Ernie Stebbing (Private Zim), Daisy Yates (Trim, Lord in waiting), Joe Brennan (The Regent),  
    Violet Collinson (Princess Bountiful), Gertie Latchford (Fantine), William A. Hassan (Edward Ass-in-Nine),  
    Virginia Roche (Prince Fearnaught), Fred MacDonald (Carl the Hunchback), Fred Monument (Chief Slave),  
    Una Jan (Fairy Queen), Elva Powie (Prima Ballerina), Little Prilk Lupino [sic] (Dog Toby), Charles Albert  
    (solo dancer), Ida Newton;  Premieres Danseuses - Lena Henry, Eileen Dorgan, Violet Harding, Rene  
    Denerio. 
- Other characters included: Villagers, Fairies, Slaves, Glow Worms, Soldiers, Beauties, Goblins, Persians,  
    Spaniards, Living Toys, Living Flowers. 
 - American principal boy Virginia Roche and English comedians/dancers Moon and Morris were unable to  
    make it to Melbourne in time for the premiere. Dorothy Leigh subsequently filled in the role of Prince  
    Fearnaught (the part she later played in Sydney), while Ida Newton (wife of Joe Brennan) took on the  
    principal boy role of Jack 
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 - NB: The season ended prematurely when Victorian theatres were forced to close due to the Flu epidemic. 
1919: Palace Theatre (Syd); 17 May - 26 June 
 - Cast and production mostly as for previous Sydney season.  
 - Cast changes for the 1919 production saw Dorothy Leigh play Prince Fearnaught and David Loffman play  
   the Chief Slave (this version does not appear to have a character named general Biff, the character Loffman  
   was cast as in 1918). 
- Sadie Pepper, whose name does not appear in advertising for the 1918 production is named as one of the  
   Premieres Danseuses in 1919. 
 - NB: The season was due to open in early April but was delayed when NSW theatres were closed due to the  
    Spanish Flu epidemic. 
 
 "King's - Jack and Jill."  ARG: 23 Dec. (1918), 8. 
 "King's Theatre - Jack and Jill."  A: 23 Dec. (1918), 6. 
 "Palace Theatre - Jack and Jill."  SMH: 19 May (1919), 7. 
 
 
GOODY TWO SHOES: [pantomime]  Lib Adapt. Frank Dix; Mus incl. Andrew MacCunn 
 Adapted by Frank Dix from R. C. Oldham's pantomime, which is itself believed to have been taken from an 
original story by Oliver Goldsmith (ARG: 23 Dec. 1918, 8), this J. C. Williamson production featured eminent 
comedian Arthur Stignant as the dame and American principal girl Madeleine Harrison as Goody Two Shoes.  
According to the Sydney Morning Herald the Sydney season was all the more welcome after seven weeks deprivation 
of all theatrical entertainment due to the Spanish Flu and subsequent theatre closures. 
 In relation to the story the Age theatre critic writes: "There is no more story in the book of Goody Two Shoes 
than is usual for an extravaganza. Such story as there is concerns a pair of pink satin shoes, which the Fairy Queen 
owns, the wizard wants and Goody wears (23 Dec. n. pag.). 
The published synopsis of scenes and incidents is: Prologue: The Living Clock; Act 1 Sc1. Astrologer's Room 
in the Duke's Palace; Sc 2. The Village of Blossomville; Sc3. Anteroom in the Duke's Palace; Sc 4. Belgian Rose; Sc 5. 
Madame Jewel's Marionettes in Circus Day in Toyland; Sc 6. The Kitchen; Sc 7. Bubbles; Sc 8. The Shipbuilding 
Yards; Sc 9. Back Parlour of the Palace; Sc 10. Room in the Palace of Cards (incl. The Ballet of the Fortune Tellers); 
Act 2 Sc 1. The Toymaker's Forest; Sc 2. Toyland; Sc 3. The Fringe of the Forest; Sc 4. A Garden; Sc 5. A Room; Sc 6. 
Kenna Brothers in the Clouds; Sc 7. The North Pole; Sc 8. On the Road; Sc 9. The Banqueting Hall.  
 The musical programme included: "By Plot and Guile" (sung by Maude Gray and Lou Vernon), "What Can the 
Matter Be," "We'll Have a Deuce of a Spree" and "Why am I Always the Bridesmaid" (Arthur Stignant), "Chasing 
Rainbows," "Belgian Rose" and "I'm Sorry I Made You Cry" (May de Sousa), "Oh Happy Pair" (Sc 2. finale), "K-K-K-
Katy," "Say I To Myself, Says I," "I Hate to Get Up in the Morning," "The Last Long Mile" (Toby Claude), "Oh 
Frenchy" (Madeleine Harrison and chorus), "Bubbles" (Maggie Dickinson), "The Lads in Blue" (Dorothy Hastings), 
"On the Level, You're a Little Devil" (May de Sousa and Madeleine Harrison), "You Don't Know" (Maude Gray), 
"Swing Swing" (Act 2 opening chorus), "I'm Gonna Pin My Medal on the Girl I Left Behind" (May de Sousa and 
chorus), "For Years an' Years an' Years" (Arthur Stignant and Herbert Walton), "Springtime" (Madeleine Harrison), and 
"Zip-Zip-Zip" (Act 2 finale). 
 Specialty scenes and acts included: "Assembling a Husband" (comedy sketch by Arthur Stignant); Children's 
Flower Ballet; Scene 4 Tableau (Belgium, Italy, France, Australia and the Allies); Fred Walton's "Toy Soldier," 
"Foraging for Rations" and "To the River" sketches; a Robinson Crusoe burlesque (Arthur Stignant); The March of the 
Cards; The Miraculous Tent; and a Children's Toy Ballet. The Sydney Morning Herald also records that a novel effect 
was introduced "in the form of a giant crystal globe that reflected emerald and ruby colours, and as it revolved threw 
from its myriad facets swiftly shifting dazzling patches of light upon the chorus below" (19 May 1919, 6). 
1918: Her Majesty's Theatre (Melb); 21 Dec. 1918 - 28 Jan. 1919 
 - Dir. Charles A. Wenman; Prod. J. C. Williamson Ltd (Managing Directors: George Tallis, Hugh J. Ward and  
    Clyde Meynell); M Dir/Arr. Andrew MacCunn; S Art. W. R. Coleman and George Upward; Chor. Minnie  
    Everett; S Mngr. J. Whitfield. 
 - Cast incl. May de Sousa (Alan, the Duke's rightful heir), Floie Allan (Zoe, the Wizard's daughter), Madeleine  
    Harrison (Goody), Arthur Stignant (Mrs Tutt, Goody's mother), Toby Claude (Araminta, a maid of sorts),  
    Maude Gray (Fairy Lightheart), Rene Tanswell (Duchess of Improvidentia), Lou Vernon (Demon of  
    Discontent), Ernest Langford (The Duke of Improvidentia), Con Moreni (The Mayor of Blossomville),  
    Dorothy Hastings (Ronnie, the Mayor's son), Maggie Dickinson (The Spirit of the Dance), Kenna Brothers  
    (Bucephalus and Aesop), Kelso Henderson (premiere dancer) Herbert Walton (Clarence, the Duke's son),  
    Stanley Odgers (The Wizard), Fred Walton (The Toy Soldier).  
 -  NB: The season ended prematurely when Victorian theatres were forced to close due to the Flu epidemic. 
1919: Her Majesty's Theatre (Syd); 17 May - 4 July 
 - Cast and production mostly as for previous Melbourne season. 
 - Sydney Yates replaced Kelso Henderson as premier dancer.  
 
 "Goody Two Shoes."  SMH: 19 May (1919), 6. 
 "Her Majesty's - Goody Two Shoes."  ARG: 23 Dec. 1918, 8. 
 "Her Majesty's Theatre - Goody Two Shoes."  A: 23 Dec. 1918, n. pag. 
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BLUEBEARD:  [pantomime]   Lib/Lyr. Frank Neil; Orig Mus/Add Lyr. W. Hamilton Webber; Add Mus/ 
 Lyr. incl. Vince Courtney, Nat Phillips 
 Bluebeard begins in Toyland, where the arrival of Father Christmas heralds the traditional quest for a 
pantomime story. The second scene, set in the Square of Aleppo, sees the forces of evil, led by Demon Discord, and the 
forces of good, led by Queen Felicity, draw their battles lines prior to the arrival of Bluebeard. The story proper then 
begins, as Selim's sweetheart, Fatima, is abducted by Bluebeard and taken to his harem. Meanwhile Selim declares, "I 
am a lover brave and true, and all the world the world knows what a lover can do."   He then sets forth on the H.M.A.S. 
Melbourne to rescue his would-be lover. Act II begins in Bluebeard's Fairy Garden, in the centre of which lays a 
Wonderful Water Fountain. Fatima, now firmly in the grip of Bluebeard’s power, has been condemned to die just like 
his seven wives. At midnight, upon the conclusion of "Weird Ghost Ballet," Selim arrives to rescue Fatima, and 
dispatches Bluebeard in the process. The pantomime ends in Selim's Wonderful Palace of Fans, during which the 
transformation scene - "The March of the Fans," is presented. "The Wedding of Selim and Fatima" is then followed by 
the glittering finale "Wedding Bells" (FN: 18 Feb. 1922, 9). 
 W. Hamilton Webber composed original incidental music and collaborated with Frank Neil on a number of 
songs for the original production, including: "The Opening Chorus" and "Act 1 Finale Chorus" (Neil/Webber); "Come 
to the Great Bazaar Today" (Webber); "Cuddle in your Mammy's Arms" (Neil) sung by Fifi de Tisne; "The Passing of 
the Hours" (a ballet by Neil/Webber); Act 1 Finale Chorus "Floating Away" (Neil/Webber) and "Swan Boat" 
(Neil/Webber) sung by Essie Jennings and chorus. Other songs incorporated into the pantomime were: "Just Had a Drop 
of Gin with Martha," "Let's all Have a Jolly Good Cry" and "A Nosy Noise Annoys an Oyster" (sung by Jim Gerald); 
"Let's all be Good Pals Together" and "Lucky" (Nellie Kolle); "Welcome to the Day," "Cleopatra's Got a Jazz Band 
Now," "Jazz Boat" (Fifi de Tinse); and "Wedding Bells' (Company). Most of this material was also used for the 1920 
and 1921 revivals. Dance numbers included "The Spirit of the Dawn" and "The Enchanted Mummy Dance" (performed 
by Polly McLaren), "The Golden Fairy Ballet" (Doris Tointon), and "The Skeleton Ballet."  
Additional material comprised popular songs of the day and several songs by cast members. Vince Courtney 
contributed, for example, 'That Little Home Among the Hills' and 'Sarah' to the 1920 and 1921 revivals. One of Nat 
Phillips' songs, "The Pickanniny's Land of Dreams' was also featured in one or both of these productions.  
1918: Majestic Theatre (Syd); 26 Dec. 1918 - 17 Jan. 1919 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Jim Gerald (Sister Mary), Essie Jennings. 
 - A second edition of the pantomime was presented for the final week (11-17 Jan.), and included new songs,  
   dances and specialties.  
1920: Grand Opera House (Syd); 18 Dec. 1920 - 11 Mar. 1921 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd; S Art. Rege Robins; Chor. Bella Perman. 
 - Cast incl. Jim Gerald (Sister Mary), Essie Jennings, Vince Courtney (Bill Jellico), Ray De Vere, Harry  
    Burgess, Gus Franks, De Winter and Rose, Ferry the Frog, Archie and Gertie Falls, Kathleen Shearer, Lydia  
    Crane, Victor Fitzherbert, Arthur Vance, John Kirby, The Darwinians. 
1921: Princess Theatre (Melb); 24 Dec. 1921 - 25 Mar. 1922    (135 pfms) 
- Dir. Frank Neil; Prod. Fullers' Theatres Ltd; Cond/M Dir. Reginald De Talworth; S Art. Rege Robins; Chor.  
   Doris Tointon; B Mngr. Roy Fuller; S Mngr. Jack Kirby; Cost. Miss Moar and Mrs Dunne.  
- Cast incl. Jim Gerald (Sister Mary), Essie Jennings (Queen Felicity), Jefferson Tait (Bluebeard), Frank Neil  
    (Rastus), Nellie Kolle (Selim), Raymond Johnson (Father Christmas), Polly McLaren (Zarella), Eddie De  
    Tisne (Demon Discord), Lorna Ballard (Cupid), Fifi De Tisne (Fatima), Jack Kirby (Willie Wagtail), Ardley  
    Reale (The Monkey), Bumps and Falls (Catchem and Loseum), Ferry The Frog, The Marvellous Flying  
    Winskills, Thomas Winskill; Bluebeard's Murdered Wives - Sadie Reed (Zuleka), Stella Noonan (Zamara),  
    Kathleen Dubois (Zensda), Myrtle Dale (Corita), Trizie Caley (Sabine), Doris Lemar (Mena); Bluebeard's  
   Dancing Harem Girls - Olive Symonds, Gladys Fryer, Beattie Marshall, Alma Stewart, Ivy Moule, Vera  
   Nixon, Gladys Devereux, Myrtle Adair, Ruby Gray, Doris Hunter, Thelma Prittard, Irene Scully, Minnie  
   Nathan, Maggie Berry, Doreen Beaumont, Kathleen Wolthers; Bluebeard's Guard - Madge Newbould, Elsie  
   Allen, Iris Lette, Mary Ryan, Pansy Mason, Lillian Bennett, Mona Quine, Marie Stein, Edna McCall, Flo  
   Shenwick, Jean Vernon, Clarice Johnson; Cupid's Army of Fairies - Ada Law, Petty Roberts, Esther Powrie,  
   Nellie Wigston, Leile Battye, Edna Pritchard, Phyllis Moyle, Tubby Wood, Grace Webster, Mavis Ball,  
   Bonnie Boxshall, Violet Burge, Eileen Fahey, Ivy Prescott, Virgin Uren, Elvie Watson.  
 
 A: 24 Dec. (1921), 16.  Advert.   
"Ballet Girls at Play: New Version of Bluebeard." FN: Apr. (1922), 6.  
 Fuller News Dec/Jan. (1921-22), v. pags.  (Pantomime Souvenir 1921-1922, incl.  photographs. See also photos FN: 4 Feb. 1922, v. pag.) 
 FN: 18 Feb. (1921), 9-10.  Advert.   
 "Praise for Bluebeard: Melbourne Critic Praises Production at the Princess."  FN: 4 Mar. (1922), 4. 
 "Princess - Bluebeard."  ARG: 27 Dec. (1921), 7. 
 SMH: 18 Dec. (1920), 2.  Advert.    
 
 
THE BABES IN THE WOOD: [pantomime]  Txt. Hugh Huxham; Mus. [n/e] 
 Described in advertising as a "potted pantomime" this version of the popular children's pantomime burlesqued 
the traditional lines and characters while staying bound, more or less, within the familiar story.  
1918: Cremorne Theatre (Bris); 26 Dec. 1918 - 1 Jan. 1919 
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 - Dir. Hugh Huxham; Prod. John N. McCallum; Dir. Hugh Huxham. 
 - Cast incl. Hugh Huxham, Edith Huxham (Robin Hood), Reg Harrison, Olive Sneddon, Sydney Hollister, Miss  
    Pop Batterbury, Dan Weldon, Kitty Morton, Pearlie McKenzie. 
1920: Lyric Theatre (Melb); 24 Dec. 1920 - 6 Jan. 1921 
 Dir. Hugh Huxham. 
 
"Serenaders, The." BC: 14 Dec. (1918), 3.                [see also rev. - BC: 28 Dec.1918, 5] 
 
 
ON THE PROMENADE: [revusical]  Txt/Mus. [n/e] 
 While precise details of this production (company/venue and dates) are unclear at this stage, it is likely to have 
been written by George Edwards, one of the revusical's leads. The Theatre indicates that the two Edwards (Alf and 
George) were exhilarating as a pair of "black-faced aristocratic deadbeats" (Jan 1919, 28) 
1918: Harry Clay's Sydney Suburban circuit; ca. Dec. 
 - Prod. Clay's Bridge Theatre Ltd.  
 - Cast incl. George Edwards, Alf Edwards, Rosie Parkes. 
 
 
 
 
 
 
Hugh Huxham  
Theatre Oct. (1915), 45. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
Edith Huxham  
Theatre Oct. (1915), 45. 
(Courtesy of the Fryer Library, University of Queensland) 
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1919 
 
 In Australia, as elsewhere around the world, many theatres and regional circuits were forced to close down for a 
period of time in an effort to try and stop the spread of the Spanish Flu. Many organisations also tended to contract their 
operations while the epidemic played its course. Harry Clay, for example, closed down his South-western circuit early 
in the year and cancelled his Queensland tour (the company did not return to Queensland for another nine years). The 
cancellation of the South-West circuit appears to have also ended his association with that region. After the government 
allowed theatres to reopen in May, Clay concentrated on re-establishing the city and suburban circuit - notably the 
Bridge Theatre (Newtown), the Princess Theatre (George Street) and the Gaiety Theatre (Oxford Street). 
 Walter Johnson's Town Topics Company presented a series of revusicals during their season at the Cremorne 
Theatre (Bris). One production, untitled, which is known to have included music, but possibly only for dance 
sequences, was staged during the week 12-18 September. Based on the old French pantomime Punchinello, the story 
was re-written with an additional prologue and epilogue by Yorke Gray. The music was composed by Fred Whaite.  
 Stiffy and Mo (Roy Rene and Nat Phillips) ended their Fullers season in Sydney on 3 October after twenty-two 
weeks (252 performances), with all but the last four weeks being original revusicals. The final weeks consisted mostly 
of revivals of productions staged earlier in the season.  The company opened with Reuban Baker at the Victoria Theatre, 
Newcastle on 4 October before returning to Sydney to star in the Fullers' Christmas pantomime Cinderella. 
__________ 
 
SQUASHED:  [revusical]  Txt. Yorke Grey; Mus. [n/e]  
 "Written by Yorke Gray," writes Harry Kitching, "[Squashed] proved an agreeable little tabloid, and it should 
have a good run" (n. pag.). 
1919: Bridge Theatre (Newtown, Syd); 5-11 Jan. 
-  Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole;  S Mngr. Ted Gabriel. 
- Cast incl. Maurice Chenoweth, Les Shipp, Reg Thornton, Jim Gaffney, Kathleen Desbro, Dolly Solomon, the  
   Ruddles, Grace Quine. 
1919: Harry Clay's Sydney suburban and south-west NSW circuit; ca. Jan. 
 - Cast and production mostly as for previous Bridge Theatre season. 
 
Kitching, Harry. AV: 10 Jan. (1919), n. pag. [rnib] 
 
 
THE FAN-TAN MAN:  [musical scena]  Txt/Mus. [n/e] 
 Described in the Brisbane Courier as a Chinese scene showing "life in the fascinating dreaming Chinatown" (11 
Jan. 1919, 11). 
1919: Cremorne Theatre (Bris); 10-16 Jan. [return season: 25 Apr. - 1 May] 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
AT THE FAIR:  [musical scena]  Txt/Mus. [n/e] 
1919: Cremorne Theatre (Bris); 17-23 Jan. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
   Olive Sneddon, Fred Herand.  
 
 
A DAY IN A VILLAGE COURT HOUSE:  [musical scena]  Txt/Mus. [n/e] 
1919: Cremorne Theatre (Bris); 24-30 Jan. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
A LUNATIC AT LARGE:  [revusical] Txt/Mus. [n/e]  
1919: Princess Theatre (Syd); ca. Jan.  
- Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Courtney Ford, Ivy Davis. 
 
X-Ray.  "Month in Vaudeville."  TT: Feb. 91910, 27.      [rnib] 
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A DREAM OF THE EAST:  [musical scena]  Txt/Mus. [n/e] 
 In this Oriental scena, described as "distinctly dramatic," Edith Huxham portrayed a native Indian girl. Along 
with songs and dances the narrative also introduced a death scene. The Brisbane Courier's "Music and Drama" column 
of 25 January 1919 notes, too, that A Dream of the East was to introduce "the famous Indian love lyrics" (12). 
1919: Cremorne Theatre (Bris); 6-12 Feb. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
THEY ALL SANG ANNIE LAURIE:   [musical scena]  Txt/Mus. [n/e] 
 The Brisbane Courier records: "Mr Huxham with 'Comrades' attired as 'diggers' appeared in [this] picturesque 
camp fire scena… and provided most effective harmony - a sweetness of sound which was later reproduced when the 
entire company joined in "Old Songs Up To Date" and selections from Il Trovatore" (8 Mar. 1919, 6).  
1919: Cremorne Theatre (Bris); 7-13 Mar. 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Pearl McKenzie, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 
 
KUTE KIDS:  [revusical] Txt. Art Slavin; Mus. [n/e]  
 Billed as a "Komical Kolation" in which Mr Mug (an elderly widower) has his mind (and eye) set on marrying 
again. The "infant terribles" of the woman he is pursuing cause him problems with their antics. 
1919: Princess Theatre (Syd); 8-14 Mar. 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole.  
- Troupe: Art Slavin Revue Company. 
- Cast incl. Lily Thompson (Irish widow), Maisie Posner (Daisy Gill, one of the Kids), George Crotty, Will  
   Liddle (the other Kid), Art Slavin (the Butler), Wal Rockley (Mr Mug), Gladys Holmes (Molly), Ida Jarvis  
   (Mrs  Newlove), Margaret Darragh, Phil Ashford. 
 
 
A FIREMAN'S TROUBLES:  [revusical] Txt. Joe Rox; Mus. [n/e]  
 "Propstick," writing in the Theatre magazine records that "George Wallace is a comedian with a delightfully 
quiet style. He gets his laughs without any forcing… Max Martin dances as neatly as ever, and makes a capital 
policeman in A Fireman's Troubles, a fairly entertaining comedy that forms the second part. Chief honours are annexed 
by Wallace in a clever Johnny study and by Billy Cass and Joe Rox as two impossible firemen. Emphatically the artistic 
feature of the production is Lulu Hart's beautiful dancing" (Apr. 1919, 28). 
1919: Eden Gardens (Manly, Syd); 8-14 Mar.  
- Dir. Joe Rox; Prod. Clay's Bridge Theatre Ltd. 
- Troupe: Joe Rox Revue Company. 
- Cast incl. Ida Merton, Ruby Esdaile, Harry Little, Billy Cass, Ivy Bowmont, Max Martin, George Wallace,  
   Joe Rox.  
- Harry Clay's Sydney suburban circuit; incl. Princess Theatre (15-21 Mar. - with possible return season 22-28  
   Mar.). The premiere production was mostly likely at the Bridge Theatre, Newtown (1-7 Mar.). 
 
"Propstick."  TT: Apr. (1919), 28. [rnib] 
 
 
ZIG ZAG:  [revusical]   Txt. Paul Stanhope; Mus. [n/e] 
1919: Empire Theatre (Bris); 19-25 Apr. 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson, Ernest Pitcher, Bert Morrison, Cliff O'Keefe, Helen Le Cain,  
    Peal Livingstone, Maud Miles; the Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady,  
    Hilda Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney). 
- The Grafters Quartet comprised - H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - Other productions staged during the Brisbane season included: Roley Poley, Safety First, Pick-A-Dill, Hokey  
    Pokey, Razzle Dazzle and See-Saw. 
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PICK-A DILLY: [revusical]  Txt. Paul Stanhope; Mus. [n/e]. 
 Described in advertising as a "bucolic absurdity" the plot sees Spike Murphy (Paul Stanhope) "get amongst the 
Ziffs - bow-wow." The advertisement also suggested that audiences "come and help pick the hayseeds from his 
whiskers" (BC: 3 May 1919, 2). One of the songs incorporated into the narrative was "Ziff," sung by Mark Erickson. 
 The 1919 Brisbane season was interrupted due to concerns about the spread of the Spanish Flu. The Fullers 
closed down their operations at the Empire on Tuesday 6 May and moved over to the Theatre Royal two days later.  
1919: Empire Theatre (Bris); 3-5 May; Theatre Royal (Bris); 8-9 May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope (Spike Murphy), Mark Erickson, Ernest Pitcher, Bert Morrison, Cliff O'Keefe, Helen  
    Le Cain, Peal Livingstone, Maud Miles; the Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole  
    Brady, Hilda Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney). 
-  The Grafters Quartet comprised - H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - Other productions staged during the Brisbane season included: Roley Poley, Safety First, Fine! Fine Fine!,  
    Hokey Pokey, Razzle Dazzle and See-Saw. 
1920: Shaftesbury Theatre (Perth); ca. Mar. 
 - Dir. Paul Stanhope and Charles Delavale. 
 - Troupe: Paul Stanhope and Charles Delavale Company. 
 - Cast incl. Paul Stanhope (Spike), Charles Delavale (Ike), Helen Le Cain, Elvie Stagpoole, Mabelle Morgan,  
    Steve Laurie, Dolly McIntosh, Molly Warren, Peter Brooks, Ernest Darkes, Jack Phillips. 
 
 
MILLY FROM PICCADILLI:  [musical scena]  Txt/Mus. [n/e] 
 Perhaps a satire of the Paul Stanhope revusical, Pick-a-Dilly (staged in Brisbane a fortnight earlier), this vocal 
scena saw Miss Pearlie McKenzie take the principle role. 
1919: Cremorne Theatre (Bris); 16-22 May 
 - Dir. Hugh Huxham; Prod. John N. McCallum; M Dir. Les Richmond; Cost. Mary Glynn. 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Pearl McKenzie, Hugh Huxham, Edith Huxham, Dan Weldon, Reg Harrison, Sydney Hollister,  
    Olive Sneddon, Fred Herand.  
 - Staged along with the burlesque, The Travelling Theatrical Show. After having been with John N. McCallum  
    since August 1918 Huxham's Serenaders transferred across to the Fullers Empire Theatre in late June 1919. 
 
 
THE LION'S ROAR:  [revusical]  Txt. Joe Rox; Mus. [n/e]  
 "Cleverly written and with big comedy parts for Billy Cass and Joe Rox as two tramps, it goes tip top," writes 
the Theatre critic, X-Ray. Billy Cass may possibly have contributed material for the show. Two songs known to have 
been performed during the May/June productions were: "My Irish Home" (sung by Len McCarthy) and "The 
Gramophone Girl" (Mercy Morrison). 
1919: Gaiety Theatre (Syd); 24-30 May 
- Dir. Joe Rox; Prod. Andy Kerr (in assoc. with Clay's Bridge Theatre Ltd).   
- Troupe: Joe Rox Revue Company. 
- Cast incl. Billy Cass (a tramp), Len McCarthy, Mercy Morrison, Fred Smiles (the Curate). 
 
X-Ray.  "Month in Vaudeville."  TT: June (1919), 25.      [rnib] 
 
 
THE NEW RECRUIT [aka THE RAW RECRUIT]:  [musical sketch]  Txt. Jim Gerald; Mus.  
 [n/e] 
 Also sometimes billed as The Raw Recruit, this musical sketch was based in part on Jim Gerald's own wartime 
experiences.  "Originality and cleverness mark the sketch The New Recruit," writes the Theatre critic in July 1919.  "Mr 
Gerald's account of how he lost his pal in the war is very pathetic. High art indeed is his work in this monologue. Later 
on Miss Jennings as a handsome military principal boy and Mr Gerald as the raw recruit have the house in roars. Their 
business over the canteen is exceptionally funny" (23).   
Charles Norman recalls that Gerald devised the sketch shortly after his return from active duty in late 1918. Its 
first known staging was in May 1919 when it was presented as a first part attraction prior to Paul Stanhope's Revue 
Company at the Theatre Royal (Bris). Norman also provides a description of the sketch: "Essie, with her beautifully 
turned out figure was an officer, replete with slouch hat and ostrich plume, jacket with brass buttons and regimental 
colours, tights of a brown hue and brown lace-up boots… but with high heels. Jim was a rookie soldier and dressed in 
his blue dungaree sloppy suit (today blue denim or jeans) and wearing a nondescript white washing hat. He had a song, 
right up to the minute: "They May Break the Heart of My Old Dear Mother but They'll Never Break Mine!" After some 
standover business from Officer Essie, and to the last step in his acrobatic dance with the neck reel at the finish, they 
were a riot. On the first night with this marvellous routine the audience were so carried away that they were forced to 
play the whole sketch over again. They just had to in order to quieten the audience" (226-7). 
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Gerald later expanded The New Recruit into the one act musical comedy 1914-1918; Or, For the Duration [see 
1922 entry for details] 
[NB: The list of later productions of The New Recruit below must be considered very incomplete as the sketch remained a favourite with 
audiences for many years, and was undoubtedly performed throughout the country and in New Zealand countless times] 
1919: Theatre Royal (Bris); 24-30 May 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd. 
 - Cast: Jim Gerald, Essie Jennings. 
- Gerald and Jennings were on the first part bill during part of the Paul Stanhope Musical Comedy Co season.  
- The Fullers' temporarily moved to the Theatre Royal after being order by the Queensland health authority to  
   cease operations at the Empire Theatre (due to the Spanish flu epidemic). The Theatre Royal apparently had  
   better ventilation. 
1919: Fullers' New Theatre (Syd); 21-27 June 
 - Cast and production as for previous Brisbane season. 
1921:  Prince of Wales Theatre (Adel); ca. Apr. 
 - Cast and production as for previous Brisbane season. 
 - Staged during a Stiffy and Mo season.  
 
 "Month in Vaudeville, The."  TT: July 1919, 23.       [rnib] 
 Norman, Charles. When Vaudeville was King.  (1984), 226-7. 
 
 
JIM JAMS:  [revusical]  Txt. Paul Stanhope; Mus. [n/e]. 
 The Brisbane Courier records that this Paul Stanhope revusical revolved around the actions of Will Cheatem a 
wily broker who had secretly married the heiress, Leona Long. Matters became complicated by the appearance of 
Cassia Rowland, Cheatem's old sweetheart. She in turn is being pursued by the love struck Russian anarchist, Koffoff. 
Spike Murphy, a mug, is taken on by Cheatem as a partner, while the character, Long Reach (Leona's guardian) caused 
much laughter amongst the audience through his reading of questions and answers from his "Inquire Within."  
1919: Theatre Royal (Bris); 24-30 May 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson (Will Cheatem), Ernest Pitcher (Long Reach), Bert Morrison  
   (Kossoff), Helen Le Cain (Cassia Rowland), Maud Miles (Leona Long), Cliff O'Keefe, Peal Livingstone;  
   the Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon,  
   Elsie Baron and Gwen Moloney).  
- The Grafters Quartet comprised - H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - The Brisbane season at the Empire Theatre had been interrupted on 6 May by concerns over the spread of the  
    influenza virus. The Fullers were forced to temporarily moved their operations to the Theatre Royal from 8  
    May (with this theatre being better ventilated). Other productions staged during the Brisbane season included:  
    Roley Poley, Zig Zag, Safety First, Hokey Pokey and Razzle Dazzle.  
 
 "Fullers' Vaudeville."  BC: 26 May (1919), 9. 
 
 
SEE-SAW:  [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
 The 1919 Brisbane season was advertised as the first to be "performed on any stage, being an entirely new 
conception of Mr Stanhope's, who writes all his own revues" (BC: 31 May 1919, 12). Set in the Villa Cleveland, the 
home of the adventuress, Lady Cleveland, the plot concerns the adventures of Spike Murphy in Paris, and how he 
manages to lose a million dollars. Murphy comes to the villa to see his daughter, Katie, and while there he is fleeced out 
of his money by Lady Cleveland and her accomplice, Hunter. The Courier's preview further notes that "our old friend 
Spike Murphy will indulge in more of his funny sayings," and in particular his "fine, fine, fine" (12). 
 Songs incorporated into the 1919 season included "My Australian Rose and "Don't Cry, Frenchy, Don't Cry" 
(sung by Maud Miles), "Sweet Kentucky Lady" (Le Cain).  
1919: Empire Theatre (Bris); 31 May - 6 June 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope (Spike Murphy), Mark Erickson (hunter), Ernest Pitcher, Bert Morrison, Cliff  
    O'Keefe, Helen Le Cain (Katie Murphy), Peal Livingstone, Maud Miles (Lady Cleveland); the Ginger Girls  
    (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady, Hilda Lynn, Ruby Solomon, Elsie Baron and  
    Gwen Moloney). 
- The Grafters Quartet comprised - H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - The Brisbane season at the Empire Theatre had been interrupted on 6 May by concerns over the spread of the  
    influenza virus. The Fullers were forced to temporarily moved their operations to the Theatre Royal from 8  
    May (with this theatre being better ventilated). Other productions staged during the Brisbane season included:  
    Roley Poley, Safety First, Fine! Fine Fine!, Zig Zag, Hokey Pokey and Razzle Dazzle. 
 
 Music and Drama."  BC: 31 May (1919), 12. 
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GRUBB'S NIGHT OUT:  [revusical] Txt. George Edwards; Mus. [n/e]  
 Possibly written by George Edwards, in conjunction with other troupe members. 
1919: Bridge Theatre (Newtown, Syd); 13-19 June 
 - Prod. Clay's Bridge Theatre Ltd.  
- Cast incl. Ted Stanley (Grubb), George Edwards, Bessie and Eileen Phillips, Madge Loyala, James Caldwell, 
    Olga Pennington, Elvie Stagpoole, George Scully. 
1919: Harry Clay's suburban circuit (Syd); ca. June/July 
 - Cast and production mostly as for previous Princess Theatre season. 
 - Suburban circuit incl. Princess Theatre (20-26 June) 
 
 X-Ray. "Month in Vaudeville." TT: July (1919), n. pag.      [rnib] 
 
 
CHIN CHIN:  [revusical]  Txt. Paul Stanhope; Mus. [n/e] 
1919: Empire Theatre (Bris); 14-20 June 
 - Dir. Paul Stanhope; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope Musical Comedy Revue Company. 
 - Cast incl.  Paul Stanhope, Mark Erickson, Ernest Pitcher, Bert Morrison, Cliff O'Keefe, Helen Le Cain, Pearl  
    Livingstone, Maud Miles; the Ginger Girls (Eileen Moloney, Ivy McKay, Cerise Caselli, Nicole Brady, Hilda  
    Lynn, Ruby Solomon, Elsie Baron and Gwen Moloney). 
- The Grafters Quartet comprised - H. Hart, F. Webber, Bert Morrison and Cliff O'Keefe. 
 - The Brisbane season at the Empire Theatre had been interrupted on 6 May by concerns over the spread of the  
    influenza virus. The Fullers were forced to temporarily moved their operations to the Theatre Royal from 8  
    May (with this theatre being better ventilated). This production was the final one staged during the 1919  
    Brisbane season. Other revusicals staged during the season included: Roley Poley, Safety First, Zig Zag,  
    Hokey Pokey and Razzle Dazzle. 
 
 
THE BELLE OF LA PEROUSE:  [revusical] Txt/Mus. [n/e]  
 Reviewed in the Theatre as containing a "Charley's Aunt-like plot [and] embellished with… incidental 
numbers" (July 1919, 23), the story line has Jack Kearns' character masquerading as an aunt for chaperone purposes. 
1919: Gaiety Theatre (Syd); 21-27 June 
- Prod. Andy Kerr (in assoc. with Clay's Bridge Theatre Ltd). 
- Cast incl. Joe Lashwood (Hebrew pawnbroker), Arthur Elliott, James Craydon, Myra Gale (the Widow,  
   Madam La Terane), Jack Kearns (the "Aunt"), Harry Little (Freddie), Sadie Gale (a college girl), Elsie Morris  
   (a college girl); and the Gaiety Six (Tilly and Doris, Iris Mancer, Violet Ruddle and The Estelles). 
1919: Harry Clay's suburban circuit (Syd); ca. June/July. 
 - Cast and production mostly as for previous Gaiety Theatre season. 
 
X-Ray. TT: July 1919, 23. 
 
 
LITTLE JACK HORNER:  [pantomime] Lib/Mus. Harry Taylor   
 An adaptation by Taylor of the popular pantomime story.  
1919: Alhambra Music Hall (Syd); 21-27 June 
 - Dir. Harry Taylor; Prod. Harry Taylor and Alf Coleman; M Dir. Wally Smith. 
 - Cast incl. Bert Desmond, Joe Charles, Maud Shipp, Harry Taylor, Mattie Jansen, Emili Dani, Florence  
   Walker, Dot Holroyd, Elsa Thornton. 
- The second production in Taylor and Coleman's school holiday pantomime season at the Alhambra. The other  
   pantomimes were Bluebeard's Harem and Hello Cinderella. 
1919: Queensland regional tour; ca. Aug. - Dec.    [21 weeks] 
- Dir. Harry Taylor; Prod. Harry Taylor and Alf Coleman; M Dir. E. J. Golding; T Mngr. Jack Campbell.  
 - Cast incl. Bert Desmond, Joe Charles, Harry Taylor, Emili Dani (Citronella), Mattie Jansen and Maudie Shipp  
    (The Babes), Ilma Burns, Janet Waldren, Julia Reeves, Ivy Marshall, Florence Walker (principal boy), Cora  
    Trevor, Vicky Gresham, Alice White, Francis Smith, Ida Berkley. 
- The tour, which played some fifty-one towns, also included the pantomimes: Robinson Crusoe and Babes in  
   the Wood.  
 
 
THE PALMIST'S TENT: [musical scena]  Txt/Mus. [n/e] 
1919: Empire Theatre (Bris); 28 June - 4 July 
 - Dir. Hugh Huxham; Prod. Fullers' Theatres Ltd 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Lalla Ward, Reg Harrison, Sydney Hollister, Olive  
    Sneddon, Fred Herand, Kitty Morton, Enid Parker. 
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 - Huxham's Serenaders ended their Cremorne engagement on 9 June and transferred across to the Fullers  
    Empire Theatre in late June. Huxham had been with McCallum continuously since August 1918. 
 
 
HELLO, CINDERELLA:  [pantomime] Lib/Mus. Harry Taylor   
 An adaptation by Harry Taylor of the popular pantomime story.  
1919: Alhambra Music Hall (Syd); 28 June - 4 July 
 - Dir. Harry Taylor; Prod/Mngr. Harry Taylor and Alf Coleman; M Dir. Wally Smith. 
 - Cast incl. Bert Desmond, Joe Charles, Maud Shipp, Harry Taylor, Mattie Jansen, Emili Dani, Florence  
   Walker, Dot Holroyd, Elsa Thornton. 
- Third production in Taylor and Coleman's school holiday pantomime season at the Alhambra. The other  
   pantomimes were Bluebeard's Harem and Little Jack Horner. 
 
 
THE SANATORIUM:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Although credited to Nat Phillips, it is not clear if there is any relationship between this work and an Albert 
Bletsoe revusical, Fun in a Sanatorium, staged in 1915 (National Theatre, Sydney, c Nov.). The cast for that production 
included Roy Rene (TT: Dec. 1915, 41). 
1919: Fullers Theatre (Syd); 28 June - 4 July 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann,  
    Dan M. Dunbar, Peter Brooks, Chester Harris. 
 
 
INSIDE OUT:  [revusical] Txt/Mus. [n/e]  
1919: Gaiety Theatre (Syd); 18-24 July 
- Prod. Andy Kerr (in assoc. with Clay's Bridge Theatre Ltd). 
- Cast incl. Jack Kearns (Irish woman and Chinese man), Warwick Lumley (a Jew), Joe Archer, Grace Quine,  
   the Gaiety Six (chorus). 
1919: Harry Clay's suburban circuit (Syd); ca. July/Aug. 
- Cast and production mostly as for previous Gaiety Theatre season. 
 
X-Ray. "Month in Vaudeville."  TT: Aug. (1919), n. pag.      [rnib] 
 
 
HOTEL DE BONG:  [revusical] Txt. Art Slavin; Mus. [n/e]  
1919: Princess Theatre (Syd); 18-24 July 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd.   
- Troupe: Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson, Ida Jarvis, Ruby Day, Denis Carney, Wal Rockley, Paul Pry, Elsie  
   Morris, Kathleen Desbro. 
1919: Harry Clay's suburban circuit (Syd); ca. July/Aug. 
- Cast and production mostly as for previous Princess Theatre season. 
 
 
FAUST - A SONG SCENA:  [musical scena]  Txt/Mus. [n/e] 
1919: Empire Theatre (Bris); 19-25 July 
 - Dir. Hugh Huxham; Prod. Fullers' Theatres Ltd 
 - Troupe: Hugh Huxham's Serenaders. 
 - Cast incl. Hugh Huxham, Edith Huxham, Dan Weldon, Lalla Ward, Reg Harrison, Sydney Hollister, Olive  
   Sneddon, Fred Herand, Kitty Morton, Enid Parker. 
 
 
CONFIDENCE MEN:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
1919: Fullers' Theatre (Syd); 26 July - 1 Aug. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; S Mngr. Dan M. Dunbar. 
- Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Caddy Franks, Horace Mann, Amy Rochelle,  
    Walter Jackson [aka Walter Whyte], Chester Harris, Dan M. Dunbar, Peter Brooks, Maisie Posner, Jack  
    Dennis. 
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THE RAJAH OF DAMPOOR:  [revusical]  Lib. [n/e]; Mus incl. Fred Whaite 
 Described in the Brisbane Courier as a picturesque Eastern comic opera, The Rajah of Dampoor, falls more into 
the one act musical comedy genre (as not for the Brisbane return season in November 1919). The debut production was 
staged for the grand reopening of the Cremorne Theatre.  
The storyline involved Elton Black as a sergeant of marines, with Alice Bennetto the graceful daughter of a 
Rajah, Lou Vernon an Indian potentate and Reg Hewett cast as the royal executioner. This production was possibly 
created as a satirical take on the 1917 Alfred Hill comic opera, The Rajah of Shivapore (which had been staged in 
Brisbane the previous year). 
 Songs known to have been presented within the production are: "Invitation" (sung by Olga Muir), "Up from 
Somerset" (Percy Mackay) and "I'm the Rajah of Dampoor" and "Achoo" (Lou Vernon). One of the highlights of the 
November 1919 revival according to the Brisbane Courier review was Elton Black's "feelingly" descriptive idea of 
being "In Love."  
 [NB: A running order sheet for Walter Johnson's 16-21 August 1919 programme is held in the Nat Phillips Collection, Fryer Library (UQ). 
See UQFL9: Box 6] 
1919: Cremorne Theatre (Bris); 16-21 Aug.  [return season: 28 Nov. - 4 Dec.] 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Reg Hewett. 
 - The Rajah of Dampoor was staged as the opening production for McCallum's newly renovated Cremorne  
    Theatre.  It was also presented along with a first part finale, the musical scena A Midnight Cabaret. 
 
 "Music, Drama and Pictures."  BC: 9 Aug. (1919), 12.      [rnib] 
 "Town Topics."  BC: 18 Aug. (1919), 8.      [rnib] 
 ---   BC: 29 Nov. (1919), 11.      [rnib] 
 
 
MIDNIGHT CABARET:  [musical scena]  Lib/Mus. [n/e] 
 First presented by John N. McCallum's Town Topics Company as a first part finale, this musical scena was set 
in a scene filled with balloons and streamers, with the general artistic setting being described by the Brisbane Courier 
theatre critic as "especially well done" (18 Aug. 1919, 8).  The November 1919 revival saw the scena described as 
"bringing to mind the gay doings on the continent of Europe - particularly Paris" (8 Nov. 1919, 4) 
 [NB: It is not clear what, if any, relationship this scena has with the Charles Delavale revusical of the same name. See 1926 file for details of 
the later production] 
1919: Cremorne Theatre (Bris); 16-21 Aug.  [return season: 7-13 Nov.] 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Reg Hewett. 
 - A Midnight Cabaret was also presented along with the revusical, The Rajah of Dampoor. 
 
 "Music, Drama and Pictures."  BC: 9 Aug. (1919), 12. 
 "Town Topics."  BC: 18 Aug. (1919), 8.      [rnib] 
 ---   BC: 8 Nov. (1919), 4.      [rnib] 
 
 
CASTLES IN CORSICA:   [revusical]  Lib/Mus. [n/e] 
 One of several one act musical comedies staged by Walter Johnson's Town Topics company during their 
Cremorne season in 1919. The story is set in the public room of the Inn Napoleon in a small village outside Ajacio, 
Corsica. 
 The musical numbers were: "In Corsica" (company), "The Garden of Gods" (Jephcott/chorus), "Look! Look! 
Look!" (chorus), "What I Know about the Girls" (Lou Vernon), "You'll Have to Put Him to Sleep with the Marseillaise" 
(Alice Bennetto/chorus), "Nobody's Baby" (Irene Barlee/chorus), "Kiss Me" (Bennetto/Black), "Strutter's Ball" 
(Leigh/Girls) and "Democracy" (Vernon/company). 
1919: Cremorne Theatre (Bris); 22-28 Aug.  
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black (Peitro Ambrosolli), Lou Vernon (Felix McGiven), Alice Bennetto (Rosalinda), Leslie  
    Jephcott (Sergeant Jassaurd), Ford Waltham (Mick Fealy), Belle Millette (Signora Sarsaroni), Yorke Gray  
    (Giacomo Alligretti), Irene Barlee, Dorothy Leight and chorus (Corsican girls, peasants, Soldiers etc). 
 
 
BOMBS AND BEAUTIES:  [revusical] Txt. Nat Hanley; Mus. [n/e]  
 [NB: It is unclear if this revusical is related to the George H. Ward production of the same name (see 1927 entry)] 
1919: Gaiety Theatre (Syd); 22-28 Aug. 
- Dir. Nat Hanley; Prod. Andy Kerr (in assoc. with Clay's Bridge Theatre Ltd).  
- Cast incl. Nat Hanley (Sausage), Jack Kearns (Skinny), James Craydon, Harry Edouin, Frank Matana,  
   Lyla Thompson, Vera Dale (the Housemaid); and the Gaiety Six. 
 504 
1919: Harry Clay's suburban circuit (Syd); ca. Aug/Sept. 
- Cast and production mostly as for previous Gaiety Theatre season. 
 
 
THE CAVE DWELLERS:  [revusical] Txt. George Edwards; Mus. [n/e]  
Possibly written by George Edwards in conjunction with other troupe members. 
1919: Princess Theatre (Syd); 22-28 Aug. 
- Dir. George Edwards; Prod. Harry Clay (Clay's Bridge Theatre Ltd). 
- Cast incl. Ted Stanley, George Edwards, Arthur Elliott, Olga Pennington, Elvie Stagpoole, Eileen and Bessie  
   Phillips, the Harmony Four. 
1919: Harry Clay's suburban circuit (Syd); ca. Aug/Sept. 
- Cast and production mostly as for previous Princess Theatre season. 
 
 X-Ray.  "Month in Vaudeville." TT: Sept. (1919), n. pag.      [rnib] 
 
 
THE COUNT OF MONTE CRISTO: [revusical]  Lib/Mus. [n/e] 
 Described as a burlesque on the well-known novel, with Prologue, Epilogue and seven scenes, this was one of 
several revusicals presented by Walter Johnson's Town Topics company at the Cremorne Theatre (Bris) during its 1919 
season. 
 The musical numbers were: "Monte Cristo" and "A Girl in Every Port" (Vernon), "Festive Days" (company), 
"Marseilles" (Bennetto/company), "At the Cake Walk Jubilee" (Leigh/company), "Old Gogle De Gee" (Black), "Indoor 
Sports" (Jephcott/girls), "Eyes Like Yours Look into Eyes Like Mine" (Bennetto/Vernon), "Military Glide" 
(Asher/Gray) and "Monte Cristo: Reprise" (company). 
 [NB: A running order sheet for Walter Johnson's 29 Aug. - 4 Sept. 1919 programme is held in the Nat Phillips Collection, Fryer Library 
(UQ). See UQFL9: Box 6] 
1919: Cremorne Theatre (Bris); 29 Aug. - 4 Sept. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black (the detective), Alice Bennetto (Mercedes), Leslie Jephcott (Pianforte), Walter Johnson  
    (Morales), Yorke Gray (Firebrand), Reg Hewett (Cartoon), Jessie Barlee (Catamouse) and chorus (Fishergirls,  
    Sailors, Guards etc). 
 
 
IN AMSTERDAM: [revusical]  Lib Adapt. Walter Johnson and Fred Whaite; Mus. [n/e] 
 Described as a "Dutch comic opera" this one act musical comedy, presented as an Act 1 finale, was one of 
several such productions staged by Walter Johnson's Town Topics company during their Cremorne season in 1919. It is 
possible that some of the music and perhaps one or more songs were written by Fred Whaite. The programme running 
order list (Nat Phillips Archive) indicates that Johnson and Whaite arranged the revusical.   
The musical numbers for the 1919 production included: "Rhapsody" (company), "The Dance of the Nymhs" 
(Asher/Gray/girls), "Poetry and Truth" (Bennetto/Black), "Tobery" (Black), "Ave Maria" (McDonald) and a song by the 
full company Pilgram's Chorus" (Tannhauser).   
[NB: A running order sheet for Walter Johnson's 14-20 Nov. 1919 programme is held in the Nat Phillips Collection, Fryer Library. See 
UQFL9: Box 6. The relationship between this revusical and A Dutch Legacy, staged by Walter George in 1917, is unclear]  
1919: Cremorne Theatre (Bris); 29 Aug. - 4 Sept. 
 - Dir. Walter Johnson; Prod. John N. McCallum; M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black (Marcelle, the barber), Alice Bennetto (Chefnick, the Burgomaster's daughter), Yorke  
    Gray (Janku, the chemist), Jessie Barlee (Gretchen), Lou Vernon (Chefchick, keeper of the Inn), Percy  
    Mackay (The Burgomaster), Belle Millette (Lena), plus chorus (peasants and artists etc). 
1920: Cremorne Theatre (Bris); 15-21 May 
 - Prod. John N. McCallum; M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jeffcott, Gladys  
    Raines. 
 
 
THE SEMINARY GIRLS [aka THE WOOLOONGABBA GRAMMAR 
SCHOOL]:  [revusical]  Lib/Mus. [n/e] 
One of several revusicals staged by Walter Johnson's Town Topics company during their Cremorne season in 
1919, the work was possibly written by Walter Johnson and/or Elton Black. The production, which occupied most of 
the second half of the programme saw various members of the company pose as scholars, teachers and others in a young 
ladies seminary (the Woolloongabba Grammar School).The Brisbane Courier records that a very pleasing musical 
presentation ensued, songs and chorus completing the musical comedy in miniature" (4 Oct. 1919, 7).  
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 The musical numbers included: "School Days" (company), "Ragtime Automobile (Leigh/girls), "Till We Meet 
Again" (Bennetto/Jephcott/Salter), "The Land of Children's Dreams" (Barlee/girls), "Bring Back those Wonderful 
Days" (Vernon/Black) and "I'll Follow You" (company). 
 [NB: A running order sheet for Walter Johnson's 29 Aug. - 4 Sept. 1919 programme is held in the Nat Phillips Collection, Fryer Library 
(UQ). See UQFL9: Box 6] 
1919: Cremorne Theatre (Bris); 29 Aug. - 4 Sept. [return season: 3-9 Oct. as The Wooloongabba Grammar School] 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black (Roving Robbie, a gentleman of leisure), Alice Bennetto (Winnie Love, teacher's pet),  
    Yorke Gray (Colonel Bully Beef), Jessie Barlee (Clara Stack, a school teacher), Lou Vernon (a gentleman of  
    leisure), Louie Salter and chorus (Soldiers, School Girls etc), Leslie Jephcott. 
 - Return season cast also included: Dorothy Leigh, Percy Mackay, Olga Muir, Walter Johnson, Sydney Jones,  
    Gladys Raines, Belle Milette. Some or all of these performers may have been involved in the earlier  
    production.  
 
"Town Topics."  BC: 4 Oct. (1919), 7.       [rnib] 
 
 
AFTER THE SHOW:  [revusical] Txt. Art Slavin; Mus. [n/e]  
Described by Harry Kitching in Australian Variety as a musical play, and as having a good plot - "with many 
funny situations" (6 Sept. 1919, n. pag.). 
1919: Bridge Theatre (Newtown, Syd); 30 Aug. - 5 Sept. 
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel. 
- Troupe: Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson, Courtney, Ford, Ivy Davis, The Gibson Girls. 
1919: Harry Clay's suburban circuit (Syd); ca. Sept. 
- Cast and production mostly as for previous Bridge Theatre season. 
 
Kitching, Harry. AV: 6 Sept. (1919), n. pag 
 
 
THE BABES IN THE WOOD:   [pantomime]    Lib/Mus. Harry Taylor 
 An adaptation by Harry Taylor of the famous pantomime story, it was described in advertising as "an entirely 
new and up-to-date burlesque [with] charming music, humour, ballets and grotesque situations." The text closely 
follows the story of the famous children's story with the original characters retained but with many additional characters 
added to "give strength to the cast and [the] introduction of novel acts." A review in the Northern Miner (Charters 
Towers, Qld) also makes the comment that "the dialogue is witty and humorous throughout, and above all is clean and 
wholesome (22 Sept. 1919, 2). 
 The musical numbers, "especially written for the production by the author, Mr Harry Taylor," are described as 
both original and haunting" (ibid, 2). 
1919: Queensland regional tour; ca. Aug. - Dec.     [21 weeks] 
 - Dir. Harry Taylor; Prod/Mngr. Harry Taylor and Alf Coleman; M Dir. E. J. Golding; T Mngr. Jack  
    Campbell.  
 - Cast incl. Bert Desmond, Joe Charles, Harry Taylor, Emili Dani (Citronella), Mattie Jansen and Maude Shipp  
    (the Babes), Ilma Burns, Janet Waldren, Julia Reeves, Ivy Marshall, Florence Walker (principal boy), Cora  
    Trevor, Vicky Gresham, Alice White, Francis Smith, Ida Berkley. 
- The tour, which played some fifty-one towns, also included the pantomimes: Robinson Crusoe and Little Jack  
   Horner.  
- Tour itinerary incl.  23-27 Sept. Townsville (Theatre Royal). 
1919: Eden Gardens (Manly, Syd);  26 Dec. 1919 – ca. Jan. 1920 
 - Dir. Harry Taylor; Prod. Clay's Bridge Theatre Ltd. 
 - Cast as for Taylor Coleman Pantomime Company Qld tour. 
1920: Harry Clay's suburban circuit (Syd); ca. Jan.  
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast mostly as for previous Eden Gardens season. 
 
"Babes in the Wood." NM: 24 Sept. (1919), 2.  
 
 
ROBINSON CRUSOE: [pantomime] Lib/Mus. Harry Taylor  
 An adaptation by Harry Taylor of the famous pantomime story.  
1919: Queensland regional tour; c Aug. - Dec.   [21 weeks] 
- Cast and production: as for Babes in the Wood (Taylor-Coleman 1919 Qld tour).   
- Tour details: see Babes in the Wood entry. 
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MADAME EXCUSE ME:  [burlesque]  Lib/Mus. [n/e] 
 Described as a "short burlesque," Madame eXuse Me [sic] was staged in place of the usual revusical. 
 [NB: The burlesque is also known to have been incorporated into at least one production of Al Bruce's Oh You Kid revusical - see Fullers 
Theatre, Sydney, 29 November 1919] 
1919: Cremorne Theatre (Bris); 5-11 Sept. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Alice Bennetto, Leslie Jephcott, Walter Johnson, Yorke Gray, Reg Hewett Jessie  
    Barlee.  
 
 "Music, Drama and Pictures."  BC: 6 Sept. (1919), 12.      [rnib] 
 
 
COLLEGE GIRLS:  [revusical]  Txt. Harry Burgess; Mus. [n/e] 
 The Brisbane Courier preview records in 1919 that this revue, staged as the season opener, "pretends to have 
some semblance of a story for a few brief moments, but soon resolves itself into a mad and giddy frivol and a melange 
of smart frocks, laughable dialogue and catchy songs and choruses" (12). The company itself advertised the revusical as 
"a gay assemblage of youth and beauty, chucklesome comedy and delightful dances" (BC: 6 Sept 1919, 2). 
 Harry Burgess's company in 1919 included several original members of Walter Johnson's 1916 troupe - notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. The company toured several of Johnson's productions from 1916, these 
being The Flirting Widow, The Flyaway Girls and The Kissing Maid. The Railway Tangle and The Gramophone Girls, 
two of Johnson's 1917 productions, were also presented. Prior to opening in Brisbane the company had played an 
engagement for the Fullers in Melbourne (BC: 26 July 1919, 12). 
 [NB 1: A similarly titled concluding, College Days, was staged by Walter Johnson's Town Topics Company at the Cremorne Theatre the 
week following its staging at the Empire] 
 [NB 2: The Sydney Morning Herald advertisement for the 1919 Fullers Theatre season sees the production billed as The College Widow. 
This may possibly be an error, as no other Harry Burgess production under this title has been identified to date.] 
1919: Empire Theatre (Bris); 6-12 Sept. [return season: 8-14 Nov.] 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Lola Hunt, Ernest Lashbrooke, Gus Franks, Les Warton, Fred Keely, Ivy Aldous,  
   Thelma Duff, Florrie Horan, Annie Douglas, Ralph Holland. 
1919: Fullers' Theatre (Syd); 27 Dec. 1919 - 2 Jan. 1920 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess, Ernest Lashbrooke, Gus Franks, Les Warton, Lola Hunt, Hilda Cripps, Lydia Carne. 
   
 "Music, Drama and Pictures."  BC: 6 Sept. 1919, 12.      [rnib] 
 
 
EASTWOOD HO!:  [musical comedy]  Lib. Oscar Asche and Dornford Yates; Lyr. Dornford Yates;  
 Mus. Grace Torrens and John Ansell 
 Although described in pre-season advertising as a revue, this production likely fell into the musical comedy 
genre. The basic premise saw the various characters set sail from London (including a scene in Piccadilly) for the 
Middle East on a treasure hunt. One of the more spectacular scenes, according to the Times critic, was that set in a 
Phoenician Temple. The same critic was not overly impressed with show, and in particular the book, writing: "It was 
rather a pity that Mr Oscar Asche's party of treasure seekers did not reach the East until the proceedings had not been 
particularly exciting…. When once we had got to Cairo things began to improve, mainly because Mr Asche at last had 
an opportunity of letting his imagination run riot… [but] the book is particularly weak, and it was really rather painful 
last night to see a host of clever people struggling with such material" (10 Sept. 1919, 8). 
 The production was originally set for 28 August. A notice in the times for that day reads, however: "Owing to 
the heavy nature of the production the opening is deferred to a near future date. 
1919: Alhambra Theatre (London); 9 Sept. - 13 Dec. 
 - Dir. Oscar Asche; Prod. Sir Oswald Stoll (in arrangement with Messrs. Grossmith and Laurillard); Chor.  
    Fred Farren. 
 - Cast incl. Violet Loraine, Norman Griffin, Tom Payne, Veronica Brady, Peggy Kurton, Ambrose Manning,  
    Ralph Lynn, Huntley Wright, Joe Spree. 
 
 "Eastwood Ho!: Spectacle at the Alhambra."  LT: 10 Sept. (1919), 8. 
 
 
PUNCHINELLO:  [dance play]  Txt Adapt. Yorke Gray; Mus. Fred Whaite 
 Described in the Brisbane Courier as "an artistic dance play" (11) and a "novel Terpsichoran number," (13 Sept. 
1919, 12) the Brisbane Courier theatre critic notes that the Town Topic's company's Punchinello was a new version of 
the old French story, re-written and with an additional prologue.  One of the features of the 1919 production is said to 
have been Molly Asher's pantomime performance as Columbine. The Courier notes this dance play version of 
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Punchinello had previously been inserted into the revue Bric-a-Brac, staged at the Alhambra Theatre, London. The 
music, however, was especially written for the Brisbane season by Fred Whaite. 
 The prologue was spoken by Elton Black and introduced the three principle characters, Columbine, Harlequin 
and Punchinello. 
1919: Cremorne Theatre (Bris); 12-18 Sept. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Mollie Asher (Columbine), Yorke Gray (Harlequin), Lou Vernon (Punchinello). 
1920: Cremorne Theatre (Bris); 24-30 Apr. 
 - M Dir. Fred Whaite; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Lou Vernon. 
 
 "Music, Drama and Pictures."  BC: 13 Sept. (1919), 12. 
 "Town Topics."  BC: 13 Sept. (1919), 11. 
 
 
ALADDIN:  [pantomime]  Lib/Mus. [n/e] 
1919: Coronation Theatre, Bondi (Syd); 12, 17, 20 Sept.   [am] 
 - Dir/Prod. Ruby Davies. 
 - Troupe: Bondi-Waverley Entertainers. 
 - Cast incl. Ruby Davies (Aladdin). 
 
 
A LITTLE LARRIKIN:  [operetta]  Lib. A. H. Taylor; Mus. Dora McGeoch 
 Presented by Brisbane theatre pedagogue, Mr A. H. Taylor, and his Lilliputian students, the story emphasised 
the idea that children should stay young while they can and not try to be like grown-ups. The operetta was staged as the 
first half entertainment with a selection of variety items offered by the Choral Society (assisted by some of Mr Taylor's 
Lilliputians) after intermission. Songs known to have been written for A Little Larrikin are: "My Toy Balloon," "Grown 
up Band," "Bogie Man," "Doll's Cradle Song," "Ghost March." 
 Musical and elocutionary items from the operetta were performed at a benefit for local identity, Mr D. Fry held 
at Brisbane's Centennial Hall (17 Oct.). The director and music arranger for that evening was A. H. Taylor. 
1919: Albert Hall (Bris); 13 Sept. - 
 - Dir. A. H. Taylor. 
 - Cast incl. Millie Meyers (Mrs Tutty), Eric Potter (Van de Poomp), Audrey Reinhardt (The Kid), Percy  
    Hammond, Eileen Walker, Annie Smiles, Eileen Barber, Lewis sisters. 
 - Musician: Cecilia McLaughlin (piano). 
  
 "Little Larrikin, A."  BC: 15 Sept. (1919), 9. 
 "Little Larrikin, A."  BC: 18 Oct. (1919), 9.      [rnib] 
 
 
COLLEGE DAYS:  [musical scena]  Txt/Mus. [n/e] 
 Described as a "one act play" in previews (BC: 19 Sept. 1919, 9). It is not known if there is any relationship 
between this musical sketch and a similarly titled revusical presented by Charles Delavale (ca. 1928). 
1919: Cremorne Theatre (Bris); 19-25 Sept. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Yorke Gray, Jessie Barlee, Lou Vernon, Dorothy Leigh. 
 
 "Town Topics." BC: 20 Sept. (1919), 12.      [rnib] 
 
 
WHAT NEXT?:  [revusical]  Txt. Harry Burgess; Mus. [n/e] 
 Harry Burgess's company in 1919 included several original members of Walter Johnson's 1916 troupe - notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. The company toured several of Johnson's productions from 1916, these 
being The Flirting Widow, The Flyaway Girls and The Kissing Maid. The Railway Tangle and The Gramophone Girls, 
two of Johnson's 1917 productions, were also presented. Prior to opening in Brisbane the company had played an 
engagement for the Fullers in Melbourne (BC: 26 July 1919, 12). 
 [NB: It is not clear there is any relationship between this revusical and another titled, What's Next?, which was staged by John N. 
McCallum's Town Topics Company in August 1921] 
1919: Empire Theatre (Bris); 20-26 Sept. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Mike Bowline), Lola Hunt (Queen of the Isle), Ernest Lashbrooke, Gus Franks, Les  
    Warton, Fred Keely, Ivy Aldous, Thelma Duff, Florrie Horan, Annie Douglas, Ralph Holland. 
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SOMETHING DOING:  [revusical]  Txt. Harry Burgess; Mus. [n/e] 
 "Captain Bunting, late of the R. N., gives a party to his navel friends, but as he has been flirting with a lady of 
the Frivolity Theatre embarrassing situations arise, and there is 'something doing' all the time" (BC: 29 Sept. 1919, 4). 
Songs known to have been incorporated into the 1919 Brisbane production were: "memories" (sung by Billy Mavis), 
"My Brisbane River Home" (Les Warton) and "If I Like You" (Keely and Aldous). 
 Harry Burgess's company in 1919 included several original members of Walter Johnson's 1916 troupe - notably, 
Burgess, Lola Hunt and Ernest Lashbrooke. The company toured several of Johnson's productions from 1916, these 
being The Flirting Widow, The Flyaway Girls and The Kissing Maid. The Railway Tangle, and The Gramophone Girls, 
two of Johnson's 1917 productions, were also presented. Prior to opening in Brisbane the company had played an 
engagement for the Fullers in Melbourne (BC: 26 July 1919, 12). 
1919: Empire Theatre (Bris); 27 Sept. - 3 Oct. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revusical Company. 
 - Cast incl. Harry Burgess (Captain Bunting), Lola Hunt (Flo Carruthers), Ernest Lashbrooke (Lord Harry), Gus  
    Franks (Teddy), Les Warton (Sir Benjamin Mapleton), Fred Keely, Ivy Aldous, Thelma Duff, Florrie Horan,  
    Billy Mavis, Annie Douglas, Ralph Holland. 
 
 "Empire Theatre, The."  BC: 29 Sept. (191), 4. 
 
 
CINDER  BELLA:  [revusical] Txt. Nat Hanley; Mus. [n/e]  
1919: Gaiety Theatre (Syd); c Sept. 
 - Dir. Nat Hanley; Prod. Andy Kerr (in assoc. with Clay's Bridge Theatre Ltd). 
 - Cast incl. Nat Hanley. 
1919: Harry Clay's suburban circuit (Syd); ca. Sept/Oct. 
 - Cast and production mostly as for previous Gaiety Theatre season. 
 
 
BOARDERS AND BALLETS:  [revusical]  Txt. Art Slavin; Mus. [n/e] 
1919: Harry Clay's suburban circuit (Syd); ca. Sept/Oct.   
- Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd.  
- Troupe: Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson.  
 
 
THE MUSICAL COMEDY GIRL:  [revusical]  Txt/Mus. [n/e] 
 Described in the Brisbane Courier as "an amusing burlesque musical comedy" (4 Oct. 1919, 7). It is not clear if 
there is any relationship between this revusical and another production with the same title, first staged by the Arthur 
Morley on the Clay circuit in 1917. Two of the original performers in Arthur Morley's production, Bert and Evelyn 
Dudley, are known to have been engaged for the Brisbane Follies company in late October 1919, but it is yet unclear as 
to when they began this contract. Although it is therefore possible that the Follies version was adapted from the Morley 
original, the two productions have been treated as separate (see 1917 file for details of the Morley production). 
1919: Palace Gardens, North Quay (Bris); 3-9 Oct. [return season 13-19 Dec.] 
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Percy Mackay, Ernest Gifford, Myrtle Power, Myrtle Charleton, Polly Power, Lilla  
    Spear, Vonnie Coglin. 
 
 
THE GIRL OF SEVILLE:  [miniature comic opera]  Lib. Walter Johnson; Mus. Fred Whaite 
 The Brisbane Courier theatre critic notes that Walter Johnson's Town Topic's Company should not be termed a 
costume comedy company "as they work on musical comedy and revue lines." The company comprised of 22 
performers supported by an orchestra of eight musicians (18 Oct. 1919, 16). The Girl of Seville is described in 
advertising as a "Spanish comic opera." 
 [NB: It is not clear what relationship this production has with In Gay Seville (music by Fred Whaite). Although no date of production has 
been found to date, a copy of the libretto is held in the Nat Phillips Archive (Fryer Library). That work is described as a three act comic opera (see 
UQFL9, Box 6 - John N. McCallum file)] 
1919: Cremorne Theatre (Bris); 10-16 Oct. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Jessie Barlee, Lou Vernon, Dorothy Leigh, Percy  
   Mackay, Olga Muir, Walter Johnson, Sydney Jones, Leslie Jephcott, Gladys Raines, Belle Milette. 
 
 "Music, Drama and Pictures."  BC: 18 Oct. 1919, 16.      [rnib] 
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MAKING MOVIES BURLESQUED:  [revusical]  Txt/Mus. [n/e] 
1919: Palace Gardens, North Quay (Bris); 17-23 Oct.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
- Cast incl. Carlton Max, Percy Mackay, Ernest Gifford, Myrtle Power, Myrtle Charleton, Polly Power, Lilla  
    Spear, Vonnie Coglin. 
 
 
THE RAJAH OUTDONE:  [revusical]  Txt/Mus. [n/e] 
 Described in advertising as a "big revue," The Rajah Outdone was very likely produced as a satirical take on the 
John N. McCallum-produced burlesque comic opera, The Rajah of Dampoor (Aug 1919), itself a possible take on the 
Alfred Hill comic opera, The Rajah of Shivapore  (1917) which had been produced in Brisbane in 1918.  
1919: Palace Gardens, North Quay (Bris); 24-30 Oct.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max (The Rajah), Evelyn Dudley (The Rajah's Wife), Bert Dudley, Will Rollow, Myrtle  
    Charleton, Lilla Spear. 
 
 
THE KING OF PATAGONIA:  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a 
number of revues/revusicals he had brought with him from the States - notably The Elixir of Love and The Back to 
Nature Club. It is likely that by late 1919 the material at his disposal was either written while in the region (by Bruce 
and/or others in his troupe) or contained significantly higher levels of local influences than the earlier productions. 
Bruce is believed to have adapted these productions for Australian audiences right from the start, however, with the 
inclusion of Australian references even in the characters (ie Hank Dinkumflater in Elixir of Love) and situations (the 
photographic representative for the Sydney Truth in The King of Patagonia). 
1919: Fullers New Theatre (Syd); 25-31 Oct.  
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce Revue Company 
 - Cast incl. Al Bruce, Celia Mavis (Miss Morninglory), Robert Raymond, D'Arcy Kelway, Les Shipp, Rita  
    Aslin (from the Sydney Truth). 
 - The part of Miss Morninglory for the Sydney production was to have been played by Mabelle Morgan. Celia  
    Mavis took on the role due to Miss Morgan's indisposition.  
1920: Empire Theatre (Bris); 17-23 Jan. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce Revue Company. 
 - Cast incl. Al Bruce, Mabelle Morgan (Miss Morninglory), Letty Craydon, D'Arcy Kelway, Les Shipp, Robert  
    Raymond, Milton Owen, Ysabelle Groves, and the Rosebuds (chorus). 
 - Other productions staged during the 1919/20 season included: Hello Papa and Lulu. 
 
 X-Ray.  "Month in Vaudeville."  TT: Nov. (1919); and  28; TT: Dec. (1919), 30.      [rnib] 
 
 
MUM'S THE WORD:  [revusical]  Txt/Mus. [n/e] 
 Reviewed in the Brisbane Courier as "exceptionally bright and [consisting] of dainty dancing, comic and 
sentimental songs, as well as humorous situations…. a feature of the revue was the playing of Signor Lamacchia, a solo 
harpist who rendered classical airs with much technical skill" (1 Nov. 1919: 15). 
1919: Palace Gardens, North Quay (Bris); 31 Oct. - 6 Nov.    
 - Dir. Will Rollow; Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear. 
 
 "Follies, The."  BC: 1 Nov. (1919), 15.      [rnib] 
  
 
MY GYPSY GIRL:  [burlesque]  Txt/Mus. [n/e]  
 It is not clear what connection (if any) this revusical had with two similarly-titled productions, the musical scena 
My Gypsy Maid staged in Brisbane during January 1918 by Walter George's Smart Set troupe; and   the musical scena 
Life in a Gipsy Camp - staged in Brisbane during November 1918 by Hugh Huxham's Serenaders. 
1919: Cremorne Theatre (Bris); 31 Oct. - 6 Nov. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Jessie Barlee, Lou Vernon, Dorothy Leigh, Percy  
    Mackay, Olga Muir, Walter Johnson, Sydney Jones, Leslie Jephcott, Gladys Raines, Belle Milette. 
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SEASIDE BELLES:  [revusical]  Txt/Mus. [n/e] 
 Described in the Brisbane Courier review as a "miniature musical comedy" (8 Nov. 1919, 4). 
1919: Palace Gardens, North Quay (Bris); 7-13 Nov.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear. 
 
 
ON WAIKIKI BEACH:  [musical scena]  Txt/Mus. [n/e]  
 "A Hawaiian scena, elaborately depicting Waikiki Beach… [it] served to introduce several tuneful songs and 
concluded with a hilarious burlesque of the hula dance" (BC: 22 Nov. 1919, 7). 
1919: Cremorne Theatre (Bris); 21-27 Nov. 
 - Dir. Walter Johnson; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Jessie Barlee, Lou Vernon, Dorothy Leigh, Percy  
    Mackay, Olga Muir, Walter Johnson, Sydney Jones, Leslie Jephcott, Gladys Raines, Belle Milette. 
 
 
THE CHARLATAN: [musical play]  Txt/Mus. [n/e] 
 Essentially a revusical, although believed to have been more dramatic in nature, this production occupied most 
of the second half of the programme. 
1919: Palace Gardens, North Quay (Bris); 22-28 Nov.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear, Harry  
    Marshall. 
 
 
THE VILLAGE BLACKSMITH:  [musical scena]  Txt/Mus. [n/e] 
 This miniature version of the popular Carlton Wallace drama is believed to have contained a significant musical 
element, although essentially a brief one act turn put on by the Follies Costume Comedy Company during the first part 
entertainment. The scena is said to have involved most of the members of the Follies company. Numerous other farcical 
adaptations of the drama had been produced in Australia, with Post Mason's Jolly Rovers company (assisted by Happy 
Harry Salmon's troupe) known to have produced one at Brisbane's Crystal Gardens in 1914. 
1919: Palace Gardens, North Quay (Bris); 28 Nov. - 4 Dec.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear, Harry  
    Marshall. 
 
 
ARTILLERYMAN WINS:  [revusical] Txt. Art Slavin; Mus. [n/e]  
1919: Gaiety Theatre (Syd); 29 Nov. - 5 Dec. 
- Dir. Art Slavin; Prod. Andy Kerr/Clay's Bridge Theatre Ltd.  
- Troupe. Art Slavin Revue Company. 
- Cast incl. Art Slavin, Lily Thompson, Bert Corrie, Doris Baker,  Dennis Carney, Bert Warne, Ida Jarvis, Hal  
   Scott, Bertha Beaumont, Frank Matana, Rosalie Lanart, Elsie Morris, Stewart and Lorraine, Pinkie Waine. 
1919: Harry Clay's suburban circuit (Syd); ca. Dec. 
- Cast and production mostly as for previous Gaiety Theatre season. 
 
 
OH YOU KID:  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a 
number of revusicals he had brought with him from the States - notably The Elixir of Love and The Back to Nature 
Club. It is likely that by late 1919 the material at his disposal was either written while in the region (by Bruce and/or 
others in his troupe) or contained significantly higher levels of local influences than the earlier productions. Bruce is 
believed to have adapted these productions for Australian audiences right from the start, however, with the inclusion of 
Australian references even in the characters (ie Hank Dinkumflater in Elixir of Love) and situations (the photographic 
representative for the Sydney Truth in The King of Patagonia). 
 Advertising for this production records that Bruce intended introducing the "Madame X-cuse Me" burlesque. 
1919: Fullers' New Theatre (Syd); 29 Nov. - 5 Dec.   
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce Revue Company 
 - Cast incl. Al Bruce, Mabelle Morgan, Celia Mavis, Robert Raymond, D'Arcy Kelway, Les Shipp, Rita Aslin. 
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LULU:  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a 
number of revusicals he had brought with him from the States - notably The Elixir of Love and The Back to Nature 
Club. It is likely that by late 1919 the material at his disposal was either written while in the region (by Bruce and/or 
others in his troupe) or contained significantly higher levels of local influences than the earlier productions. Bruce is 
believed to have adapted these productions for Australian audiences right from the start, however, with the inclusion of 
Australian references even in the characters (ie Hank Dinkumflater in Elixir of Love) and situations (the photographic 
representative for the Sydney Truth in The King of Patagonia). 
 The storyline in Lulu concerns Timothy O'Brien who has a weakness for the fair sex and this gets him into 
frequent trouble with his jealous wife. The Brisbane Courier records that Letty Craydon figured conspicuously and with 
decided success in the opening chorus "The Musical Comedy Maid" and in the "Ballet Gladiator" (29 Dec. 1919, n. 
pag.). 
1919: Fullers' New Theatre (Syd); ca. Nov.   
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce Revue Company 
 - Cast incl. Al Bruce (Timothy O'Brien), Mabelle Morgan (Lulu), Celia Mavis, Robert Raymond, D'Arcy  
    Kelway, Les Shipp, Rita Aslin. 
1919: Empire Theatre (Bris); 27 Dec. 1919 - 2 Jan. 1920 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd; Chor. Ysabelle Groves. 
 - Troupe: Al Bruce Revue Company. 
 - Cast incl. Al Bruce (Timothy O'Brien), Mabelle Morgan (Lulu), D'Arcy Kelway (Fitzhock Cohen), Robert  
    Raymond (Count Boulevard), Milton Owen (Thomas Smith), Ysabelle Groves, Les Shipp, Letty Craydon,  
    Rita Aslin, and the Rosebuds (chorus). 
 - Other productions staged during the 1919/20 season included: Hello Papa and The King of Patagonia.  
 
 
MALVOLIO:  [comic opera]  Mus/Lib. Fritz Hart 
#  State Library of Victoria (manuscript) 
 Based on Shakespeare's Twelfth Night, this light opera, Opus 14) was completed in 1913 according to a 
statement by Alfred Hill published in the Theatre (Mar 1914, n. pag.). Malvolio's only performance to date, however, 
was the first act, which is known to have been staged in 1919 by students of the Melbourne Conservatorium.  
1919: Playhouse (Melb); 5 Dec.  
 
 
OFF TO ALABAM: [musical playlet]  Txt/Mus. [n/e] 
1919: Palace Gardens, North Quay (Bris); 6-12 Dec.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear, Harry  
    Marshall. 
 
 
RAGGING THE KEEL ROW:  [musical scena]  Txt/Mus. [n/e] 
 A "Scottish scena," with Alice Bennetto in the lead role (BC: 13 Dec. 1919, 7).  
1919: Cremorne Theatre (Bris); 12-18 Dec. 
 - M Dir. Fred Whaite; Prod. John N. McCallum; Cost. Mary Glynn. 
 - Troupe:  McCallum's Town Topics Company. 
 - Cast incl. Alice Bennetto, Elton Black, Lou Vernon.  
 
 BC: 13 Dec. (1919), 7.        [rnib] 
 
 
A MILD FLIRTATION:  [musical playlet]  Txt/Mus. [n/e] 
1919: Palace Gardens (Bris); 19-26 Dec.    
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Evelyn Dudley, Bert Dudley, Will Rollow, Myrtle Charleton, Lilla Spear, Harry  
    Marshall. 
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ROBINSON CRUSOE:  [pantomime]  Lib. Elton Black; Orig Mus. Fred C. Whaite (aka Waite/Waite);  
 Add Mus. [n/e] 
#  Nat Phillips Collection (Fryer Library, U of Qld; See UQFL9: Box 6] 
The synopsis of scenes held in the John N. McCallum Collection (FHC), indicates the following: Act 1: Sc 1. 
Port of Hull; Sc 2. Toy Shop; Sc 3. Between Decks on the Good Ship Saucy Sally; Sc 4. Cabin of the Ship; Sc 5.  On 
the Main Deck; Sc 6. Beneath the Waves; Sc 7. The Wreck.  Act 2:  Sc 1. Chinese Court of Chu Chin Chow; Sc 2. The 
Beach at Discovery Island; Sc 3. Interior of the Island; Sc 4. On the Beach; Sc 5. Finney's Hat Department; Sc 6. The 
Beach at Discovery Island; Sc 7. Coral Island; Sc 8. The Corridor to the Hall of Lamp Shades; Sc 9. The Palace of 
Lamp Shades. 
 The songs and dances written for or incorporated into the pantomime were: "Opening Chorus - Fisher Girls," 
"I'm Polly Perkins from Paddington Green" (Bennetto), "Gather Around My Hearties" (Vernon), "Fol De Rol Diddle 
Dol Dy" (Black and Gray), "Oh! What a Beautiful Baby" (Bennetto and Girls), "Ho Ye Lads Ye Ho" (Mackay and 
Girls), "I Hate to Lose You" (Bennetto and Raines), "Off the Choral Island" (Raines and Girls), "Wrap Me in a Bundle" 
(Baby Toppin and children), "I'll Be Your Santa Claus" (Muir, Kennedy and Girls), "My Wine Glass Girl" (Gray and 
Girls), "I'm Throwing Myself Away" (Black), "Hurrah for the Rolling Sea" and "Go to Sea" (Mackay and chorus), 
"Hoko Moko Isle" (Sydney Jones and Girls), "Fairy Queen Song" (Muir), "Mannequin Parade" (Gray, Muir, Bennetto 
and Raines), "Chu Chin Chow" (Harford), "A Song of the Desert" (Jephcott), "All Bound 'Round The Mason Dixie 
Line" (Bennetto and Girls), "Comic Song" (Sydney Jones), "Lindemann's Champagne Bottles" (Girls), "She Trimmed 
Them all so Neatly" (Harford, Asher and Girls), "A Song of the Rolling Sea" (Vernon), "Dance of the Sea Shells" (solo 
dance by Mollie Asher), "I'll Throw a Ring Around You" (Muir, Milette and children). 
 The Nat Phillips Collection (John N. McCallum section) contains a number of manuscripts from this 
production, including running order sheets, song lyrics and character parts. 
1919: Cremorne Gardens (Bris); 19 Dec. 1919 – ca. Jan. 1920 
 - Dir. Walter Johnson; Prod. John N. McCallum; S Art. A. Desmond Kennedy; Chor. Belle Millette and  
    Mollie Asher; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics Company. 
 - Cast incl. Elton Black (Dame Crusoe), Gladys Raines (Robinson Crusoe), Alice Bennetto (Polly Perkins,  
    Rob's Sweetheart), Yorke Gray (Archibald Crusoe), Percy Mackay (Jack Rogers, Captain of the SS Saucy  
    Sally), Lou Vernon (Will Atkins, a pirate), Sydney Jones (Jim Judd, a pirate), Leslie Jephcott (Tim Tucker, a  
    pirate), Belle Milette (Matilda Jenkins, in love with Dick), Olga Muir (Fairy Queen).  
-  Other characters incl. Fisher Girls, pirates, cannibals etc. 
 
"Music Drama and Pictures."  BC: 6 Dec. (1919), 12.      [rnib] 
 
 
THE GOLDEN BUTTERFLY:  [pantomime] Lib. Jack Arteen; Mus. [n/e]  
 A pantomime written and co-directed by Jack Arteen, a teacher and instructor of child performers. 
1919: Bridge Theatre, Newtown (Syd); 20 Dec.- ca. Jan. 1920  
- Dir. Maurice Chenoweth and Jack Arteen (children); Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole;   
   Chor. Elvie  Stagpoole; S Mngr. Ted Gabriel (Bridge Theatre). 
- Troupe: Ted Stanley Revue Company. 
- Cast incl. Ted Stanley (dame), Trixie Ireland (Fairy Queen), Eileen Phillips (principal boy), Bessie Phillips  
   (Frank Moran (the Baron), Alf Edwards, James Caldwell (Demon King), the Harmony Four, Billy Maloney,  
   Jack Arteen, Jim Romaine (the Burglar), and Jack Arteen's child students. 
1920: Harry Clay's suburban circuit (Syd); ca. Jan. 
- Cast and production mostly as for previous Bridge Theatre season. 
- Circuit incl. Gaiety Theatre, Syd; (17 Jan. -) 
 
Kitching, Harry. AV: 1 Jan. (1920), 8. 
Lookout. AV: 22 Jan. (1920), n. pag. 
 
 
HELLO PAPA:   [revusical]  Txt. Al Bruce; Mus. [n/e] 
 Set in Paris at the Ambassador's reception which is being held at Le Chateau Richelieu. Al Bruce played the role 
of Pat Murphy. It appears that Bruce had his character come from which ever city the company was then playing - 
hence for the 1919 at the Empire Theatre he was Pat Murphy from Brisbane. 
 Al Bruce, an American producer/writer, first toured the Fullers Australian and New Zealand circuits in 1918 
with a number of revues/revusicals he had brought with him from the States  - notably The Elixir of Love (May 25) and 
The Back to Nature Club (c June) . It is likely that by late 1919 the material at his disposal was either written while in 
the region (by Bruce and/or others in his troupe) or contained significantly higher levels of local influences than the 
earlier productions. Bruce is believed to have adapted these productions for Australian audiences right from the start, 
however, with the inclusion of such Australian references noted in some of the characters (ie Hank Dinkumflater in 
Elixir of Love) and situations (the photographic representative for the Sydney Truth in The King of Patagonia). 
1919: Empire Theatre (Bris); 20-26 Dec. [return season: 14-20 Feb. 1920] 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
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 - Troupe: Al Bruce Revue Company. 
 - Cast incl. Al Bruce (Pat Murphy), Mabelle Morgan (Lizette Cohnette), D'Arcy Kelway, Rita Aslin (Duchess  
    Fifi La Tokay),Robert Raymond, Milton Owen, Ysabelle Groves, Les Shipp, Letty Craydon;  and the  
    Rosebuds (chorus). 
 - Other productions staged during the 1919/20 season included: Lulu and The King of Patagonia.  
 
 "Empire Theatre."  BC: 22 Dec. 1919, 8.      [rnib] 
 
 
RED RIDING HOOD:  [pantomime]   Lib. Frank Neil; Mus. [n/e]  
 One of two pantomimes produced in Sydney by the Fullers (the other being Cinderella), Red Riding Hood was 
written and directed by Frank Neil.  
The scenic settings were: Sc 1. The Witches Cave; Sc 2. The Village of Spring; Sc 3. The Sunset Girls; Sc 4. 
Jack and Zenda; Sc 5. Port of Penzance; Sc 6. Shell Grotto; Sc 7. Ship on Fire Sc 8. The Nine Demons; Sc 9. The 
Majestic Motor Car; Sc 10. The Electric Fountain; Sc 11. The Palace of Stars; Sc 12; Lovely Rose Land. 
1919: Majestic Theatre (Syd); 20 Dec. 1919 - 5 Feb. 1920 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd; M Dir/Cond. Val Royal; S Art. Rege Robins; Chor. Chrissie  
    Royal. 
 - Cast incl. Nellie Kolle (Boy Blue), Rita Starr (Red Riding Hood), Jim Gerald (Dame Dimples), Essie Jennings  
    (Queen Snowdrop), Will Gilbert (Lord Helpus), Frank Neil (Will Dimples), William Liddle, Stella Starr, Vera  
    Starr, Betterton Glover, Lily Skinner. 
 
 
MOTHER HUBBARD:  [pantomime]  Lib/Lyr. Leonard F. Durrell; Mus incl. Robert Keers 
 "This is the third Christmas pantomime that Messrs. J. and N. Tait, in conjunction with Messrs. Bailey and 
Grant, have produced in Australia," records the Age. Although the paper's theatre critic indicates that "Mother Hubbard 
[was] a distinct improvement on its predecessors,"  it is said to have failed in some important but possibly remedial 
directions - notably its unconscionable length and the fact that no soprano soloist appeared to have revealed herself. In 
relation to the libretto and overall production the critic further notes: "It is quite safe to conclude that the humble author 
of the original tragedy could… follow the whole of Mr Barry Lupino's interpretation of Mr Leonard Durrell's adaptation 
without a sensation of outraged copyright. The association of Mother Hubbard and her immortal dog and the transitory 
intrusion of the bare cupboard in the second act represent the sole legendary 'realities' in the score of spectacular scenes 
that serve to feature the costly dresses, the light fantastic toe [sic], the chorus work and the irresponsible mirth upon 
which the modern pantomime depends for its appeal" (22 Dec. 1919, 8).  
The Argus indicates that the comedy scenes and the pantomime's appeal to children were a feature of the 
production. Following the "characteristically acrobatic entry by Mr Lupino as the dame the fun fairly [rolled along]," 
writes the critic. "Features of the first act thereafter [were] the graceful 'Autumn Ballet' [set in an English wood] in 
which Miss Elsie Parkes as the pheasant and Mr Kelso Henderson as the fox show histrionic ability as well as their 
ability to dance, and an effective song scene, 'By the Camp Fire."  The first act comes to a close with a funny burlesque 
of a naval drama and a striking tableau on the deck of a pirate vessel. In the second half two or three songs might well 
be jettisoned, while several of the comedians appear to have temporarily forgotten the relation of brevity to wit. Easily 
the best thing in the second act [was] the scene 'Pipes of Pan' in which Mr Colin Crane uses a sine voice effectively" (22 
Dec. 1919, 8). In a review of the 1920 Sydney production Crane's voice is said to have "brought down the house." The 
Sydney Morning Herald critic further notes: "The god of shepherds and inventor of the seven-reed flute figured amidst 
Lombardy poplars and cypresses in a charming Italian garden, where danced naiads, fauns, and other classical creatures. 
The Brisbane Courier records that the Camp Fire scene (featuring Dorothy Leigh) was presented with a strong 
"Australian touch" (30 June 1920, 8). 
The 20 "dazzling scenes" included: The Village of Loo, Exterior of Entwistle's Hotel, Mother Hubbard's 
Laundry, Lover's Lane, The Wood (Autumn), The Road to the Wood, Mother Hubbard's Cottage, 'Tween Decks, The 
Good Ship Skull and Bones, The Palace (Fairy Isle), An Old World Garden, The Corridor, The Railway Station, A 
Country Lane, and The Palace of Sweets. 
The songs known to have been presented during the pantomime were: "Poor Old Adam was my Father," with an 
extended monologue titled "As from Girl to Girl" (sung by Barry Lupino), "Now I've Got You What Are You Going to 
Do?" (Cannot and Lupino), "Shady Dove" (Jack Cannot), the coon song scena "By the Camp Fire" (Marjorie Carlisle), 
"I've Got a Posy" (Dorothy Leigh), "Pipes of Pan" (Colin Crane), a song and ballet "Johnny's in Town" (Gertie 
Latchford and ballet) and two dance numbers by Parkes and Henderson, "The Autumn Ballet" and "The Fox and the 
Pheasant." Other musical numbers (with performers unidentified) were: "Give me a Sailor Every Time," "The Navy 
Took Them Over and the Navy Brought Them Back," "Tell Me" (a musical pageant), "I'd Like an Egg for my Tea," 
"Hurrah for the Rolling Sea," "Harlequin Ballet," "With Me Little Umbrella in Me 'And," "What Do You Mean by 
Loving Someone Else When Your Love Belongs to Me?," and "March of the World's Sweetest Sweets."  
[NB: Advertising in the Argus provides a more detailed synopsis of scenes and incidents - see for example 20 Dec. 1919, 24] 
1919: Kings Theatre (Melb); 20 Dec. 1919 - 24 Mar. 1920 
 - Dir. Barry Lupino; Prod. J. and N. Tait, Bert Bailey and Julius Grant; M Dir. Robert Keers; Chor. Alice  
    Parkes; S Art. William and John Rowell. 
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- Cast incl. Barry Lupino (Dame Hubbard), Jack Cannot (Mr Hubbard), Marjorie Carlisle (principal boy), Miss  
    Wensley Russell (principal girl), William A. Hassan (Mother Hubbard's dog - a British Mastiff), George  
    Moon, Daniel Morris (Faustleroy Hubbard, the son), Elsie Parkes (premiere danseuse), Maurice Dudley  
    (Entwistle the dyspeptic hypochondriac innkeepr), Dorothy Leigh, Daisy Yates, Kelso Henderson, Ethel  
    Walker (Fairy Queen), Gertie Latchford, Colin Crane (Pirate Captain), Les Coney (Colonel Belcher), The  
    Creightons (acrobats). 
 - The production also included some 150 minor roles. 
1920: Ballarat (Vic); ca. Mar. 
1920: Geelong (Vic) ca. Mar/Apr. 
1920: Adelaide; ca. Apr. 
1920: Palace Theatre (Syd); 24 Apr - 17 June 
 - Principal cast and production mostly as for Melbourne season. 
1920: His Majesty's Theatre (Bris); 29 June - 
 - Principal cast mostly as for previous Sydney and Melbourne seasons. 
 
 "King's Theatre - Mother Hubbard."  A: 22 Dec. (1919), 8. 
"King's Theatre - Mother Hubbard."  ARG: 22 Dec. (1919), 8. 
"Mother Hubbard."  SMH: 26 Apr. (1920), 5. 
"Mother Hubbard at the Palace."  GR: May (1920), 7.    Incl. two production photographs.  
"Mother Hubbard Pantomime."  BC: 30 June (1920), 8. 
 
 
A TRIP TO THE MOON:  [pantomime]  Lib. Bert Linden; Mus. [n/e] 
 Comprising a company of some forty adult and child actors, along with specialty acts and various real life 
animals, A Trip to the Moon, included numerous Australian references and settings. The Sydney Morning Herald review 
notes, for example: "True to the best traditions of pantomime, the story of the flight to the moon is as a frail bit of 
gossamer, woven… with a wealth of sparkling ballets, songs, acrobatic and other turns and the inevitable humour of the 
dame. Characters cast as frolicking gum nuts and others, and bright scenes portraying the bush road, an Australian 
homestead and the spirit of the bush, breathe into the show an atmosphere typically Australian… Father Christmas, the 
march of Australian industries [and] the portrayal of 'Australia' as a grand finale…. were among the other bright 
features." The review also records: "One of the cleverest turns was the boxing contest between Mr Harry Abdy and a 
stalwart kangaroo, which stood up manfully with its gloved paws to its partner and in unrehearsed moments even 
subjected the party with the towel to a severe trouncing when it was not knocking them both about at the one time" (27 
Dec. 1919, 11). 
1919: Alhambra Music Hall (Syd); 26 Dec 1919 – ca. 17 Jan. 1920 
 - Dir. Bert Linden; Prod. C. F. Pugliese; S Art. Les Williams. 
 - Cast incl. Vera Walton (principal boy), Averill Maine (queen), Maisie Carlisle (the spirit of the bush), Ted  
    Russell (Captain Cook), Jack Kearns (the dame), Harry Carlton (the dame's husband), Ted Sutton (a larrikin),  
    Harry Abdy and his Cats and Dogs, the Racoon Troupe. 
 -  A second edition of the pantomime was advertised as beginning 17 January. No advertisements have been  
    located after that date, however. 
 
 "Trip to the Moon, A."  SMH: 27 Dec. (1919), 11. 
 
 
CINDERELLA:  [pantomime]  Lib/Lyr. Nat Phillips;  Orig Mus W. Hamilton Webber; Add Mus/Lyr  
incl. Vince Courtney (1919), Amy Rochelle (1919/20) 
#  FHC, 1919.  [photocopy of original text -H2013] 
#  FHC, ca.1919-20. [manuscripts/scores/characters parts/miscellaneous items - Nat Phillips Collection] 
 Comprising fourteen scenes in two acts this adaptation of the well-known fairytale also saw several vaudeville 
acts incorporated into the narrative. The story opens in the Spider's Ghetto, where King Rat and King Spider plot to 
wreck Cinderella's life because she is not the wicked baron's real daughter, as she believes, but in fact the daughter of a 
king.  
The 1919 and 1920 productions saw Nat Phillips and Roy Rene appear in their Stiffy and Mo roles despite 
playing various other characters, including hunters and politicians. The Sydney Morning Herald critic writes of their 
roles: Stiffy and Mo... with their dog, Buster (Le Brun) always inconveniently arrived where they were not wanted. 
Their songs and patter contained many topical references that were highly appreciated by the audience' (22 Dec. 1919, 
5). The following year an Age critic wrote: 'A large proportion of the humour is supplied by Messrs Nat Phillips and 
Roy Rene in their habitual parts of Stiffy and Mo. On this occasion Stiffy and Mo are bailiffs who attempt to get the 
rent out of Cinderella's father, Baron Derrick, but they appear also as huntsmen and courtiers and in other roles' (28 
Dec.1920, 6). The Bulletin talks more about volume than humour: 'Stiffy and Mo make extensive incursions into the 
plot', writes the magazine's 'Sundry Shows' critic. Stiffy is the loud Nat Phillips, who being producer never spares 
himself in trying to deafen the audience. Roy Rene (Mo) is smoother and more effective as a Yid of conventional type, 
but has just as much to say as his voluble partner., and never lags superfluous in the wings' (30 Dec. 1920, 34). 
 The opening and closing choruses, ballet and incidental music for all productions (1919-1921) were composed 
by W. Hamilton Webber, with additional songs being source for the Prince's Ball (Act 1; Sc 2 Finale), and the wedding 
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finale ("Wedding Bells"). Other songs incorporated into the  1919/20 Grand Opera House (Syd) production included 
two Vince Courtney numbers, "The Silver in My Mothers Hair," and "Mexico;" along with one by Amy Rochelle, 
"Cinderella," which was described as having been written in a waltz style. This song is also believed to have been used 
in the 1920/21 Melbourne season. 
 The twenty-three songs used in the 1921 production included "Red Rat" (sung by King Rat); "Love Shall 
Reign" (King Rat, Spider King and Queen Snowdrop); "Where is Cinders?" (opening chorus); "Lonely" and "I Wonder 
Who" (Cinderella); "Hunting for a Girl," "One Horse Town," "See What I've Found" and "Mrs Macquarie's Chair" 
(Prince Charming, with chorus); "Trouble" (Prince Charming, Cinderella and King Rat); "Old Garden Gate" (Prince 
Charming and Cinderella) and several songs by the chorus - "Ding Dong," "Western Days" and "Wedding Bells" (with 
full ensemble).  
 [NB: The Nat Phillips Collection (Fryer Library) holds a copy of a scene sequence for an Adelaide revival over the 1931-32 summer period. 
See UQFLP, Box 1 - M/MS 7] 
1919: Grand Opera House (Syd); 26 Dec. 1919 - 5 Mar. 1920 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir/Cond. W. Hamilton Webber; Cost. Mrs Edwards; S Art.  
    Rege Robins; Chor. Bella Perman. 
 - Cast incl. Amy Rochelle (Prince Charming), Linda Dale (Cinderella), Vince Courtney (Pickles), Roy Rene  
    (Mo), Nat Phillips (Stiffy), Verna Bain (Snow Queen), Frank Matana (King Spider), Ivy Moore (Dandini),  
    Dan M. Dunbar (The Mexican), Billy Le Brun (Buster), Villiers Arnold (King Rat), Horace Mann (Baron  
    Derick), Rosie Bowie (Astrella), Pearl Ladd (Queen Snowdrop), Daisy Merritt (Daffodil), Caddy Franks  
    (Boronia), Theresa Matana (Margarita), plus the Three Fishers, the Melody Four (incl. Glanmore Jones, Frank  
    Matana and Sam Rowley), Murfayne (xylophonist). 
1920: Princess Theatre (Melb); 18 Dec. 1920 - 19 Mar. 1921 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir/Cond. Walter Whyte; S Art. Rege Robins, Cost. Ethel  
    Moar and Mrs Dunn; Chor. Bella Perman and Dot O'Dea. 
- Cast incl. Amy Rochelle (Prince Charming), Linda Dale (Cinderella), Villiers Arnold (King Rat), Pearl Ladd  
   (Fairy Snowdrop), Roy Rene (Mo), Nat Phillips (Stiffy), Daisy Merritt, Jack Phillips, Lola Hunt, Dan Dunbar,  
   Dot Davis [aka Mrs Roy Rene], Rosie Bowie, Belle Pollard, Mark Erickson, Billy le Brun, Darville Thomas,  
   Leila Dabscheck, Rene Denerio, Dot O'Dea, Abdy's Performing Cats and Cockatoos, Jack and Zenda (child  
   dancers), the Royal Nine Wonders. 
1921:  Prince of Wales Theatre (Adel); 26 Mar. - 8 Apr. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
- Cast incl. Roy Rene, Nat Phillips. 
1921: Majestic Theatre (Syd); 24 Dec. 1921 - 28 Jan. 1922 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Cond. Madam Byron; M Arr. W. Hamilton Webber; S Art.  
    Rege Robins; Chor. Phyllis Whisken; Cost. Ethel Moar; S Mngr. Dan M. Dunbar. 
- Cast incl. Ida Merton (Cinderella), Dot Davis [aka Mrs Roy Rene] (Prince Charming), Daisy Merritt  
   (Daffodil, an ugly sister), Lola Hunt (Boronia, the other ugly sister), Dan M. Dunbar (Baron Derick), Rosie  
   Bowie (Astrella), Jack Phillips (Buster), Harry Huley (Nobbler), Jack Wynne (Levy), Maggie Buckley  
   (Dandenie), Conrad Charlton (King Rat), Sid Garti (King Spider), Brenda Bent (Fairy Snowdrop), Joyce  
   Pidden (Snow Queen), Phyllis Whisken (Carnival Queen), with Phyllis Rose, Trixie Boss, Zena Yorke, Ida  
   Fielder, Ethel Prior, Lilla Adams, Alice Nellis, Alma Reneaux, Nellie Reneaux, Dolly West (ballet); and  
   Eileen O'Neill, Alma Wanless, Bessie Conroy, Elsie Boulton, Doris Lochridge, Nessie Munro (chorus); Joyce  
   Fidden, Baby Blundell, Hazel Burnett, Miriam Phillips, Clarice Fallon, Blanche Jones, Mavis Neilson, June  
   Corbett, Dulcie Davenport, Iris Wilde, Phyllis Lane, Doris Trevail, Elva Bell, Bertha Beasley, Mabel  
   Thompson, Daisy Dickman (children).  
 
"Cinderella."  SMH: 22 Dec. (1919), 5. 
"Cinderella." TT: Jan. (1920), 23. 
"Cinderella: Princess Theatre."  TBT: 30 Dec. (1920), 10.  Issue also incl.  photo spread of Amy Rochelle. 
Fuller News Pantomime Souvenir 1921-1922.  Fuller News Dec/Jan. (1921-22), v. pags.  Incl. photographs. 
"Princess Theatre - Cinderella. A: 28 Dec. (1920), 6. 
"Sundry Shows."  B: 30 Dec. (1920), 34. 
 
 
 DORIAN GRAY:  [opera]  Lib. W. J. Curtis; Mus. W. Arundell Orchard 
Described by its composer as a pure music drama of the modern school, the libretto (adapted from Oscar 
Wilde's novel) was written in blank verse by W. J. Curtis and the dramatic organisation designed so as to afford scope 
for the dramatic and emotional changes needed to give freshness to the music (SMH: 6 Sept. 1919, 8).  
While no full-scale staging of the opera has been found to date, the second act was presented as a concert 
performance by the composer, in collaboration with the NSW State Orchestra, in September 1919. 
 Concerning the score, the Sydney Morning Herald music and drama critic writes: "Mr Orchard's prelude will 
open with soft chords for the lower strings, followed by a theme for the horn, reflecting the changeful Dorian's gloom 
and disenchantment. The next motif given pianissimo by the violins like a long drawn sigh will typify Lord Henry's 
darkly charming personality, and one of a more flowing character for violins will represent Sybil and foreshadow her 
distress. A strenuous crescendo for full orchestra will be divided by a few bars lull preparatory to a four not theme for 
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the horns just as Dorian rises after his troubled sleep. These four themes form the kernel of the entire musical structure 
of the new opera throughout its three acts" (6 Sept. 1919, 8). 
1919: Conservatorium of Music (Syd); 11 Sept.  [Act 2 only] 
 - Cond. Henri Verbrugghen. 
 - Cast incl. Emil Sussmilch (Dorian Gray), Dulcie Huxtable (Sybil Vane), Arthur Appleby (Lord Henry), Alma  
    Garret (the Duchess), Roy Allen (the painter), R. McClelland. 
 - Musicians: NSW State Orchestra. 
  
 "Music and Drama."  SMH: 6 Sept. (1919), 8. 
 
 
 
 
 
 
Mabelle Morgan  
Theatre Oct. (1918), 26. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
Alice Bennetto  
Green Room Jan. (1918), 12. 
(Courtesy of the Fryer Library, University of Queensland) 
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1920 
 
NB: All works in this appendix are included in the Australian Variety Theatre Archive and are updated whenever new 
information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
OH YOU BABY DOLL:  [musical playlet]  Txt/Mus. [n/e] 
1919: Palace Gardens (Bris); 2-8 Jan.   
 - Dir/Mngr. Carlton Max; M Dir. Eric John. 
 - Troupe: Follies Costume Comedy Company. 
 - Cast incl. Carlton Max, Bert Dudley, Evelyn Dudley, Will Rollow, Myrtle Charleton, Lilla Spear, Harry  
    Marshall. 
 
 
THE GENERAL AND HIS ARMY:  [revusical]  Txt. Walter Johnson; Mus. [n/e] 
  Described in advertising as an Eastern comedy. 
1920: Cremorne Theatre (Bris); 10-16 Jan. 
 - Dir. Walter Johnson; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: Walter Johnson's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines. 
 
 
TOO MANY WIVES:  [revusical]  Txt. Harry Burgess; Mus. [n/e]. 
 This revusical deals with the plight of Izzy Getz, who has promised to marry half a dozen women, and is 
plunged into despair when they all, believing him to be the owner of some prosperous oil wells, appear to claim the 
fulfilment of this promise.  
 Songs incorporated into the 1920 Fuller's Theatre season included:  "When I was a Dreamer" (sung by Ernest 
Lashbrooke), "Somebody Knows" (Lydia Carne) and "Peaches Down in Georgia" (Hilda Cripps). 
1920: Fullers Theatre (Syd); 17-23 Jan. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revue Company. 
 - Cast incl.  Gus Franks (Izzy Getz), Harry Burgess, Les Warton, Ernest Crawford, Ernest Lashbrooke, Lola  
    Hunt, Florrie Horan, Lydia Carne, Hilda Cripps, Annie Douglas, plus chorus and ballet. 
 
 "Fuller's Theatre."  SMH: 19  Jan. (1920), 9. 
 
 
2 PEAS IN A POD:  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 Two gentlemen staying at a hotel bear a striking resemblance, and many ridiculous situations subsequently 
arise. This revusical was likely to have been staged as early as 1919. 
 [NB: American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a number of 
revues/revusicals he had brought with him from the States  - notably The Elixir of Love (May 25) and The Back to Nature Club (ca. June). It is likely 
that by late 1919 the material Bruce was staging were either written while in the region (by Bruce and/or others in his troupe), or as with The Back to 
Nature Club, had been adapted to include local settings and contained significantly higher levels of local influences than the earlier productions.] 
1920: Empire Theatre (Bris); 24-30 Jan. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce and his Rosebuds. 
 - Cast incl. Al Bruce, Mabelle Morgan, R. Raymond, D'Arcy Kelway, Les Shipp. 
 
 
THE FRIVOLITY GIRL:  [revusical]  Txt. Harry Burgess; Mus. [n/e] 
1920: Fullers Theatre (Syd); 24-30 Jan. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revue Company. 
 - Cast incl.  Harry Burgess, Les Warton, Ernest Crawford, Ernest Lashbrooke, Gus Franks, Lola Hunt, Florrie  
    Horan, Lydia Carne, Hilda Cripps, Annie Douglas, plus chorus and ballet. 
 
TT: Feb. (1920), 26.    [rnib] 
 
 
FOR FRANCE:  [revusical]  Txt. Walter Johnson; Mus. [n/e] 
 Described as a miniature French comic opera. 
1920: Cremorne Theatre (Bris); 24-30 Jan. 
 - Dir. Walter Johnson; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
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 - Troupe: Walter Johnston's Town Topics Co. 
 - Cast incl. Elton Black, Yorke Gray, Belle Millette, Lou Vernon, Leslie Jephcott, Alice Bennetto, Gladys  
    Raines.  
 
 
AT THE GRAND HOTEL:  [revusical]  Txt. Walter Johnston; Mus. [n/e] 
 It is not clear if this revusical shares any relationship with several other similarly titled productions, notably 
Walter George's The Grand Hotel, 1917.  Nat Phillips also produced a revusical called At the Grand (1924), although 
the Fryer Library text seems to indicate that he wrote his while on tour in New Zealand. 
1920: Cremorne Theatre (Bris); 31 Jan. - 6 Feb. 
 - Dir. Walter Johnston; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: Walter Johnston's Town Topics Co. 
 - Cast incl. Elton Black, Yorke Gray, Belle Millette, Lou Vernon, Leslie Jephcott, Alice Bennetto, Gladys  
    Raines. 
 
 
THE NEW M.P.  [revusical]  Txt. Al Bruce; Mus. [n/e] 
 Described as a "one act musical farce comedy" in advertising, The New M.P. was possibly earlier than 1920.  
 [American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a number of revues/revusicals he 
had brought with him from the States  - notably The Elixir of Love (May 25) and The Back to Nature Club (ca. June). It is likely that by late 1919 the 
material Bruce was staging were either written while in the region (by Bruce and/or others in his troupe), or as with The Back to Nature Club, had 
been adapted to include local settings and contained significantly higher levels of local influences than the earlier productions.] 
1920: Empire Theatre (Bris); 31 Jan. - 6 Feb. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce and his Rosebuds. 
 - Cast incl. Al Bruce, Mabelle Morgan, R. Raymond, D'Arcy Kelway, Les Shipp. 
 
 
MADEMOISELLE MIMI [aka HELLO MIMI or ADIEU MIMI]: [musical comedy]  
 Txt/Mus. [n/e] 
The Sydney Morning Herald theatre critic writes that as new disciples of Bairnsfather, the All-Diggers 
Company depict "the lighter side of war, the invincible spirit of comedy which enables men to crack jokes and sing 
light-hearted ditties while the guns are roaring and shells bursting overhead." Describing the sidelights of life upon the 
battlefield as "exceedingly laughable" the critic goes no to record that all seven members of the troupe had been on 
active service, even noting the corps in which they served, these being: Arthur S. Keighley, M.C., 11
th
 Battalion, Anzac 
Corps School Concert Party; Hugh Gannon, 1
st
 Battalion, Anzac Coves; George Jennings, 5
th
 Pioneer Battalion 
(Kookaburras); Cyril James, 32
nd
 Battalion (Kookaburras), Roy Glenister, 1
st
 A.S.C. (Sentimental Blokes) Claude 
Hansen, 3
rd
 A.A.H, (incl. concert party) and Adelaide's Lindsay Kemble 1
st
 A.S.C.(Sentimental Blokes).  Advertising 
for the Melbourne season further records: "The Real Thing by Real Diggers, who are also Real Actors. To get it more 
realistic than this one would have to bring the war itself along. Don't wait for that. This is the funniest bit of real life 
ever put into a theatre" (ARG: 9 Feb. 1920, 8). 
Played out over three acts and set somewhere in France during the First World War, the first act opens with a 
bunch of solders taking R and R in an estaminet run by Mademoiselle Mimi. They sing, spin yarns and gibe with cutting 
satire at their officers, the War Office and each other.  The Herald records that "all sorts of amusing figures flit to and 
fro - the haw haw solider who wears a monocle and addresses his officer as 'dear old thing;' the stupid recruit, who 
unable to read or write, is promptly drafted into the Intelligence Corps; an irate military representative who will not 
permit the tribunal to grant an exemption to cripples, since he affirms a mahogany leg is equally as good as a heart of 
oak" (29 Mar. 1920, 5). The second act sees the soldiers heading off to the front, joined by Mimi. Here they find 
themselves grouped around a camp fire in an old barn, relieving the tension of waiting for the big surge by singing 
songs and telling stories. The finale is played out as bombs whistle overhead and the soldiers sing "Where Did That One 
Go." The scene ends with the roof of the barn collapsing and the soldiers emerging scared but unhurt as the stage 
becomes obscured by smoke. In the last act the "piquant hostess" Mimi returns to her inn dreading the inevitable roll-
call that will eventuate in the wake of an attack that has led to heavy losses.    
Songs incorporated into 1920 production included: "On the Staff" (sung by Arthur Keighley), "Yarrawonga" 
and "The Heart-Breaking Baby Doll" (Hugh Gannon). The 1922 one act revival, presented as Hello Mimi, also included 
"On the Staff" (sung by Lorne O'Brien), along with: "Happy" (Kemble), "Lancashire Jazz Band" (Jennings), 
"Wonderful Mother of Mine" (Roy Glenister), "Some Girls" (Saunders and Jennings), "What Do You mean" (Jennings 
and Kemble), "Cross-Eyed Clara" (Jennings), "They Never leave You Alone" (Kemble), "Lovin' Disposition" 
(O'Brien)," "Wonderful Mother of Mine" (Glenister) and "Goodbye Khaki" (Kemble). 
It is believed that the company renamed the show Hello Mimi or alternatively Adieu Mimi (Farewell Mimi") for 
later tours so as to distinguish it from the troupe. By 1922 the production had also been shortened to one act.  
Following the success of Mademoiselle Mimi the company put together several other musical comedies, touring 
under the banner of the Mademoiselle Mimi Diggers. Other productions by the troupe included: The Pommy Bride, 
Mimi's Spies, Winning a Wife and Odds and Ends (see 1921). 
[NB: The Brisbane Courier reviewed the production in 1921 as Hello Mimi despite it being advertised as Adieu, Mimi.  
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1920: Playhouse Theatre (Melb); 7 Feb. - 23 Mar. 
 - Dir. Capt. A. S. Keighley; Prod. J. and N. Tait. 
 - Troupe: The All Diggers Company of Actors Back from Active Duty (aka Mademoiselle Mimi Diggers) 
 - Cast:  Arthur S. Keighley, Hugh Gannon, George Jennings, Cyril James, Roy Glenister, Claude Hansen,  
    Lindsay Kemble (Mimi). 
1920: Playhouse Theatre (Syd); 27 Mar. - 22 May   
 - Dir. Capt. A. S. Keighley; Prod. J. and N. Tait. 
- Troupe: The All Diggers Company of Actors Back from Active Duty (aka Mademoiselle Mimi Diggers) 
 - Cast:  Arthur S. Keighley, Hugh Gannon, George Jennings, Cyril James, Roy Glenister, Claude Hansen,  
    Lindsay Kemble (Mimi). 
 - A second edition was staged from 8 May.  
1921: Empire Theatre (Bris); 12-18 Nov.  
 - Dir. Lindsay Kemble; Prod. Fullers Theatres' Ltd. 
 - Troupe: Mademoiselle Mimi Diggers. 
- Cast: Lindsay Kemble (Mimi), George Jennings, Roy Glenister, Lorne "Doc" O'Brien, Will "Paddy"  
   Saunders,  
- Although performers making their Brisbane debut with this production, the troupe had previously played a  
    season in Brisbane at His Majesty's Theatre (BC: 12 Nov. 1921, 15). 
1922: Fullers' Theatre (Syd); 25 Feb. – ca. Mar. [as Hello Mimi] 
- Dir. Lindsay Kemble; Prod. Fullers Theatres' Ltd;  
 - Troupe: Mademoiselle Mimi Diggers. 
- Cast: Lindsay Kemble (Mimi), George Jennings, Roy Glenister, Lorne "Doc" O'Brien, Will "Paddy"  
   Saunders. 
- "Billed as "a musical comedy offering in one act" it was staged as the first part entertainment, followed by  
   vaudeville acts. 
 
 FN: 25 Feb. (1922), 13.  Advert. 
"Mademoiselle Mimi."  SMH: 29 Mar. (1920), 5. 
 "Music and Drama" BC: 14 Feb. (1920), 12.      [rnib] 
 "Playhouse - Mademoiselle Mimi."  ARG: 9 Feb. (1920), 8. 
 
 
TOPSY TURVEY HOTEL:  [revusical]  Txt. Harry Burgess; Mus. [n/e]. 
 Described in advertising as a "sparkling nonsense with lively music and ballets" (SMH: 7 Feb. 1920, 2). 
1920: Fullers Theatre (Syd), Fullers; 7-13 Feb. 
 - Dir. Harry Burgess; Prod. Fullers' Theatres Ltd. 
 - Troupe: Harry Burgess Revue Company. 
 - Cast incl. Harry Burgess, Les Warton, Gus Franks, Ernest Crawford, Ernest Lashbrooke, Lola Hunt, Florrie  
    Horan, Lydia Carne, Hilda Cripps, Annie Douglas, plus chorus and ballet. 
 
 
DAUGHTER OF THE MOUNTAINS:  [comic opera]  Lib/Mus. Fred Whaite 
 Described in Brisbane Courier advertising as an "original comic opera" (7 Feb. 1920, 2). It is not known to 
what extent (if any) Walter Johnson had with this production as his name appears not to be associated with the Town 
Topics company from around this period onwards. 
1920: Cremorne Theatre (Bris); 7 Feb. - 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines. 
 
 
THE CANDY SHOP:   [revusical]  Txt. Al Bruce; Mus. [n/e] 
 This revusical was likely to have been staged as early as 1919. 
 [American producer/writer, Al Bruce, toured the Fullers Australian and New Zealand circuits in 1918 with a number of revues/revusicals he 
had brought with him from the States  - notably The Elixir of Love (May 25) and The Back to Nature Club (ca. June). It is likely that by late 1919 the 
material Bruce was staging were either written while in the region (by Bruce and/or others in his troupe), or as with The Back to Nature Club, had 
been adapted to include local settings and contained significantly higher levels of local influences than the earlier productions.] 
1920: Empire Theatre (Bris); 7-13 Feb. 
 - Dir. Al Bruce; Prod. Fullers' Theatres Ltd. 
 - Troupe: Al Bruce and his Rosebuds. 
 - Cast incl. Al Bruce, Mabelle Morgan, R. Raymond, D'Arcy Kelway, Les Shipp. 
 
 
 
THE NEW BARMAID:  [musical comedy] Lib. George Edwards; Mus. [n/e] 
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 This two act musical comedy was first introduced to Sydney audiences by John F. Sheridan a number of years 
previous. The Sydney Morning Herald records that although it had been altered a good deal by the director, George 
Edwards (9 Feb. 1920, 2), it was to be presented upon the elaborate and effective scale identical to the… original 
staging" by Sheridan (7 Feb. 1920, 2).  In the review of the premiere, the Herald's critic writes: "Many of the songs are 
new and the ballet has been made one of the strong features of the show." The review goes on to note: "In the first act 
Vera Walton, as Brenda Louth, the outgoing barmaid had most of the limelight in song and comedy. Ruby Esdaile, as 
Ethel Joy, the new barmaid, presented a different type of attractive femininity with 'I'm in Love' as one of her successful 
vocal contributions" (9 Feb. 1920, 2). The production is set in two scenes - a cabaret and the lawn of Colonel 
Claymore's mansion.  
Other songs incorporated into the production included: "Beautiful Ohio" and "Cosy Corner" sung by Gladys 
Gordon and Varna Latcham. 
1920: Alhambra Music Hall (Syd); 9-22 Feb.   
 - Dir. George Edwards; Prod. C. F. Pugliese. 
 - Cast incl. George Edwards (Bert White), Ruby Esdaile (Ethel Joy, the new barmaid), Jack Kearns (William  
    White, the head waiter), Ralph Holland (Captain Lovebury), Ted Russell (Lieutenant Bradley), Una Jan (The  
    Lady Reporter), Eus. Bronson (Colonel Claymore), Vera Walton (Brenda Louth, the late barmaid), Gladys  
    Gordon, Varna Latcham. 
 
 "Alhambra - Musical Comedy."  SMH: 9 Feb. (1920), 2. 
 
 
WILLOW PATTERN PLATE:  [musical scena/extravaganza]  Txt/Mus. [n/e] 
 Described in advertising as a "Chinese Fantasia," the production very likely drew on W. P. Hale's and F. 
Talfourd's extravaganza of the same name (1851). The story had been staged in Australia as early as 1861. 
1920: Cremorne Theatre (Bris); 28 Feb. - 5 Mar. 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
THE GUMLEAF GIRLS; OR, HELLO MARS:  [musical comedy]  Lib. George Edwards; Mus.  
 [n/e] 
 Set in several popular local resorts the story concerns the Doolittle family of Gumleaf selection, Emu Flat, who 
have journeyed to Sydney. The romantic angle surrounds the two sons and Billie Bong and Meadow Fields, two 
'gumleaf girls' they meet on the holiday. 
1920: Alhambra Music Hall (Syd); 28 Feb. - 
 - Dir. George Edwards; Prod. C. F. Pugliese. 
 - Cast incl. Tom Haverley, Hal King, Alice Walton (Billie Bong), Vera Walton (Meadow Fields). 
 - Musicians: The Alhambra Jazz Band. 
 
 "Gumleaf Girls, The." SMH: 1 Mar. (1920), 5. 
 
 
THE MISSISSIPPI CABARET:  [revusical]  Txt/Mus. [n/e]  
 Said to have been produced for the first time in Sydney, and described as a 'musical comedy," the origin of its 
authorship are unknown.  Despite the American-ness of its subject matter it is possible that the work could still be an 
Australian-written work (most likely by Reg Greenwood, then manager of Harry Clay's No 4 company). Greenwood 
was an English comic and tenor who was resident in Australian for a number of years, and indeed is known to have 
secured regular employment with Harry Clay between 1918 and at least 1921. 
1920: Harry Clay's city and suburban circuit (Syd); ca. Feb/Mar.  (incl. Gaiety Theatre; 6-12 Mar.)  
 - Dir. Reg Greenwood; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN). 
 - Troupe: Harry Clay's No 4 Company. 
 
 
NORTH EAST-LYNNE:  [burlesque revusical]  Txt/Mus. [n/e] 
 Another popular subject for burlesque, this production may have been put together by Elton Black. 
1920: Cremorne Theatre (Bris); 6-12 Mar. 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
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A COSTER SCENA:  [musical scena]  Txt/Mus. [n/e] 
 The company's advertising in the Brisbane Courier notes that the production introduced a "thrilling boxing 
contest between two Town Topics girls, Carmel Jeffrey and Zoe Midgely, and Frank Thorn, the victor of 100 fights" 
(20 Mar. 1920, 2). 
1920: Cremorne Theatre (Bris); 20-26 Mar. 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Carmel Jeffrey, Zoe Midgely. 
 
 
FUN IN A TOYSHOP:  [revusical]  Txt/Mus. [n/e] 
1920: Cremorne Theatre (Bris); 27 Mar. - 2 Apr. 
 - Prod/Prop John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
THE WATTLE BIRD:  [musical comedy]  Lib/Mus. [n/e] 
 Possibly written by George Edwards, the Sydney Morning Herald theatre critic writes:  "The Wattle Bird, a 
pantomime with, as the title suggests, an Australian setting, was staged at the Alhambra Theatre, Haymarket, on 
Saturday. The story is, of course immaterial. The performance consists of a series of disconnected episodes. Each has an 
appropriate 'turn' and though there is nothing particularly novel about these it can be said that nearly all of them are 
done well… some of the dancing was excellent, and the acrobatic display given by the Sunshine Girls was capital of its 
kind. Silvester the juggler and illusionist partially mystified the audience and the Astras, described as the world's 
greatest mystic mind reader did singular things in that direction, and incidentally introduced some wild animals 
[including a panther]. The 'leading boy' was Miss Vera Walton" (29 Mar. 1920, 4). 
 The production was staged in two acts (20 scenes). 
1920: Alhambra Music Hall (Syd); 27 Mar. - 16 Apr. 
 - Dir. George Edwards; Prod. C. F. Pugliese. 
 - Cast incl. Vera Walton, Ruby Gibson, Sunshine Girls, Sylvester (illusionist), The Astras.  
 - Musicians: The Alhambra Jazz Band. 
 - NB: Marshall Crosby joined the production from 3 April, playing the role of the Demon 
 
 "Pantomime at the Alhambra." SMH: 29 Mar. (1920), 4. 
 
 
LET'S GO:   [revusical]  Txt. Paul Stanhope and Charles Delavale; Mus. [n/e]. 
1920: Shaftesbury Theatre (Perth); ca. Mar. 
 - Dir. Paul Stanhope and Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Paul Stanhope and Charles Delavale Revue Company. 
 - Cast incl. Paul Stanhope (Spike), Charles Delavale (Ike), Helen Cain, Elvie Stagpoole, Mabelle Morgan, Steve  
    Laurie, Dolly McIntosh, Molly Warren, Peter Brooks, Ernest Darkes, Jack Phillips. 
 
 
RED RIDING HOOD:  [children's play with music]  Lib/Mus. [n/e] 
 Although generally described as a pantomime, the production was advertised as having "plenty of music and 
songs" but would be "more of a musical play than a pantomime" (GR: Feb. 1920, 7). Comprising mostly children, with 
a few adults cast in appropriate roles, the producer, Reuben Baker, proposed that during the second week of the season a 
different local girl would play the role of Red Riding Hood, and that at the end of the week the one who was judged the 
most clever would get a substantial prize in addition to her pay envelope. 
1920: Victoria Theatre (Newcastle); ca. Mar. 
 - Prod. Reuben Baker (for Dix-Baker). 
 
 GR:  Feb. (1920), 7.       [rnib] 
 
 
IN CAIRO:  [musical scena]  Txt/Mus. [n/e] 
1920: Cremorne Theatre (Bris); 3-9 Apr. 
 - Prod/Prop John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
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THE FLOWER OF CHINA:  [miniature comic opera]  Txt/Mus. [n/e] 
 Billed as a "bright, clever and witty miniature comic opera of Oriental splendour" (BC: 3 Apr. 1920, 2). The 
music was possibly written by Fred Whaite.  
1920: Cremorne Theatre (Bris); 3-9 Apr. 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones, Percy Mackay, Glenmore Jones, Billy Maloney, Rita Nelson, Mollie Asher, Phyllis  
    Rose. 
 
 
LAVENDER TIME:  [musical comedy]  Lib/Mus. Fred Whaite 
 Described as a "delightful musical comedy… written and composed by Mr Fred Whaite" (BC: 29 May 1920, 2). 
1920: Cremorne Theatre (Bris); 24-30 Apr. 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
AT THE RECEPTION:   [revusical]  Txt. Nat Phillips; Mus. [n/e] 
1920: Bijou Theatre (Melb); 29 May - 4 June    
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann,  
    Dan Dunbar, Will Liddle, Lou Harris. 
 
 
THE SULTAN OF SOOLEMON:  [revusical]  Txt/Mus. [n/e]  
 Described in advertising as "an Eastern extravaganza." 
1920: Elite Theatre (Bris); 11-17 June 
 - Dir/Prod. Harry Borradale. 
 - Troupe: The Sparklers 
 - Cast incl. Joe Rox, Clifford O'Keefe, Grace Quine, Harry Borradale, Con Moreni, Jean Fyfe, Martin Duff, Mr  
    McAllister 
1921: Palace Gardens (Bris); 10-16 June 
 - Dir/Prod. Harry Borradale 
 - Troupe: Borradale's Sparklers. 
 - Cast incl. Con Moreni, Joe Rox, Clifford O'Keefe, Harry Borradale. 
 
 
IN THE BANK [aka THE BANK / BANKERS]: [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Stiffy and Mo are said to have been janitors at a bank in the 1922 version, the other characters being Mr Morgan 
(a banker), Mazie (his daughter), Freddie (her fiancée), Jacques (the manager), Quilpy (a clerk), Miss Fussy (the head 
typist), Dora (a secretary), and Mrs Mush (the charwoman). An advertisement for the 1925 Bijou Theatre production 
records that Stiffy and Mo appeared "as do it yourself bank clerks" (A: 23 Mar. 1925, 12); while the Brisbane Courier 
records in 1927 that Stiffy and 'Erb (Nat Phillips and Jack Kellaway) portrayed "bank clerks of the never-to-be-seen 
order" with the pair developing "many highly amusing situations in the world of finance" (7 Feb. 1927, 15).  
 The songs presented during the 1922 production were "Come, be a Sport" (chorus), "If it comes from 
Dixieland" (Davis, Merton and girls), "Parisian Jazz" (O'Brien and girls), "Maizie" (Connors and Paul), "Oh, Laws 
Laugh" (Merton and O'Brien), "Jaffalla" (Connors and girls), "Belgravia" (Phillips and Shaw), "All By Myself" (Paul 
and girls), "On My Feet Again" (Connolly and girls), and "Close the Bank" (company).  The 1924 Fullers' Theatre 
season included such songs as: "Give it a Smile," "Who Wants a Bad Little Boy" and "Hitch Your Wagon to a 
Sunbeam." Two of the hits from the 1927 Whirligig version were "Let's Buy the Bank" (a duet sung by Stiffy and 'Erb) 
and "Talking to the Moon" (by Dorothy Manning).   
1920: Bijou Theatre (Melb); 12-18 June     
 - Dir. Nat Phillips; Prod. Fullers'  Theatres Ltd.  
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Amy Rochelle, Daisy Merritt, Caddy Franks, Horace Mann,  
    Dan M. Dunbar, Will Liddle, Lou Harris. 
1921: Empire Theatre (Bris); 24-30 Sept. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard, Gerald Cashman,  
    Walter Jackson [aka Walter Whyte], Miss Dot O'Dea. 
1922: Fullers  Theatre (Syd); 22-28 Apr. 
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 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Stiffy and Mo Company. 
- Cast incl. Nat Phillips, Roy Rene, Ida Merton (Dora), Dot Davis [aka Mrs Roy Rene] (Miss Fussy, head  
   typist), Dan M. Dunbar (Mr Morgan, a banker), Queenie Paul (Mazie, his daughter), Mike Connors (Freddie,  
   her fiancée), Keith Connelly (Jacques, the manager), Gladys Shaw (Mrs Mush, the charwoman) Doc. O'Brien  
   (Quilpy, a clerk), Ida Merton (Dora, the secretary); and the Six Radio Girls (Gwen Brandon, Rosie Bowie,  
   Thelma Duff, Flo Wilson, Marie McLauchin, Phillis Whisken) as typists and clerks etc. 
1924: Fullers' Theatre (Syd); 15-21 Nov.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Daisy Merritt, Peter Brooks, Dan M. Dunbar,  
    Dot Davis [aka Mrs Roy Rene], Gladys Shaw; and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 21-27 Mar.     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Daisy Merritt, Queenie Paul, Mike Connors, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
1927: Empire Theatre (Bris); 5-11 Feb.  [as In the Bank] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips, Jack Kellaway ('Erb), Daisy Merritt (the char lady), Dan M. Dunbar (the banker), Dan  
   Weldon, Dorothy Manning, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  This was the 17
th
 revusical of the Whirligig's Brisbane season. 
 
NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising.  
 
"Empire Theatre, The."  BC: 7 Feb. (1927), 15. 
FN: 22 Apr. (1922), 6.  Advert. 
 
 
NELL GWYNNE:   [musical scena]  Txt/Mus. [n/e] 
 Described as "an historical scena." 
1920: Cremorne Theatre (Bris); 12-18 June 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones, Billy Maloney. 
 
 
HUMPTY DUMPTY:  [pantomime]  Lib/Mus. Harry Taylor 
 Described as a pantomime burlesque. 
1920: Taylor and Coleman's Pantomime Company regional Qld tour; ca. June/July 
 - Dir/Prod. Harry Taylor and Alf Coleman. 
 - Cast incl. Daisy Dale (principal boy), Bert Desmond, Joe Charles, Emile Dani, Mattie Jansen, Violet Mae,  
    Maude Hemsworth, Mavis Swindon, Janie Langford, Millie Hope, F. Barber. 
 - Tour itinerary incl. 8-10 June, Town Hall (Maryborough). 
 
 
BEAUTY AND THE BEAST: [pantomime]  Lib/Mus. Harry Taylor 
1920: Taylor and Coleman's Pantomime Company regional Qld tour; ca. June/July 
 - Dir/Prod. Harry Taylor and Alf Coleman. 
 - Cast incl. Daisy Dale (principal boy), Bert Desmond, Joe Charles, Emile Dani, Mattie Jansen, Violet Mae,  
    Maude Hemsworth, Mavis Swindon, Janie Langford, Millie Hope, F. Barber.  
 - Tour itinerary incl. 8-10 June, Town Hall (Maryborough) 
 
 
A DOCTOR'S DILEMMA:  [burlesque revusical]  Txt/Mus. [n/e] 
 Advertised as "a burlesque on the famous Doctor's Dilemma" (which had been staged in Australia by J. and N. 
Tait, ca. 1919), this production presented in July 1920 on the same programme as A Night in Hong Kong. 
1920: Cremorne Theatre (Bris); 3-9 July 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
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 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
A NIGHT IN HONG KONG:  [musical scena]  Txt/Mus. [n/e] 
 Described as "a comedy scena" it was staged in Brisbane in 1920 on the same bill as A Doctor's Dilemma. 
1920: Cremorne Theatre (Bris); 3-9 July 
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
ADVENTURES IN SPAIN:  [revusical]  Txt/Mus. [n/e] 
1920: Cremorne Theatre (Bris); 7-13 Aug.   
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
IN HONOLULU:   [revusical]  Txt/Mus. [n/e] 
1920: Cremorne Theatre (Bris); 14-20 Aug.   
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
F. F. F:  [musical comedy]  Lib. C. J. De Garis; Mus. Reginald A. A. Stoneham 
 A box office disappointment, (its Australian tour folded before reaching Sydney), F. F. F. did provide, however, 
two hit songs "Murray Moon" and "Sleepy Seas." The story concerns an inheritance which is to be granted to 
Fitzwilliam Ferguson by his uncle only if he assumes the role of the conventional English aristocratic degenerate, with 
an eyeglass and an inability to pronounce the letter R. In the Australian atmosphere the uncle tires of his nephew’s 
inanities and Fitzwilliam ties of being inane; so when he tears up the check and refuses to be anything but himself the 
uncle is delighted (A: 11 Oct. 1920, 8). The production was described in the Age as a, "Musical Comedy in an 
Australian setting with pretty Australian scenes, snappy dialogue, pretty frocking and catching melodies. A show that 
will place Australia on the Musical Comedy map" (21 Oct. 1920, 12). 
 The production was played by the Tivoli Famous Players and billed as the "first all Australian Musical 
Comedy." A competition was held for the Melbourne season - the question being asked "what does F.F.F. stand for?"  A 
prize of 50 Guineas was distributed each week to those audience members who successfully solved the mystery.  
Apparently there were three words frequently mentioned throughout the play which started with "F" and these words 
were all mentioned in the closing chorus. There was to be a different solution each week (A: 9 Oct. 1920, 20). 
1920: Prince of Wales Theatre (Adel); 28 Aug. - 10 Sept. 
 - Dir. Robert Grieg; Prod. Hugh D. McIntosh/Harry Rickards' Tivoli Theatres Ltd; M Dir. Mr Cass Downing;  
    S Mngr. Leslie Donaghey. 
 - Cast included: Minnie Love (Flo Hastings), Hugh Steyne (Fitzwilliam), Maggie Moore (Mrs Hastings),  
   Charles W. Workman (Joseph Morgold), Marie La Varre (Maggie Smith), Rex London, J. Vincent White  
   (Taxi Driver), Billy Rego (Edward Tailboy), (Robert Battle), Laurence Harding (Richard Shortem), Jack  
   Dunne (Collins), Leslie Donaghey, Muriel Cathcart, David Loffman (Fax Drio), William Valentine (Don  
   Roslyn), Rex London. 
1920: Perth; ca. Sept/Oct. 
1920: Kings Theatre (Melb); 9-28 Oct. 
 - Dir. Robert Grieg; Prod. Hugh D. McIntosh/Harry Rickards' Tivoli Theatres Ltd; M Dir. Mr Cass Downing. 
- NB: Minnie Love’s role was taken over by Winifred O'Connor ("the famous London Prima Donna") on the  
  16th October. This was her debut performance in Australia. 
 
  “F. F. F. - Bright Australian Musical Comedy.” AA: 30 Aug, (1920), 8.     
 “King’s Theatre - F. F. F.” A: 9 Oct. (1920), 20.  Advert. 
 “King’s Theatre - F. F. F.” A: 11 Oct. (1920), 8. 
 “New Musical Comedy: An Australian Venture.” GR: 1 July (1920), 9. 
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DOWN ON THE FARM:  [musical scena]  Txt/Mus. [n/e] 
 Described as "an Australian scena." 
1920: Cremorne Theatre (Bris); 11-17 Sept.   
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
  
- Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
THE CALL OF THE SURF:  [musical scena]  Txt/Mus. [n/e] 
 A musical scena "with special bathing costumes kindly supplied by Finney's" (BC: 18 Sept. 1920, 2). 
1920: Cremorne Theatre (Bris); 18-24 Sept.   
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
HENPECKED:  [revusical]  Txt/Mus. [n/e]  
 Described as both a musical farce and a musical comedy. 
1920: Harry Clay's city and suburban circuit (Syd); ca. Sept/Oct.  (incl. Princess Theatre; 18-24 Sept.) 
 - Prod. Clay's Bridge Theatre Ltd; S Mngr. Ted Gabriel (Bridge Theatre). 
- Cast incl. Valma Raine, Ted Stanley, George Drew, Kathleen Desboro. 
 
 
CAIRO:  [aka MECCA]  [musical comedy]   Lib.  Oscar Asche; Mus. Percy Fletcher 
# Ascherberg, Hopwood, and Crew (London), ca. 1920. 
# Manuscripts with the titles 'Cairo' and 'Ali Shar' are held in the Lord Chamberlain's Collection, British Library.  
 Described in advertising as a "mosaic in music and mime," this successor to Asche's immensely popular 
theatrical extravaganza, Chu Chin Chow, similarly tells a story of "passion and poetry, of love and hate, of tender slave 
girls and ardent princes, of delicate love romance and Baccinalian frenzy... in the days of fierce intrigue and savagery." 
Cairo premiered in New York in 1920 as Mecca (without Asche or Lily Brayton in the cast) taking on its more well-
known title for the London premiere almost exactly one year later. Alexander Woollcott, writing for the New York 
Times suggested that not only was Mecca "a great achievement," and a "gorgeous and gargantuan show," but that "this 
long heralded successor to Chu Chin Chow proved to be as rich and sumptuous an adventure in pageantry as the 
American theatre has known" (12). Woollcott goes on to acknowledge in this respect that although devised by Asche 
and  staged  through the efforts of countless theatre professionals, the input and theatrical instincts of producer Morris 
Gest were clearly stamped on the production.  
Controversy erupted following the London premiere, with much moral indignation being directed towards a 
scene at the end of the second act. London's Daily Express proposed: "all London will be talking to-day about the 
greatest anatomical exhibition ever seen on the stage" (qtd PMG: 17 Oct. 1921, 7). The Daily Mail went further, 
describing the scene as "indecent both in conception and in execution… the Prince summons his dancers to entertain his 
guests, and the dancers re-create all the lustfulness of Cleopatra's day… [working] up to a riot of sensuality… in an 
abandonment of animal passion" (qtd "Riot of Sensuality," 23). Asche responded to allegations of "stark sensuality,' 
arguing: "It is British, that's why it is criticised. Had it been Russian all would have been well" ("Cairo - Costumes" 7). 
The furore over the London production suggests that Asche may well have made significant staging changes for 
London, as there is no evidence of any moral outrage from the American public or critics. Interestingly, the British 
Censor, who found no objection with the display of flesh, did, however, prohibit the production going ahead with the 
original title, Mecca - because this was deemed to be offensive to "Mahometan susceptibilities" [sic] (GR: Nov. 1921, 
23). 
 The story concerns Ali Shar, a wrestler whose daughter, Zummurud, catches the attention of the young and 
handsome Sultan (Al Malik-al-Nasir) during one of his trips through the city in disguise. Prince Nur-al-Din a crafty 
villain who coverts the throne, orders the death of his sister's child and tricks Ali Shar into attempting to kill the Sultan 
in a wrestling match by telling him that the Sultan intends to add Zummurud to his harem. The Sultan eludes Ali's killer 
grip and then orders the wrestler to make a pilgrimage to Mecca as an atonement. While on his way to Mecca Ali falls 
in with a band of pilgrims, and with them is taken prisoner by the Prince, who has also taken Zummurud as his hostage. 
Pretending to be dumb Ali enters the service of the Prince's sister, Sharazad and together they plot to rescue Zummurud 
and bring the Prince to justice. Zummurud accidentally betrays her father and he is sold as a slave. He is able to escape, 
however, and subsequently kills the prince. The Sultan and Zummurud are then reunited. 
 Mecca/Cairo incorporates ten songs into its narrative: "From Bagdad We Come," "Story of the Sphinx,"  "My 
King of Love," "A Fool there Was,"  "When Love Knocked,"  Chinaman's Song,"  "Hast Thou Been to Mecca," "Dance 
Poem,"  "The King of Nur-Al-Din," and "Love in My Breast." Criticism of Percy Fletcher's music was largely 
unfavourable, however. The October 1922 issue of Green Room, for example, described it as being distinguished more 
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"by weirdness than by melodiousness" (5), while a London Times reviewer wrote that it was "perhaps a little too 
ambitious, a little heavy for the occasion" and that the lead characters had unfortunately not been given any of the 
catchier tunes. With regard to the story itself, the reviewer proposed that Asche had "produced a huge, confused, 
spectacular entertainment with many stupendous and some beautiful things in it. It lacks form and it lacks style; but 
perhaps these qualities will not be missed by the public that made a success of Chu Chin Chow" (LT: 17 Oct. 1921, 8). 
1920: Century Theatre (New York); 4 Oct. 1920 - 22 Jan. 1921 
 - Dir. E. Lyall Swete; Prod. F. Ray Comstock and Morris Gest; Chor. Michel Fokine. 
 - Cast incl. Lionel Braham (Ali Shar), Gladys Hanson (Sharazad) Herbert Grimwood (Prince Nur-al-Din),  
    Orville R. Caldwell (The Sultan), John Nicholson (Abdullah), Hannah Toback (Zummurud), Arthur Barron   
    (Gate Keeper), Richard Schwindler (Officer of the Guard/Patriaren), Robert Rhodes (Kataf), Julian Winters  
    (Orange Seller), Genevieve Dolar (Old Woman), Basil Smith (Blind Man), Kate Mayhew (Zarlia), Edward  
    Watson (Zaid), Harold Skinner (Wazir Al Khasih), John Horan (Abu Yaksan), John Merson (Wazir Abu  
    Shamar), Thomas Leary (Wei San Wei), Ida Mulle (Wei Wa Shi), Martha Lowther (Dancing Girl), Walter  
    Laye (Abram). 
1921: His Majesty's Theatre (London, UK); 15 Oct. 1921 – 3 June 1922 
 - Cast incl. Oscar Asche (Ali Shar), Lily Brayton (Sharazd), Shayle Garner, Cecil Humphreys, Norman  
   Williams, Conway Dixon, Julian Cross, Norman Harle, Hubert Carter, Frank Cochrane, Courtice Pounds,  
   Espinosa, Fedora Rozelli, Bessie Major, Grace Leigh. 
1922: Her Majesty's Theatre (Syd); 16 Sept. - 8 Dec. 
 - Dir. Oscar Asche; Prod. J. C. Williamson's Ltd; M Dir. Andrew McCunn; S Mngr. Patrick Bellew. 
 - Cast incl. Oscar Asche (Ali Shar), Gladys Mason (Sharazad), Cecil Humphries (Prince Nur-al-Din), Wensley  
    Russell, Richard Hatteras (The Sultan), Mason Wood, George Ide (Abdullah), Dorothy Maude, Doris  
    Champion, Edith Drayson (Zummurud), Miss Collins, Jessie Page, Eardley Turner, Walter Passmore, Mr  
    Albert, Mr Morris, Mr Burneet, Gilbert McLean, Mr Cashman, Mr Green, Miss Cottey, Eve Gray, Miss  
    Esmond, Miss Matthews, Miss O'Farrell. 
1922: Her Majesty’s (Melb), 23 Dec. 1922 – 16 Feb. 1923 
 - Dir. Oscar Asche; Prod. J. C. Williamson's Ltd. 
 - Cast and production mostly as for Sydney season. 
 
 "Appearing in Cairo." GR: Nov. (1921), 7.    [photographs] 
 "Cairo - Costumes and Critics."  PMG: 17 Oct. (1921), 7. 
"Cairo - Produced in Sydney." SMH: 18 Sept. (1922), 5. 
"Cairo: Production at His Majesty's."  LT: 17 Oct. (1921), 8. 
 E.D.K.  "Play of the Month – Cairo." GR: Oct. (1922), 5-7. 
 "Golden Mantles of the East: Harem Fashions in Cairo." LT: 17 Oct. (1921), 8. 
 "Oscar Asche Returns Here For Cairo."  SMH: 4 Sept. (1922),  n. pag. 
"Riot of Sensuality: Oscar Asche's Cairo." GR: Nov. (1921), 23.  
Woollcott, Alexander. "A Sumptuous Pageant."  NYT: 5 Oct. (1920), 12. 
 
 
THE RED ROSE OF FRANCE:   [musical scena]  Txt. Lou Vernon; Mus. [n/e] 
 Described as an historical scena arranged by Mr Lou Vernon (BC: 6 Nov. 1920, 2). 
1920: Cremorne Theatre (Bris); 6-12 Nov.   
 - Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Elton Black, Yorke Gray, Alice Bennetto, Belle Millette, Lou Vernon, Leslie Jephcott, Gladys  
    Raines, Sydney Jones. 
 
 
CINDERELLA:   [pantomime]   Lib. Elton Black; Mus incl. Fred Whaite and Elton Black 
 The second Grand Christmas Pantomime produced by John McCallum at the Cremorne Theatre, and again 
utilising the talents of his Town Topics variety company (under the direction of Elton Black). With regard to the story 
line, the Brisbane Courier critic records that "following modern tendencies, which have almost developed into an 
accepted tradition, the plot was, of course, more apparent than real. There were sufficient 'incidents' in the action, 
however, to make the story intelligible to young and old" (18 Dec. 1920, 7). 
 One of the features of the production records the same critic was the sing, noting that it was "not often that that 
pantomime was fortunate enough to secure interpretation by vocalists - to use the word in its true sense" (ibid, 7). Songs 
known to have been written or incorporated into the pantomime was "The Gypsy Warned Me" (sung by Elton Black). 
1920: Cremorne Theatre (Bris); 17 Dec. 1920 - 13 Jan. 1921. 
 - Dir. Elton Black; Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; S Art. Selwyn  
    Armstrong. 
 - Troupe: Town Topics Company. 
 - Cast incl. Elton Black (Baroness Phanackaphan), Clarice Hardwicke (Prince Casmir), Alice Bennetto  
    (Cinderella), Arthur Aldridge (Dandini), Gladys Raines (Duke of Stanthorpe), Nelle Fleming (Duke of  
    Muckadillah), Charles Albert (Baron Phanackaphan), Fred Reade (Ermintrude), Sydney Jones (Pansy), Billy  
    Moloney (Sammy), Claire Lloyd (Polly), Howard Hall (John/Father Christmas), M. Goldhill (James), Lou  
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    Vernon (Bailiff Sniff), Myrtle Power (Fairy Queen), Jean Keith (Spirit of the Flowers), Mollie Asher (Spirit of  
    the Butterflies), Jan Caryll (Spirit of the Forest), Bernice Berg.  
- A 2
nd
 edition of the pantomime was produced from 8 January. 
 
 "Cinderella at Cremorne." BC: 18 Dec. (1920), 7.                       [see also advert. - BC: 17 Dec. 1920, 2] 
 
 
HUMPTY DUMPTY:  [pantomime]  Txt. Frank Dix; Mus incl. Victor Champion 
 "Naturally enough," writes the Brisbane Courier theatre critic, "the nursery rhyme upon which this 
extravaganza is based affords the flimsiest possible justification for the pantomime, and both Mr Frank Dix, who wrote 
the words, and Mr Victor Champion who supplied the music, have given free play to their fancy in doing their 
respective portions of the work" (19 Apr. 1921, 8). The story concerns the royal family of Humptiland, King Ptolomey, 
Queen Claudianna and their son, Prince Florizel.  The romantic angle is supplied with the arrival of Estrella, "a mystery 
girl" who afterwards is known as Princess Amaranthe. Other principle characters include: Pipchin (a bucolic youth, 
afterwards known as Humpty Dumpty), Armida a wicked sorceress, and the country's Prime Minister. Frank Dix 
departed somewhat from the traditional story by focusing on the royal family and its intrigues and "allowing Humpty 
Dumpty to remain more or less an unconfirmed rumour… [he] comes only by suggestion, except so far as the 
adventures of an eccentric village lout, who happens to be mistaken for the product of a gigantic egg which seems to 
mash. He subsequently pervades the [pantomime] with hilarious consequences" (SMH: 7 Mar. 1921, 6). 
 Novel features of the production are said to have been: a nursery scene (with the setting changed according to 
the city being played at the time), the "egg-flip" ballet, the "Aurora Borealis" ballet, a dance of the butterflies, a 
collapsing hotel, and a coronation scene. The Lecardo Brothers also presented their specialty act "Fun in a Bakery."  
The list of scenes and incidents, as published in the Age is: A Nursery in Melbourne; Palace Garden in 
Humptiland; The King's Bodyguard; The Throne  Room; The Wedgwood Rotunda; The Ballet of the Egg Flip; The 
Blue Lagoon; The Sword of Constancy; The Gates of the Desert; The Ice Plateau; The Aurora Borealis; Poppy Land; 
The Descent into Hades; A Farm Yard Love Affair; The Bareback Girls; The Animated Ghosts; The Dance of the 
Butterflies; The Land of the Ribbons; Butterfly and Grasshopper; The Honeymoon Hotel; Tam and the Tambourines; 
Selling a Sowing Machine; "Way Down in Swanee"; The Collapse of the Hotel; March of the Phantom Army; The 
Children's Playroom; The Punch and Judy Dance; The Kutie Kids; The Army Review; The Coronation and Wedding; 
The Cherry Orchard and Spectacle of Twenty Thousand Lights (18 Dec. 1920, 16). 
 Songs written for or incorporated into for the production included: "Every Time He Kissed Her She Would Start 
to Sing" and "The P'lice'll Have Me Before Long." 
1920: Her Majesty's Theatre (Melb); 18 Dec. 1920 - 25 Feb. 1921 
- Dir. Charles A. Wenman; Prod. J. C. Williamson's Ltd; M Dir. Victor Champion; Chor. Minnie Everett;  
   Cost. Comelli (London) and executed by J. C. Williamson Modes (under supervision of Mde. Brook).  
- Cast incl. Edwin Brett (King Ptolomey), Albert Lefre (Claudianna), Beatrice Allen (Prince Florizel), Edith  
   Drayson (Estrella), Helen Temple (Armida), Hector St Clair (Pipchin), George Moon (Bam), Daniel Morris  
   (Boozle), Emmeline Orford (Mrs Hoofem-Floofem), Ray McLean (Page), Maggie Dickinson, Eileen Dunn,  
   Charles Howard, Sidney Culver, Maurice Dudley, The Lecardo Brothers (acrobats). 
- The Melbourne production comprised as cast of 365 performers. 
1921: Her Majesty's Theatre (Syd); 5 Mar. - 15 Apr. 
 - Cast and production mostly as for previous Melbourne season. 
1921: His Majesty's Theatre (Bris); 18-30 Apr. 
 - Dir. J. C. Whitfield; Prod. J. C. Williamson's Ltd; M Dir. Robert Keers; S Art. W. R. Coleman. 
 - Cast incl. Edwin Brett, Albert Lefre, Beatrice Allen, Marie Fanchonetti (Estrella), Helen Temple, Louis  
    Sterling (Prime Minister), Hector St Clair, George Moon, Daniel Morris, Emmeline Orford, Ray McLean,  
    Josie Melville and Lucy Sullivan (danseuses), Alex McPhearson (premier danseur), The Lecardo Brothers. 
 - The Brisbane production comprised some 250 performers. 
 - Marie Fanchonetti, only recently arrived in Australia under engagement to the J. C. Williamson firm, replaced  
    May Harris on the second night of the Brisbane season. 
1921: New Zealand tour; ca. May 
1921: (Adel); June/July 
1921: (Perth); ca. July/Aug. 
  
 "Her Majesty's - Humpty Dumpty."  A: 20 Dec. (1920), 8. 
"Her Majesty's - Humpty Dumpty."  ARG: 20 Dec. (1920), 8. 
"Humpty Dumpty Pantomime." BC: 19 Apr. (1921), 8. 
"Humpty Dumpty Pantomime at Her Majesty's." SMH: 7 Mar. (1921), 6. 
 
 
SINBAD THE SAILOR: [pantomime]  Lib. Wilmer Bentley and Eardley Turner; Mus. [n/e]. 
 Described in the Age as a "mixture of ancient and modern" pantomime traditions, this version of Sinbad the 
Sailor did not overly excite the Melbourne critics, although neither the Age nor the Argus were overly critical either.   
The Age critic, for example, writes that the pantomime was both wholly inconsequent and incongruous, with some sort 
of story, a dame, a few funnymen, an animal or two, a principal boy and girl, some gorgeous scenery, a good fairy, a 
thoroughly evil spirit, and a few other things thrown in. Modernity is represented by the jokes of Tinbad the Tailor and 
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his wife who cannot pay there rent. Romance is provided by Sinbad who sets out for the Diamond Valley to get that rent 
[and] by the caliph and his charming daughter…. Ginty the cat represents no period but he plays a very large part in the 
performance." (20 Dec. 1920, 8). The pantomime begins with two children, Alice and Spencer who go to sleep over 
there book of fairy tales. Immediately the book grows and out of its pages step the wonderful people they have read 
about. At the conclusion the children's mother appears searching for them in the stalls to take them home. 
The musical programme comprised such songs as: "Do I? Yes I Do" and "But…" (sung by Jennie Hartley); "All 
the Same in a Hundred Years from Now" and "Jack tar" (Colin Crane); "The Argentines, the Portuguese, the Greeks" 
(Jack Cannot); and "You Know What I mean" (Hartley and Pepper). Other musical numbers included "The Butterfly 
and the candle dance" (performed by Parkes and Henderson). The Argus critic writes that the musical aspect were the 
pantomime's weakest area. "There is a sameness about most of the songs," writes the paper's theatre critic, "and neither 
collectively nor individually do they make a particularly strong appeal to the ear." The review reports, too, that during 
the opening night performance Jennie Hartley (as Sinbad) confided to the audience between the verses of one of her 
songs: "This is the worst song I've ever sung in my life." The audience apparently "did not contradict her" (20 Dec. 
1920, 8). 
1920: King's Theatre (Melb); 20 Dec. 1920 - 16 Feb. 1921 
 - Dir/Cost. Wilmer Bentley; M Dir. Cass Downing; S Art. George Upward and George Dixon; Chor. Alice  
    Parker; Lse. Bert Bailey and Julius Grant. 
 - Cast incl. Jennie Hartley (Sinbad), Sadie Pepper (Princess Zobedie), Jack Cannot (Tinbad), Dan Agar (Mrs  
    Tinbad), Bert Nicholson (Old Man of the Sea), Colin Crane (Caliph), Margot Lester (Pearl of Price), Eleanor  
    Crane (Hassarac), Ethel Walker (Fairy Queen), Eric Edgley (Igo), Clem Dawe (Ugo), William A. Hassan  
    (Ginty the cat), Elsie Parkes, Kelso Henderson, The Littlejohns, Marjorie Powrie, Elva Prowrie (Alice),  
    Bonnie Boxhall (Spencer), Nellie McCarthy (the Mother), Dorothy Gibbs, Charles Dillingham, Rupert Lloyd. 
 
 "King's - Sinbad the Sailor." ARG: 20 Dec. (1920), 8. 
 "King's Theatre - Sinbad the Sailor." A: 20 Dec. (1920), 8. 
 
 
* PAOLO AND FRANCESCA:  [opera]  Lib. [n/e]; Mus. Claude M. Haydon 
 Described as "a pleasing study in 13
th
 century romance, but with the theme of passion rather subordinated," the 
opera is said to have been created by Australian composer, Claude Haydon. The Brisbane Courier's report from the 
Melbourne press is that Haydon's "musical ideas [were] of good and sometimes fine quality" (22 May 1920, 12). 
1920: (Melb); ca. May 
 
 "Music and Drama."  BC: 22 May (1920), 12.      [rnib] 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
George Moon and Dan Morris  
From J. C. Williamson's Melbourne production  
of Humpty Dumpty 
Green Room Mar. (1920), 12. 
(Courtesy of the Fryer Library, University of 
Queensland) 
 
 
Rosie Bowie  
"A gifted young Australian artist to whom the  
credit of the Stiffy and Mo ballet is due." 
Fuller News 15 July (1922), 11. 
(Courtesy of the Fryer Library, University of  
Queensland) 
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1921 
 
 Agnes Rahilly Brown, a "certified champion elocutionist of Australia," and a teacher of stage acting in 
Brisbane, staged a children's musical revue at the Centennial Hall beginning 2 September in aid of the Children's 
Hospital. Titled, Rich Girl, Poor Girl, the origins of the revue has not yet been established. It was advertised as 
containing "catchy songs, recitations, pretty children, quaint movements and dances, the balcony scene from Romeo 
and Juliet," along with ballroom dancing displays, the new Tango dance and Perman's Brooklyn Cakewalk. (BC: 27 
Aug. 1921, 2). 
__________ 
 
THE BABES IN THE WOOD:  [pantomime]   Lib. Frank Neil; Mus. [n/e] 
One of three Babes in the Wood pantomimes produced by the Fullers within four years, this version received the 
least amount of attention in terms of advertisements and reviews, and hence little is known of the storyline or cast.  
Although presented less than a year after Nat Phillips staged his popular production, several newspaper articles 
and advertisements indicate that Frank Neil was responsible for writing and directing this version of the Babes in the 
Woods story (see for example SMH: 22 January 1921, 2). It is therefore unlikely that the two are related in terms of 
narrative and musical elements. Interestingly Neil was also responsible for writing and directing Bluebeard, another 
Fullers pantomime staged in Sydney over the 1920/21 summer months. Apart from the Fullers, the only major 
connection between the 1918/19 and 1921 productions found to date is choreographer, Chrissie Royal, who was 
responsible for staging the ballets in both pantomimes.  
[NB: The Fullers' other Babes in the Wood pantomimes were staged in 1918 (by Nat Phillips) and 1922 (by George H. Ward]  
1921 : Majestic Theatre (Syd); ca. 15 Jan. – ca. 5 Feb.  
- Dir. Frank Neil; Prod. Fullers' Theatres Ltd; Chor. Chrissie Royal.  
- Cast incl. Nellie Kolle (principal boy), Bert Desmond (dame), Mattie Jansen. 
- The exact opening and closing dates for this production are yet to be established. While a Sydney Mail par  
indicates that Babes in the Wood was a Fullers' Christmas pantomime (29 Dec. 1920, 24), no advertisements    
appear in any Sydney newspapers or magazines until mid-January. Furthermore, ads in the Sydney Mail  
indicate that the Majestic Theatre was continuing a season of plays by the Fullers' Dramatic Players  
throughout late December 1920 and early January 1921. 
 
 
MAID OF THE MOUNTEBACKS:  [burlesque]  Txt. Pat Hanna; Mus. [n/e] 
 A burlesque of Maid of the Mountains.  Additional material may have been provided by other members of the 
troupe.   
1921: Arcadia Theatre (St Kilda, Melb); 2-8 Apr. 
 - Dir/Prod. Pat Hanna; M Dir. George Powell. 
 - Troupe: The Famous Diggers 
 - Cast:  G. P. Hanna, Lance Fairfax, Syd Exton, Will Crawford, Ethel Hartley, Clarice Norman, George Long,  
    Johnny Marks, George Wright, Roy Simpson, Norman French, Chris Kilner, Victor Cross, Charles Steward. 
 - The burlesque was the troupe's final production week at the Arcadia. They followed this with a three night  
    "Grand Request" season at the Melbourne Town Hall before continuing on to Tasmania and New Zealand. 
 - NB: Several secondary sources claim that Hanna's first tour of Australia was under the auspices of J. C.  
    Williamson. Advertising for the opening night of the Arcadia season indicates, however, that the troupe was  
    by then "late of J. C. Williamson Ltd" (ARG: 16 Oct. 1920, n. pag.) 
 
 
BREAKING INTO SOCIETY: [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
 Described as a delightful "musical comedietta," by the Brisbane Courier theatre critic, the story was set on a 
New York roof garden, with skyscrapers by night being the scenic backdrop. "There was little attempt at fixed plot as 
the programme explained," writes the critic. "It was constructed for laughing purposes. The advertising promoted the 
show as containing "plenty of giddy girls, lots of lilting melodies [and] tons of laughs" (8).   
 This production was staged as the season opener for the American Revue Company. Although the troupe was 
referred to as originating from the United States, and indeed George H. Ward and Charles L. Sherman were American-
born, labelling it as foreign was somewhat misleading as most of the members Australian-born or Australian-based 
performers. Indeed the troupe was put together in Australia by the Fullers, who had brought Ward and Charles L. 
Sherman to the country the previous year (their first appearance in Australia was at the Bijou Theatre, Melbourne on 9 
February 1920). The American reference is likely to have reflected the fact that most of the company's repertoire 
comprised revusicals with the stories set in America. While most of the stories originated in the USA, they were 
invariably adapted by Ward and Sherman to suit local audiences and make use of current events and people (BC: 9 Apr. 
1921, 12). The narratives appear to have remained largely the same during the years they were staged in Australia 
(c1921-1929), but nevertheless were updated and altered from time to time as circumstances required - including 
changes to characters (and their names), along with the addition of new and original songs, dances and comic scenes 
(both improvised and arranged).      
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 Unusually, the principle comic roles were shared between three comics (Ward, Sherman and Warton) - as 
opposed to the more common straightman/comic partnership, which is similar to the type of burlesque staged by the 
Bert Le Blanc-led American Burlesque Company (1913/14). Evidence for the three lead comics being utilised comes 
from a survey of reviews and advertising. The company's publicity routinely promotes Ward and Sherman as the chief 
merrymakers, while the Brisbane Courier more often refers to Ward and Warton as Jacob Shultz and Mike Murphy 
respectively as being responsible for the simmering merriment (18 Apr. 1921, 2).  
 There is some confusion over the name of George H. Ward's onstage alter ego. It appears that the character was 
called Jacob Shultz around 1921, but from 1922 onwards he becomes known as Little Hermie (aka Hermie Shultz or 
Hermie Souse). In later years Ward was routinely referred to off stage as Little Hermie.  
 Songs presented during the 1922 revival included: "Opening Chorus," "Model Maids," "We'll Introduce 
Ourselves," "Let us Sing" and Let's go where we can have some Fun" (chorus); "Oh! You Wonderful Girls" and "Why 
Don't You" (Sherman and chorus); "Lady, Stop Rolling Your Eyes" and "Take me to that Land of Jazz" (Sherwood and 
chorus); "The Irish Were Egyptians Long Ago" (Warton and chorus); "Il Bacio" (Morgan); "Kentucky Blues" (Trevail 
and chorus); "Garden of My Dreams" (Morgan, Tointon and chorus); and "Finale" (company). 
1921: Empire Theatre (Bris); 9-15 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan. 
1922: Bijou Theatre (Melb); 18-24 Feb. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd; M Dir. Dorrie Tointon.  
 - Troupe: Fullers' American Revue Co. 
 - Cast incl. George H. Ward (Hermie Souse, out for a good time), Charles L. Sherman (Willie Flyguy, out for  
    the coin), Les Warton (Mike O'Brien, Hermie's pal), Walter Cornock (Percy Cholmondeley, one of the  
    smarties), Harry Burgess (Harold Lester, a man-about-town), Mabelle Morgan (M'lle Fifi, of the Follies 
   Bergeres), Curly Sherwood (Miss O'Brien, one of society's girls), Winnie Trevail (Ima Tallone, one of the  
   400); and girls of the Folies Bergeres - Dorrie Tointon (Mlle. Laugh), Laurel Barrett (Mlle. Smile), Irene  
   Vando (Mlle. Grin), Zoe Midgeley (Mlle. Dance), Rosie Downie (Mlle. Whirl), Vera Nixon (Mlle. Twirl), Vic  
   Finlayson (Mlle. Ballet), Madge Alcock (Mlle. Ami). 
1929: Fullers Theatre (Syd); ca. Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward's Whirl of Mirth Revue Company. 
 - Cast incl. George "Hermie" Ward, Bert Le Blanc, Phyllis Du Barry, Vernon Sellers, Charles L. Sherman,  
   Kathleen Ward, Patsy Hill, Curley Sherwood, Winnie Edgerton, Jean Keith, Hudson Stanley.  
1929: Whirl of Mirth Revue Company Queensland regional tour; ca. June/July 
 - Dir/Prod. George H. Ward. 
 - Troupe: George Ward's Whirl of Mirth Revue Company. 
 - Cast incl. George "Hermie" Ward, Kathleen Ward, Robert Needham, Vic Burke, Frank Foster, Leila Sache,  
    Peggy Sharp, Ida Leggett; and the Melody Maids. 
- NB: Vaude and Verne were special guest artists for the Rockhampton season. 
  
"Empire, The." BC:  11 Apr. (1921), 8.  
FN: 18 Feb. (1922), 4.  Advert. 
"Music and Drama." BC: 9 Apr. (1921), 12.  
 
 
TWO-CHINNED CHOW:  [burlesque]  Txt. Pat Hanna; Mus. [n/e] 
 A burlesque of Chu Chin Chow, which had recently closed in Melbourne after a three month season at the 
Tivoli Theatre, the 9 April production was billed as a revival (its earlier staging, which has not yet been located, would 
have likely occurred after 11 Dec. 1920).  Additional material may have been provided by other members of the troupe. 
1921: Town Hall (Melb); 9 Apr. 
 - Dir. Pat Hanna; M Dir. George Powell. 
 - Troupe: The Famous Diggers 
 - Cast:  G. P. Hanna, Lance Fairfax, Syd Exton, Will Crawford, Ethel Hartley, Clarice Norman, George Long,  
    Johnny Marks, George Wright, Roy Simpson, Norman French, Chris Kilner, Victor Cross, Charles Steward. 
 - Two-Chinned Chow was presented on the first night of the Famous Diggers' three night "Grand Request"  
    season at the Melbourne Town Hall, following a five month engagement at the Arcadia, St Kilda. It is not  
    clear whether the burlesque was repeated on any of the two following nights.  
 
 
THE ISLE OF PERPETUAL YOUTH [aka THE ISLE OF YOUTH]:  [revusical]  Txt.  
 George H. Ward and Charles L. Sherman; Mus. [n/e] 
 Described in advertising as a "delightful musical mélange" (BC: 18 Apr. 1921, 2), the story sees George Ward  
and Mike O'Brien discover an enchanted island where nobody ever dies (1 Apr. 1922, 22).  
 [NB: See Breaking into Society for details concerning the company, its original American moniker, and George H. Ward's onstage name]  
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 1921: Empire Theatre (Bris); 16-22 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Shultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan.  
1922: Bijou Theatre (Melb); 1-7 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward (Little Hermie), Les Warton (Mike Murphy), Charles L. Sherman, Harry Burgess,  
    Mabelle Morgan, Curley Sherwood.  
1923: Fullers' Theatre (Syd); 23-29 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward, Charles L. Sherman, Les Warton, Harry Burgess, Richard Butler, Mabelle Morgan,  
    Miss Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie Monroe, Mercia Elliott, Gladys  
    Nyholme, Ida Fielder, Zoe Midgley. 
 
 A: 1 Apr. (1922), 22.  Advert. 
BC: 16 Apr. (1920), 2.    Advert. 
 
 
BABY MINE:  [revusical]  Txt/Mus. [n/e]  
 Described in advertising as "an episode of the racecourse, a story of a real sport with a touch of pathos that 
makes all sports akin" (BC: 16 Apr. 1921, 2). 
 [NB: There does not appear to be any relationship between this revusical and other with the same title, staged by Beatrice Holloway and 
Robert Grieg (with supporting cast) around Australian and New Zealand ca. 1921. See Cremorne Theatre, Brisbane November 1921] 
1921: Palace Gardens (Bris); 16-22 Apr. 
 - Dir/Prod/Lse. Harry Borradale; Mngr. George F. Rox.  
 - Troupe: Borradale's Sparklers. 
 - Cast incl. Con Moreni, Joe Rox, Harry Borradale, Grace Quine, George Edwards, Alex McAlister, Dolly  
    Varni, Gladys Talma, Linda Bradford, Maude Telfner, Ada Harrison, May Cooney. 
 
 
RIGHT TURN:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
Billed as a "screaming military burlesque" (BC: 23 Apr. 1921, 2), the characters included (in 1921): Jacob 
Shultz, Mike O'Brien (the handsome private), Captain Sharp, Sissy Sweet (a fellow interested in the army) and Dolly 
Brazen (Mike O'Brien's niece). The role of Captain Sharp was changed c 1923 to General Hardtack (just like his name). 
By 1923, too, Ward's Jacob Shultz was known as Little Hermie Shultz. The story, which takes place at "Camp 
Flapdoodle," also includes the Military Maids (chorus) with Miss Rifle, Miss Sabre and Miss Gunn also in attendance.  
Some songs incorporated into the revusical appear to have reflected its preoccupation with war. They include 
"Ladies of the Military," "All the Diggers Parlez-Vous" and "Fall in Line and March Away" (FN: 7 Apr. 1922, 4). 
 [NB: See notes for Breaking into Society for details concerning the company and its American moniker]  
1921: Empire Theatre (Bris); 23-29 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Private Murphy), Charles L. Sherman (Captain  
    Sharp), Ivy Moore, Mabelle Morgan.  
1922: Bijou Theatre (Melb); 25 Feb. - 3 Mar. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' American Revue Co. 
 - Cast incl. George H. Ward, Charles L. Sherman, Les Warton, Walter Cornock, Harry Burgess, Mabelle  
    Morgan, Curly Sherwood, Winnie Trevail, Dorrie Tointon. 
1923: Fullers' Theatre (Syd); 2-8 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie Shultz), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess,  
    Richard Butler, Mabelle Morgan, Miss Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken,  
    Nessie Monroe, Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
1927: Bijou Theatre, Melbourne; 25 June - 1 July 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 BC: 23 Apr. (1921), 2.  Advert. 
 FN: 7 Apr. (1923), 4.  Advert. 
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HELLO FOLKS:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
 "A musical comedy held together by the slenderest of plots but brimful of fun and laughter," the production was 
also described in 1921 as an "entertainment which resembles a miniature pantomime [whereby] dances, songs and jokes 
follow one another with almost breathless speed" (BC: 2 May 1921, 8), and as a "hodge podge of joy. (A: 15 Apr. 1922, 
22). The story sees Little Hermie join the Woman Hater's Union.  
 Songs incorporated in the 1922 revival included: "Opening Medley," "Hello Folks," "Hustle and Bustle" and 
"Take Your Girlie" (chorus); "My Man" and "Shimmie" (Trevail and chorus); "Keep the Music Playing" and "Jazz 
Vampire" (Sherwood and chorus); "Quakers in Quakertown" and "Everyone I Love is in Dixie" (Butler and chorus); 
"Golden Gate" (Sherman and chorus); "Play Me a Tune on the Gramophone" (Morgan); "There's a Welcome for You at 
Home (Warton and chorus); "Jewel of my Heart" (Burgess and chorus); and "Finale" (company). 
1921: Empire Theatre (Bris); 30 Apr. - 6 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman (Jack Flyguy),  
    Ivy Moore, Mabelle Morgan.  
1922: Bijou Theatre (Melb); 15-21 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd; M Dir. Dorrie Tointon. 
- Troupe: Fullers' New American Revue Company. 
 - Cast incl. George H. Ward (Hermie Schultz, a wealthy clothier), Les Warton (Mike O'Brien, a wise butcher),  
    Charles L. Sherman (Jack Flyguy, visiting the neighbourhood, Harry Burgess (P. C., from Salamance, N. Y.),  
    Richard Butler (Tommy O'Brien, Mike's son), Mabelle Morgan (M'llse. De Lusion, of the Midnight Folies),  
   Winnie Trevail (Maggie McFeeney, Tommy's choice), Curley Sherwood (Flossie Goodsort, her friend); and  
   girlfriends of Tommy and Maggie - Dorrie Tointon (Miss Good), Laurel Barrett (Miss Fair), Irene Vando  
   (Miss Excellent), Zoe Midgeley (Miss Splendid), Rosie Downie (Miss Right), Vera Nixon (Miss Well), Vic  
   Finlayson (Miss Grand), Madge Alcock (Miss Fine). 
1923: Fullers' Theatre (Syd); 16-22 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. Charles L. Sherman, George Ward, Les Warton, Harry Burgess, Richard Butler, Mabelle Morgan,  
    Miss Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie Monroe, Mercia Elliott, Gladys  
    Nyholme, Ida Fielder, Zoe Midgley. 
 
 A: 15 Apr. (1922), 22.  Advert. 
 "Empire, The." BC: 2 May (1921), 8.       [rnib] 
 FN: 15 Apr. (1922), 6.  Advert. 
 
  
THE TOOWONG CUP:   [revusical]  Txt/Mus. [n/e]  
 Described in advertising as "a racing burlesque." 
1921: Palace Gardens (Bris); 30 Apr. - 6 May 
 - Dir/Prod. Harry Borradale 
 - Troupe: Borradale's Sparklers. 
 - Cast incl. Con Moreni, Joe Rox, Harry Borradale, Grace Quine, George Edwards, Alex McAlister, Dolly  
    Varni, Gladys Talma, Linda Bradford, Maude Telfner, Ada Harrison, May Cooney. 
 
 
IN WRONG [aka IN THE WRONG]: [revusical] Txt. George Ward and Charles Sherman; Mus. [n/e] 
 Billed as being "fun at the Hotel de Guess," it is unclear if In Wrong is related to another of George Ward's 
revusicals, Some Hotel (1923) which was also sometimes billed as Hotel De Guess or Guessing at the Hotel Guess. 
1921: Empire Theatre (Bris); 7-13 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman (Jack Daly), Ivy  
    Moore, Mabelle Morgan.  
1927: Bijou Theatre, Melbourne; 16-22 July 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
SAIL HO!:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
 "A presentation of life on the ocean wave, viewed from the humorous side," writes the Brisbane Courier critic. 
The review goes on to note further that Ward and Sherman were "ably supported by a talented company, including a 
charming group of lady passengers who contributed their full share of merriment to the fun of the voyage" (8). 
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1921: Empire Theatre (Bris); 14-20 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan.  
1922: Bijou Theatre (Melb); 18-24 Mar. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' American Revue Co. 
 - Cast incl. George H. Ward, Charles L. Sherman, Les Warton, Walter Cornock, Harry Burgess, Mabelle  
    Morgan, Curly Sherwood, Winnie Trevail, Dorrie Tointon. 
 
 "Empire, The."  BC: 16 May (1921), 8.       [rnib] 
 
 
SCHULTZ'S NIGHT OUT [aka HERMIE'S NIGHT OUT]:  [revusical]  Txt. George H.  
 Ward and Charles L. Sherman; Mus. [n/e] 
 Little Hermie Shultz runs away from his wife and goes on the gay amidst the glitter and gaiety of a gorgeous 
Broadway cabaret (A: 8 Apr. 1922, 22). Ward's alter ego, Little Hermie was originally called Jacob (c1921). 
1921: Empire Theatre (Bris); 21-27 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L Sherman, Ivy Moore,  
    Mabelle Morgan.  
1922: Bijou Theatre (Melb); 8-14 Apr. [as Hermie's Night Out] 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' American Revue Co. 
 - Cast incl. George H. Ward (Little Hermie), Charles L. Sherman, Les Warton (Mike Murphy), Walter Cornock,  
    Harry Burgess, Mabelle Morgan, Curly Sherwood, Winnie Trevail, Dorrie Tointon. 
 
 A: 8 Apr. (1922), 22.  Advert. 
 
 
50 MILES FROM DENVER:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
 "Described as a "delicious western skit" (BC: 28 May 1921, 2), one of the songs incorporated into the story was 
"Lolita" by Mabel Morgan. 
1921: Empire Theatre (Bris); 28 May - 3 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan.  
1922: Bijou Theatre (Melb); 11-17 Mar. 
 - Dir. George H. Ward; Prod. Fullers Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward (Little Hermie), Les Warton (Mike Murphy), Charles L. Sherman, Harry Burgess,  
    Mabelle Morgan, Curley Sherwood, Winnie Trevail, Dorrie Tointon.  
 
 
MULLIGAN'S MIX-UP:  [revusical]  Txt. George Wallace; Mus. [n/e]  
1921: Harry Clay's Sydney and Wollongong circuits; ca.May 
 - Dir. George Wallace; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. George Wallace, Dinks Patterson, Ethel Rose, Rene Dixon. 
 
 
NOT YET:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
1921: Empire Theatre (Bris); 4-10 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan.  
1927: Bijou Theatre, Melbourne; 9-15 July 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
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THE THREE MAN DRILL:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e] 
1921: Empire Theatre (Bris); 11-17 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: American Revue Company. 
 - Cast incl. George H. Ward (Jacob Schultz), Les Warton (Mike Murphy), Charles L. Sherman, Ivy Moore,  
    Mabelle Morgan. 
 -  This production was the last for the Brisbane season. 
 
 
SPORT:  [musical sketch]  Txt/Mus.  [n/e] 
 Described as a "concerted comedy," starring Nell Fleming and company (BC: 18 June 1921, 8). The June/July 
season saw it staged along with the musical scena Present and Past. 
1921: Cremorne Theatre (Bris); 25 June - 1 July 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Fred Bluett, Charles Albert, Sydney Jones, Nell Fleming. 
 
 
PRESENT AND PAST:  [musical scena]  Txt/Mus.  [n/e] 
 The June/July season saw it staged along with the musical sketch, Sport. 
1921: Cremorne Theatre (Bris); 25 June - 1 July 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Fred Bluett, Charles Albert, Sydney Jones, Nell Fleming. 
 
 
TOO THIN CHOW:  [burlesque revusical]  Txt. Billy Maloney; Mus. [n/e] 
 Inspired by the Brisbane season of Oscar Asche's famous musical extravaganza, Chu Chin Chow, which had 
closed the week previous. 
1921: Cremorne Theatre (Bris); 25 June - 8 July     [2 week season] 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Charles Albert, Sydney Jones, Nell Fleming. 
 
 
ALL SQUARE:  [revusical]  Txt. Fred Bluett; Mus. [n/e] 
1921: Cremorne Theatre (Bris); 10-16 July 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Fred Bluett, Billy Maloney, Charles Albert, Sydney Jones, Nell Fleming. 
 - Staged along with the musical scena, An Aerial Honeymoon. 
 
 
AERIAL HONEYMOON:  [musical scena]  Txt/Mus. [n/e] 
 Described as a spectacular scena, one of the features was a "beautifully illuminated aeroplane" (BC: 11 July 
1919, 2). The 1921 production was staged along with the Fred Bluett burlesque, All Square. 
1921: Cremorne Theatre (Bris); 10-16 July 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Fred Bluett, Billy Maloney, Charles Albert, Sydney Jones, Nell Fleming. 
 
 
THE CRUISE OF THE CYMBALINE:  [revusical]  Txt. Walter George; Mus.  [n/e] 
1921: Bijou Theatre (Melb); 23-29 July 
 - Dir. Walter George; Prod. Fullers' Theatres Ltd; Chor. Polly McLaren. 
 - Troupe: Walter George Sunshine Players. 
- Cast incl. Jim Gerald, Essie Jennings, Harry Ross, Amy Rochelle, Hilda Shannon, Georgie Martin, Reg  
   Hawthorne, Frank Haining. 
 
 
______________________________ 
 
NB:  See notes in Breaking into Society entry for details concerning the American Revue Company and its American moniker]  
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WHAT'S NEXT?:  [revusical]  Txt. Billy Maloney; Mus. [n/e] 
 Described as a "musical comedy revue… in two chapters and twenty-three pages of delightful novelties" the 
show is said to have resembled Bran Pie. Long-serving Cremorne Theatre wardrobe mistress, Mary Glynn, reportedly 
produced no fewer than 85 new frocks for the production, many of which were described by the Brisbane Courier as 
beautiful models and quite equal to anything ever seen in Brisbane.  
 Songs incorporated into the first edition of the revusical included "Prima Donna" and "I Hate to Lose You" 
(sung by Amy Rochelle). In the second edition Rochelle sang "Beneath Thy Window," with Arthur Aldridge and Frank 
Charlton scoring hits respectively with "Orynthia, My Beloved" and "A Song Down Every Roadway." 
 [NB: It is not clear there is any relationship between this revusical and another titled, What Next?, staged by the Harry Burgess Revue 
Company at the Empire Theatre in September 1919] 
1921: Cremorne Theatre (Bris); 5-18 Aug.    [2 week season] 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Amy Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell  
    Fleming, Ida Merton, Nelle McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 "Music and Drama."  BC: 6 Aug. (1921), 17.      [rnib] 
 
 
TALLY HO!:  [musical scena]  Txt. Billy Maloney; Mus. [n/e] 
 Described as a spectacular hunting scena (BC: 20 Aug. 1921, 14). 
1921: Cremorne Theatre (Bris); 19-25 Aug. 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Amy Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell  
    Fleming, Ida Merton, Nelle McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 
WATTLE BLOSSOM TIME:  [musical scena]  Txt. Billy Maloney; Mus. [n/e] 
1921: Cremorne Theatre (Bris); 26 Aug. - 1 Sept. 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Billy Maloney, Amy Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell 
    Fleming, Ida Merton, Nelle McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 
WAY DOWN IN ARIZONE:  [revusical]  Txt. Walter George; Mus.  [n/e] 
 Described in Argus advertising as: "A lively miniature musical play in 70 minutes with ranchers and cowboys, 
Indians and squaws. sheriffs and red men… Oh Girls see Cuthbert the Cowboy" (3 Sept. 1921, n. pag.). 
1921: Bijou Theatre (Melb); 3-9 Sept. 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 
 
THE HOUR OF ONE:  [musical scena]  Txt. Billy Maloney; Mus. [n/e] 
 Described as a dramatic dance scena, a feature was the dancing of Miss Ivy Shilling, then one of the specially 
engaged headline performers of the company.  
1921: Cremorne Theatre (Bris); 10-16 Sept. 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Ivy Shilling, Billy Maloney, Amy Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles  
    Albert, Nell Fleming, Ida Merton, Nelle McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 
DIVORCED:  [musical scena]  Txt. Billy Maloney; Mus. [n/e] 
 Described as an up-to-the-minute musical sketch. 
1921: Cremorne Theatre (Bris); 10-16 Sept. 
 - Dir. Billy Maloney;  Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
- Cast incl. Billy Maloney, Amy Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell  
   Fleming, Ida Merton, Nelle McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
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THE KING OF DUNNOWHERESKI:  [revusical]  Txt. Walter George; Mus.  [n/e] 
 While little has been found concerning the storyline, the Brisbane Courier records that one scene, performed as 
an accompaniment to the solo song "Fairy Tales" (sung by Georgie Martin), introduced via picturesque costumes the 
Babes in the Woods, Cinderella, Red Riding Hood and Dick Whittington (4). Other songs incorporated into the 
production included: "Hail Princess" (chorus) and "A Soldier's Life" (Barry Hitching). 
1921: Bijou Theatre (Melb); 17-23 Sept. 
- Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Reg Hawthorne, Hylda Shannon, Georgie Martin, Percy  
    McKay, Polly McLaren, Frank Haining. 
 - The 1921 Melbourne season also included The Scarub, A Dutch Legacy and A Night in Venice (1918). 
1921: Fullers' Theatre (Syd); ca. Nov. 
 - Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George, Jim Gerald, Essie Jennings, Hylda Shannon, Georgie Martin, Harry Ross, Percy  
    McKay, Polly McLaren. 
1921: Empire Theatre (Bris); 24-30 Dec. 
 - Dir. Walter George; Prod. Fullers' Theatres Ltd. 
 - Troupe: Walter George Sunshine Players. 
 - Cast incl. Walter George (Prime Minister), Reg Hawthorne (the King), Georgie Martin, Harry Ross (a  
    neighbouring Prince), Hylda Shannon (the princess), Barry Hitching (the sergeant), Dulcie Milner, Frank  
    Haining, George Storey (the general). 
1926: NSW regional tour; c July-Dec.  
 - Dir. Walter George; Prod. Stanley McKay. 
 - Troupe: Stanley McKay's Pantomime and Opera Company.  
 - Cast incl. Ruth Bucknall, Laurie McLeod, Frank Perryn, Walter George, Ernest Barraclough, Maud Stewart,  
    S. Meredith and the Eleven Wonders. 
 - Itinerary incl. Narrandra. 
  
 "Empire, The."  BC: 22 Dec. (1921), 4. 
 E: 27 Oct. 1926, 5.      [rnib] 
 
 
THE CLUB: [aka AT THE CLUB]  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 A club's President and Lady President, Secretary, Treasurer, Delegate, Vice Do. and Vice Sec., meet two 
prospective members, Mr Stiffy and Mr Mo.  
 The 1922 production incorporated the following "musical rules" into the story: "We Run the Club" (The 
Members), "Someone in Town" (Shaw and girls), "Dreamy Honolulu" (Davis and girls), "Moonlight" (company), 
"Granny" (Connors), "Angel Child" (Paul and girls), "Virginia, My Homeland" (Connors and girls), "Bonnie Scotland" 
(Connelly and company) and "The He'land Gathering" (finale). 
1921: Empire Theatre (Bris); 17-23 Sept. [as At the Club] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Dan M. Dunbar, Lola Hunt, Belle Pollard,  
    Gerald Cashman, Walter Jackson [aka Walter Whyte], Miss Doff Dee. 
1922: Fullers'  Theatre (Syd); ca. June 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors (The President), Dan M. Dunbar (The Secretary), Queenie  
    Paul (The Lady President), Dot Davis [aka Mrs Roy Rene] (The Vice Do), Keith Connelly (The Treasurer),  
    Gladys Shaw (The Vice Secretary), Doc. O'Brien (The Delegate), Rosie Bowie, Gwen Brandon, Thelma Duff,  
    Flo Wilson, Marie McLauchin, Phyllis Whisken. 
1924: Fullers' Theatre (Syd); 27 Sept. - 3 Oct. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar, Dot Davis  
    [aka Mrs Roy Rene], Gladys Shaw; and the Six Radio Girls. 
1925: Bijou Theatre (Melb); 7-13 Mar.  
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
 
FN: 8 July (1922), 7.  Advert. 
"Fuller's Theatre."  SMH: 29 Sept. (1924), 5.      [rnib] 
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DROWNED, BUT NOT DEAD:  [revusical]  Txt. Humphrey Bishop; Mus. [n/e] 
 Although described variously as a "burlesque," a "concerted turn" (BC: 26 Sept. 1921, 9) and a "farce" (BC: 24 
Oct. 1921, 9), Drowned, But Not Dead appears to have been staged along revusical lines by the Humphrey Bishop 
company. The principle part was that of the steward, played in Brisbane by Joe Brennan. The Brisbane Courier records 
that "Brennan's recitation of the story of [his] shipwreck convulsed the audience with laughter" (24 Oct. 1921, 9). 
Selections from Chu Chin Chow are also said to have been included. 
1921: Elite Theatre (Bris); 24-30 Sept. [return season: 22-28 Oct.] 
 - Dir/M Dir. Humphrey Bishop; Lse. Harry Borradale. 
 - Troupe: Humphrey Bishop Comedy and Operatic Company. 
 - Cast incl. Joe Brennan (ship's steward), Ida Newton, Walter Kingsley, Maurice Jaffey, Edward Elliot, Harry  
    Avondale, Cleo de Vezy, Norma Carlton. 
 - Musicians incl. Bert Crawford (drums). 
 
 
TWO DAYS OUT: [revusical]  Txt. George Wallace; Mus. [n/e]  
 Described as a "musical tabloid."  
1921: Harry Clay's Sydney and Wollongong circuits; c Sept. 
 - Dir. George Wallace; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. George Wallace, Dinks Patterson, Ethel Rose, Rene Dixon, Trixie Ireland, Marshall Crosby, Nellie  
    Hall, Mark Erickson. 
 
 
ODDS AND ENDS:  [revusical]  Txt. Humphrey Bishop Mus. [n/e] 
 Described in Brisbane Courier advertising as "a revusical musical pot-pourri" (1 Oct. 1921, 2) 
[NB: It is not clear if there is any relationship between this production and several other similarly titled shows - notably the Mademoiselle 
Mimi Diggers production c 1921 (see below); and a revue produced by the Tivoli Follies at the Cremorne Theatre, Brisbane beginning 27 Dec. 1930. 
The latter company included George H. Ward and Charles L. Sherman. The Optimists Revue Co also staged a revue called Odds and Ends at the 
Bijou Theatre (Melb) beginning 17 Oct. 1925] 
1921: Elite Theatre (Bris); 1-7 Oct. 
 - Dir/M Dir. Humphrey Bishop; Lse. Harry Borradale.  
 - Troupe: Humphrey Bishop Comedy and Operatic Company. 
 - Cast incl. Joe Brennan, Ida Newton, Walter Kingsley, Maurice Jaffey, Edward Elliot, Harry Avondale, Cleo  
    de Vezy, Norma Carlton. 
 - Musicians incl. Bert Crawford (drums). 
 
 
LAUGHING MURRA:  [play with music]  Txt. Mrs E. C. Davidson; Mus. incl. Louis Lavater 
Mary E. Fullerton writes in the Theatre: "From the almost unexploited store of Australian aboriginal myth Mrs 
E. C. Davidson has drawn the theme of a pleasing fantasy" (27). Performed by a company of amateurs, and presented in 
three acts and an "ingeniously introduced prologue," the play included at least three songs, Louis Lavater's "Demon 
Wind" (sung by Demon Wind) and two performed by the Alma Palmer's character.  
The prologue introduced the Mother, who begins to tell her three children an aboriginal legend, and through 
which the audience were also given a necessary explanation that paved the way for the white actors to portray the 
aboriginal characters without having to resort to burnt cork.  Through this theatrical device the audience is told that "the 
aboriginals of Australia believe that they were originally white and will one day be white again… the fiction apparently 
has it that clothing was part and parcel of the blacks' old Eden. Colour, charm of dress, and deportment therefore took - 
in the representation - the place of ugliness and uncouthness" Fullerton 27). 
The story of Laughing Murra concerns a contest of will between Mohabie, a tribal chief, and the drought-
bringing Demon Wind. Mohabie, believing he is absolute, defies Demon Wind, leading to his people dying for want of 
water and yams. The Cloud Frog, an invisible entity up aloft, has all the water, but will not open his mouth to let the 
water out. Eventually the chief admits he cannot bring rain to his people, and Demon Wind in an "outburst of cruel 
gusto" brings forth his "little friend Flame," who wreaks terror on the tribe. Just when all seems lost the tribe manages 
to reassemble and it is only then they begin to formulate a plan to open the Cloud Frog's mouth. The chief admits his 
impotence and proposes that he sacrifice himself to save the tribe, but they will not allow this. Instead they decide to try 
and make the Cloud Frog laugh and so open his mouth. All the members of the tribe, including Gundagai, an old gum-
tree gin, cavort about the place pulling faces, telling humorous stories and so forth in an attempt to excite the mirth of 
the Cloud Frog. However, it is a young women who had previously tested the patience of the chief who is able to bring 
forth the rain.  
1921: Playhouse Theatre (Melb); 31 Oct. 
 - Dir/Prod. Mrs E. C. Davidson; M Dir/Cond. Miss Macfie. 
 - Cast incl. Joan Davidson (Laughing Murra), Jessie Wilson (Mother), J. A. Davidson (Mohabie), George H.  
    Hulston (Demon Wind), C. Malmgren (Gundagai), Alma Palmer. 
 
 Fullerton, Mary E.  "Aboriginal Play - Laughing Murra."  TT: Dec. (1921), 27. 
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BABY MINE:  [revusical]  Txt/Mus. [n/e] 
 Although it has been established that this musical farce had been staged around Australia and New Zealand on 
numerous occasions prior to the November 1919 Cremorne Theatre season, such productions are yet to be located. The 
principles were Beatrice Holloway (the daughter of eminent Australian actor/manager Charles Holloway) and her 
husband, Robert Grieg, "two distinguished artists from the south," who had been engaged by John N. McCallum in 
October of that year.  The Brisbane Courier's "Music and Drama" column notes that Holloway had originated the role 
of Zoie in Australia, and had previously played with enormous success at the Criterion Theatre, Sydney (13). The 
Brisbane Courier records that the narrative concerned the comical interchange of babies:  "The piece abounded in the 
most ludicrous domestic situations, and was permeated with refreshing humour. It was presented on the lavish scale 
which the public has learned to associate with Mr J. N. McCallum's methods. Much scope was provided for the display 
of individual histrionic ability and in this regard both Miss Holloway, as Zoie Hardy, the erstwhile mother, and Mt 
Robert Grieg, as Jimmy, the obliging purveyor of infants, achieved triumphant results. They were admirably assisted in 
gaining their effects by Mr Billy Maloney in the role of Alfred Hardy, the temporary father of other parents' children, 
and Miss Amy Rochelle, the friend in need" (5 Nov. 1921, 13).  
 [NB: There does not appear to be any relationship between this revusical and other with the same title, staged by Borradale's Sparklers, 
Palace Gardens, Brisbane, in April 1921. 
1921: Cremorne Theatre (Bris); 4-10 Nov. 
 - Dir. Robert Greig; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Beatrice Holloway (Zoie Hardy), Robert Grieg (Jimmy), Billy Maloney Alfred Hardy), Amy  
    Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell Fleming, Ida Merton, Nelle  
    McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 "Music and Drama."  BC: 5 Nov. (1921), 13.      [rnib] 
 "Town Topics - Baby Mine."  BC: 12 Nov. (1919), 15.       
 
 
HIGH LIFE ON DECK:  [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
1921: Lyric Theatre (Melb); 5-11 Nov. 
 - Dir. Bert Le Blanc; Prod. William Anderson; Lse. Fullers' Theatres Ltd; M Dir. George Powell. 
 - Troupe: The Who's Who Costume Revue Entertainers (aka Travesty Stars) 
 - Cast incl. Bert Le Blanc, Jake Mack, Sydney Hollister, Dan Weldon, Frank Graham, Clarice Norman, Jean  
    Maynard, Alice Walton, Winnie Knight, Fred Deal, Harry Vernon, Mary Anderson, Nora Marrs, Sylvie  
    Millers, May Down. 
 
 
BROADWAY JONES:  [revusical]  Txt/Mus. [n/e] 
 As with Baby Mine, this comedy musical farce is known to have been staged elsewhere around Australia and 
New Zealand by Beatrice Holloway and Robert Greig prior to its 1919 Brisbane season. 
1921: Cremorne Theatre (Bris); 11-17 Nov. 
 - Dir. Robert Greig; Prod/Prop. John N. McCallum (Dandies Qld); M Dir. Fred Whaite; Cost. Mary Glynn. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Beatrice Holloway (Zoie Hardy), Robert Grieg (Jimmy), Billy Maloney Alfred Hardy), Amy  
    Rochelle, Arthur Aldridge, Fred Bluett, Frank Charlton, Charles Albert, Nell Fleming, Ida Merton, Nelle  
    McCarthy, Dulcie Crane, Charles Zoli, Gus Bluett, Howard Hall. 
 
 "Music and Drama."  BC: 12 Nov. (1919), 15.      [rnib] 
 
 
THE POMMY BRIDE:  [revusical]  Txt/Mus. [n/e] 
 Described in Brisbane Courier advertising as "a complete one-act playlet of the Australian bush" (19 Nov. 
1921, 2), by the paper's critic as a "smart little one act farce… [that introduced] several tuneful songs [and] afforded a 
humorous and grotesque impression of life in the backblocks on a sheep station" (21 Nov. 1921, 4). 
 The troupe originally started out as the All-Diggers Company, under which name they presented the musical 
comedy, Mademoiselle Mimi (1920). Following the success of that production the name was changed to the 
Mademoiselle Mimi Diggers, and the repertoire expanded to include such revusicals as Hello Mimi (possibly based on 
the original production), Odds and Ends, Mimi's Spies and The Pommy Bride 
1921: Empire Theatre (Bris); 19-25 Nov. 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Mademoiselle Mimi Diggers. 
 - Cast incl. Lindsay Kemble, George Jennings, Roy Glenister, "Doc" O'Brien, Will "Paddy" Saunders, Lorne  
    O'Brien. 
  
 Empire, The."  BC: 21 Nov. (1921), 4. 
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MIMI'S SPIES:  [revusical]  Txt/Mus. [n/e] 
 A revusical exploring the happier side of the digger's life in France" the dialogue is said to have contained the 
"wonderful language of slang with which the A.I.F. carried on its conversation, and without doubt proved to be very 
diverting to the ex-soldiers in the audience as well as their friends" (BC: 23 Nov. 1921, 9). 
The troupe originally started out as the All-Diggers Company, under which name they presented the musical 
comedy, Mademoiselle Mimi (1920). Following the success of that production the name was changed to the 
Mademoiselle Mimi Diggers, and the repertoire expanded to include such revusicals as Hello Mimi (possibly based on 
the original production), Odds and Ends, Winning a Wife, Mimi's Spies, Adieu, Mimi and The Pommy Bride 
1921: Empire Theatre (Bris); 21-27 Nov. 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Mademoiselle Mimi Diggers. 
 - Cast incl. Lindsay Kemble, George Jennings, Roy Glenister, Doc O'Brien, Will (Paddy) Saunders, Lorne  
    O'Brien. 
 
 Empire, The."  BC: 23 Nov. 1921, 9.      [rnib] 
 
 
ODDS AND ENDS:  [revusical]  Txt/Mus. [n/e] 
 A brief review published in the Brisbane Courier on 5 December describes the Mimi Diggers' production as "a 
delightful series of musical comedy, vocal and other offerings" (8), which seems to match the pot-pourri description 
applied to the Bishop production. 
The troupe originally started out as the All-Diggers Company, under which name they presented the musical 
comedy, Mademoiselle Mimi (1920). Following the success of that production the name was changed to the 
Mademoiselle Mimi Diggers, and the repertoire expanded to include such revusicals as Hello Mimi (possibly based on 
the original production), Odds and Ends, Mimi's Spies and The Pommy Bride). 
[NB: It is not clear if there is any relationship between this production and several other similarly titled shows - including a Humphrey 
Bishop Comedy Co revusical tilted Odds and Ends (staged in Brisbane in October 1921), a 1925 revue presented by the Optimists Revue Co at  the 
Bijou Theatre, Melb; beginning 17 Oct.; and a revue produced by the Tivoli Follies at the Cremorne Theatre, Brisbane beginning 27 Dec. 1930. The 
latter company included George H. Ward and Charles L. Sherman.] 
1921: Empire Theatre (Bris); 3-9 Dec. 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Mademoiselle Mimi Diggers. 
 - Cast incl. Lindsay Kemble, George Jennings, Roy Glenister, "Doc" O'Brien, Will "Paddy" Saunders, Lorne  
    O'Brien. 
 
 "Empire, The." BC: 5 Dec. (1921), 8.       [rnib] 
 
 
THE OLD WOMAN WHO LIVED IN A SHOE:  [pantomime]  Lib. Billy Maloney; Mus. Fred  
 Whaite 
 "A gorgeous production in 18 scenes" (BC: 16 Dec. 1921, 2), John N. McCallum's Christmas pantomime 
reportedly cost more than £2,000 for costumes, scenery, properties and lighting effects. The costumes alone numbered 
more than 350 (BC: 17 Dec. 1921, 13).  
 The favourite character, Dame Anastasia, played by Fred Bluett, was portrayed as "a conventional, warm-
hearted, garrulous lady of doubtful antecedents who weighed down by her numerous matrimonial troubles showed scant 
reticence when confiding her intimate affairs to the audience" ("Pantomime" 7). 
 Songs known to have been either written for the production or inserted are: "Open Your Heart" and "Thoughts 
of You" (sung by Lottie Collins), "Everybody Calls Me Honey" (Linda Nicholls), the ragtime ditty "My Man" (Nelle 
Fleming), "Come to the Dance" (Olga Muir) and "Good Night Mr Kangaroo" (Bernice Berg).   
 The scenic art was particularly praised by the Brisbane Courier critic, with featured scenes being "The Fairy 
Dell," "Shoe in the Woods," "The Bal Masque," the transformation of the seasons ("Spring," "Summer," "Autumn," and 
"Winter"), "Snowland," "The Woodlands of Wild Flowers," "The Giant's Forest" and the "Palace of Jewels." 
1922: Cremorne Theatre (Bris); 16 Dec 1922 - 19 Jan. 1922 
 - Dir. Billy Maloney; Prod/Prop. John N. McCallum (Dandies Qld Ltd); M Dir. Fred Whaite; S Art. Selwyn  
    Armstrong; Cost. Miss Hair; S Mngr. Victor Gouriet; Chor. Marjorie Bray. 
 - Troupe: McCallum's Town Topics. 
 - Cast incl. Lottie Collins (principal boy), Nell Fleming (principal girl), Billy Maloney (Simple Simon), Amy  
    Rochelle, Arthur Aldridge, Fred Bluett (Dame Anastasia), Frank Charlton, Colin Crane (Demon), Ray de Vere  
    (Fairy Queen), Olga Muir (second boy), Ivy Aldous (second girl), Charles Albert, Ida Merton, Nelle  
    McCarthy, Dulcie Crane (Sally), Charles Zoli, Gus Bluett, Howard Hall, Reg Hewett (Horace the Donkey),  
    Linda Nicholls, Bernice Berg, Miss Sheila Albert (Jack), Iris Ackworth (Jill). 
 
 "Music and Drama."  BC: 12 Nov. (1921), 15.      [rnib] 
 "Music and Drama."  BC: 3 Dec. (1921), 13.      [rnib] 
 "Music and Drama."  BC: 17 Dec. (1921), 13.      [rnib] 
 "Pantomime at Cremorne."  BC: 17 Dec. (1921), 7. 
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WINNING A WIFE:  [revusical]  Txt/Mus. [n/e] 
 Described as a production that "afforded the versatile Mimi Diggers ample scope to display their high 
attainments" (BC: 19 Dec. 1921, 8). 
1921: Empire Theatre (Bris); 17-23 Dec. 
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Mademoiselle Mimi Diggers. 
 - Cast incl. Lindsay Kemble, George Jennings, Roy Glenister, Doc O'Brien, Will "Paddy" Saunders, Lorne  
    O'Brien. 
 
 "Empire, The." BC: 19 Dec. (1921), 8.       [rnib] 
 
 
THE BABES IN THE WOOD:  [pantomime]   Lib. George H. Ward; Mus. W. Hamilton Webber;  
Add Mus. Charles L. Sherman. 
The authorship of this 1921 version of the popular Babes in the Wood story, one of three produced by the 
Fullers in four years, is unclear. The similarities in scenic settings, the names of some characters and the music of W. 
Hamilton Webber suggest that this may well have been an adaptation of Nat Phillips' 1918 production (his name is not 
mentioned in any advertisements or reviews for Palace Theatre season, however). The argument for positioning this as a 
separate work is primarily due to the presence of (American-born) director George H. Ward. Aside from being one of 
the Fullers leading directors of variety entertainment during the 1920s, Ward was also a principal member of the Fullers' 
American Revue Co (aka the Ward-Sherman Revue Co) and one of the creative minds behind most of that company's 
revusical productions. It is likely, then, that he had significant input into the development of the storyline, the writing of 
new dialogue, and inclusion of new comic material for the pantomime. 
The scenes were: Act 1 Sc 1. The Cave of the Witches; Sc 2. The Village of Sherwood; Sc 3. On the Road to 
Sherwood Forest; Sc 4. Sherwood Forrest; Sc 5. Outside Dragon Palace; Sc 6. Cloudland Cabaret and the Beautiful 
Illuminated Aeroplane; Act 2 Sc 1. Sherwood Railway Station; Sc 2. Near Flower Land; Sc 3. Rose Land; Sc 4. Once 
Again Outside Dragon Palace; Sc 5. A Street in the U.S.A.; Sc 6. Windmill Land. 
 [NB: The Fullers' other Babes in the Wood pantomime was staged in Sydney earlier in 1921 (libretto by Frank Neil)] 
1921: Palace Theatre (Melb); 24 Dec. 1921 – 11 Feb. 1922 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd; M Dir. James Dobbs; S Art. Rege Robins and Fred  
    Adamson; Chor. Dorrie Tointon; Cost. Ethel Moar. 
 - Cast incl. Walter Cornock (Mrs Bumble), Mabelle Morgan (Robin Hood), Charles L. Sherman (Mr Bumble),  
    George H. Ward (Hermie), Curley Sherwood (Jennie), Dorothy Cope (Strongheart), Ruth Bucknell (Fairy  
    Queen), Melba Lees (a Babe), Winnie Trevail (Mayflower), Les Warton (Mike), Harry Burgess (Baron  
    Hardcastle), Leila Dabscheck (Bubbles), Tom Newell, Rene Denerio, Kathleen Walters, Pearl Cooking, Enid  
    Brocklehurst, Vicky Finlayson, Essie Johnson, Irene Hill, Dorothy Reeves, Alice Roy, Olive Wallace, Madge  
     Alcock, Edith Roy, Coral Graves, Elma Law, Trixie Wilson, Billie Carr, Irene Vando, Zoe Midgley, Rosie  
    Downie, Hazel Porter, Bonny Livingston, Doris Rendall, Edna Luscombe, Stella De Lisle, Dorothy Hillver,  
    Ray Fisher, Patty Thwaites, Edna Midel, Mona Woods, Laurel Barrett, Eileen Bristow. 
- NB: George H. Ward, Charles L. Sherman, Mabelle Morgan, Curley Sherwood, Les Warton, Harry Burgess  
   and Madge Alcock were all members of the Ward-Sherman Revue Company.  
 
 A: 24 Dec. (1921), 16.  Advert.    
 Fuller News Dec/Jan. (1921-22), v. pags.   Pantomime Souvenir 1921-1922, .incl. photographs. 
 "Palace Theatre Pantomime." ARG: 27 Dec. (1921), 7. 
  
 
DICK WHITTINGTON AND HIS CAT:  [pantomime]  Lib. Nat Phillips; Orig Mus/Lyr. W.  
 Hamilton Webber; Add Mus. various [n/e] 
#  FHC, 1921  [1 character part] 
Fuller News claims that more than 200,000 people had seen the Sydney production during the first seven weeks 
(11 Feb. 1922, 6), with 250,000 people having reportedly "enjoyed the never-ending pantomime triumph" by early 
March (SMH: 3 Mar. 1922, 3). Although such claims should always be treated with caution, a calculation of seating 
capacity and number of performances suggests that this figure was not improbable. With two shows per day (except 
Sundays) over 40 days in the 2,500 seat Grand Opera House, the total number of people attending the pantomime to 
mid-February would have likely been in the vicinity of the Fullers' claim. With a further 44 performances to 11 March 
this figure could have conceivably climbed to well over 300,000 patrons. 
W. Hamilton Webber composed the music (including lyrics) to the opening and closing choruses, along with all 
incidental and ballet music. The remaining songs were compiled from various popular variety songs of the day. Over 
twenty-five musical numbers were presented during the Grand Opera House production (1921), with some of these 
including: "Bow Bells" and "Ring Out the Bells of Bow" (Bellringers' chorus), "Crumpled Cuddlings" (opening 
chorus), "Love Him Later On" (sung by Elton Black), "We're Simple" (Rene and Phillips), "Hearts Desire" and "When 
My Baby Smiles on Me" (Rochelle), "Rachel Cohen" (Rene), "Plain Little Me" (Rochelle and Bennetto), "Sunshine" 
(Bennetto), "You May Be My Used to Be" (Ireland and Dixon), "Mrs Macquarie's Chair" (Phillips - this song was also 
used in the Fullers' Bluebeard pantomime, 1921), and the final chorus "Goodbye Dick Whittington" (company). Of the 
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several ballets included, Verna Bain played a leading role in two, these being "Powder Puff" (with Lily Skinner) and her 
solo dance "Floral Ballet." 
 [NB: Two other Dick Whittington pantomimes were staged by the Fullers in the years immediately following Nat Phillips' production.  
While advertising for the 1922 Palace Theatre season (see below) does not attribute the libretto or music to Phillips or Webber (nor do Stiffy and Mo 
appear it), the close proximity between seasons, the similarities in scenes and the appearance in both productions by several actors (notably Elton 
Black as Mrs Bumble and Verna Bain as The Fawn, along with Odiva's Trained Seals), suggests that if not the same work it was possibly an 
adaptation. Whether music director George Hall utilised Webber's original score is unknown at this stage.  The second pantomime was staged at the 
Majestic Theatre (Syd) beginning  22 Dec. 1923, with the cast members including Nellie Kolle (Dick), Nellie Anderson (principal girl), Pat Nash 
(Idle Jack) and Charles L. Sherman (Baron). It is not believed to be related to the Phillips version.] 
1921: Grand Opera House (Syd); 26 Dec. 1921 - 11 Mar. 1922 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir/Arr. W. Hamilton Webber; S Art Rege Robins;  
   Ast Dir/S Mngr. Andrew Hodge; Chor. Chrissie Royal; Cost. Ethel Moar (hand painted costumes by Mr and  
   Mrs P. Cohen); Prpts. A. Rainbird. 
- Cast incl. Amy Rochelle (Dick Whittington), Elton Black (Mrs Bumble Bee), Roy Rene (Idle Mo), Nat  
   Phillips (Idle Stiffy), Alice Bennetto (Alice Fitzwarren), William Stewart (Alderman Fitzwarren), Rene Dixon  
   (Joy), Trixie Ireland (Johnny), Billy Le Brun (Tom, the Cat), Belle Pollard (The Princess of Bangalore),  
   Walter Jackson [aka Walter Whyte] (Rajah of Bangalore/Old Jakes), Verna Bain (The Fawn), Amy Murphy  
   (Fairy Bluebell), William Kenny (The Wicked Rat), Lily Skinner (The Mystic Hunter), Andrew Hodge (Josh  
   Muggs), The Girton College Cycling Girls, Captain Adams and Odiva's Trained Seals; and Ruby Dalman,  
   Molly Warren, Jean Gresham, Vera Sewell, Gladye Nyholme, Flo Edgerton, Olga Heazle, Vera Tandy, Lottie  
   Thompson, Eileen Maguire, Thelma Duff, Bee McPherson, Edna Drake, Miss Massey, Miss Ruthven, Marie  
   McLaughlan, Molly McCabe, Kitty Schroder, Lotus Thompson, Kathleen Hannerbury, Linda Berthold, Flo  
   Wilson, Alice Wilson (chorus and ballet), Melba Ferrington, Maudie Boyce, Nellie Sherringham, Phyllis  
   Jamieson, Glorie Millet, Jean White, Irene Manning, Gwen Farmer, Annie Sturgeon, Ruby Mudd, Zenda  
   Banks, Thelma Forrest, Phyllis Culbert, Sybil Bellin, Lily Wegner, Doreen Rydstrom, Jack Wilson (children). 
1922: Victoria Theatre (Newcastle); 26 Mar. - c Apr. 
 - Cast and production mostly as for previous Sydney season. 
1922: Palace Theatre (Melb); 24 Dec. 1922 - 24 Feb. 1923. 
 - Dir. John Kirby; Prod. Fullers' Theatres Ltd; Chor. Phyllis Wisken. 
 - Cast incl. Dorothy Lena (Dick), Linda Dale (Alice), Elton Black (Dame Bumble), John Kirby (The Rajah),  
    Verna Bain (The Fawn), Odiva's Trained Seals, Royal Eleven Wonders, Angel Brothers. 
 
"Dick Whittington."  SMH: 27 Dec. (1921), 3. 
"Dick Whittington and His Cat: Record Pantomime at Grand Opera House."  FN: 14 Jan. (1922), 2. 
Fuller News Pantomime Souvenir 1921-1922.  FN: Dec./Jan. (1921-22), v. pags. 
"Mainly about Dick Whittington." FN: 4 Feb. (1922), 11. 
"Palace - Dick Whittington." ARG: 26 Dec. (1922), 7. 
 
 
* ROSIE IN LOVE: [revusical]   Txt/Mus. [n/e] 
1921: Frank Reis Sydney suburban circuit; 
 - Prod. Frank Reis. 
 - Cast incl. Joe Archer. 
 
 
 
The Mademoiselle Mimi Diggers  
Green Room Mar. (1920), 13. 
(Courtesy of the Fryer Library, University of Queensland) 
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1922 
 
The newly formed Tivoli Frolics Company produced a number of revues, musical sketches and a pantomime during the 
year. Among the revues staged at the Cremorne Theatre (Bris) between November 1922 and January 1923, for example 
were: Hoch Ayre, At the Seaside, Hunting Days and The Cafe Chantant. The company's feature artists were: Moon 
and Morris, Eric Masters, Madeline Rossiter, Hector St Clair, Vera Benson, Dorothy Summers, and 
director/writer/performer, James Goold-Taylor. The Brisbane season was staged under the auspices of Harry G. 
Musgrove Ltd. 
__________ 
 
 
SOME HOTEL [aka GUESSING AT THE HOTEL GUESS]:  [revusical]  Txt. George H.  
 Ward and Charles L. Sherman; Mus. [n/e]  
 A 1923 advertisement in the Sydney Morning Herald reads: "You've had Some Night and been Out West with 
little Hermie, but you will have ten times more fun in Some Hotel (26 May 1923, 2).  
 Although it has not been confirmed, Some Hotel was very possibly the same revusical as (or at least adapted 
from) Guessing at the Hotel Guess. There is also a reference to a Hotel De Guess in advertising to another Ward 
revusical, In Wrong (1921). It is unclear at this stage whether the two works are related. 
1922: Bijou Theatre (Melb); 4-10 Mar. [as Guessing at the Hotel Guess] 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward (Little Hermie), Les Warton (Mike Murphy), Charles L. Sherman, Harry Burgess,  
    Mabelle Morgan, Curley Sherwood.  
1923: Fullers' Theatre (Syd); 26 May – 1 June     [as Some Hotel] 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess, Richard  
    Butler, Mabelle Morgan, Miss Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie  
    Monroe, Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
1927: Bijou Theatre, Melbourne; 4-10 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
ROAMIN' ROMANS:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
1922: Bijou Theatre (Melb); 25-30 Mar.  
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward, Les Warton, Charles L. Sherman, Harry Burgess, Mabelle Morgan, Curley  
    Sherwood.  
 
 
HERMIE'S MARRIAGE:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
 Little Hermie Shultz runs away from his wife and goes on the gay amidst the glitter and gaiety of a gorgeous 
Broadway cabaret (A: 22 Apr. 1922, 22).  
1922: Bijou Theatre (Melb); 22-28 Apr. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward (Little Hermie), Les Warton (Mike Murphy), Charles L. Sherman, Harry Burgess,  
    Mabelle Morgan, Curley Sherwood.  
 
 A: 22 Apr. (1922), 22.  Advert. 
 
 
HERMIE'S TRIP ABROAD:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
1922: Bijou Theatre (Melb); 29 Apr. - 5 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
- Troupe: Fullers' American Revue Company. 
 - Cast incl. George H. Ward (Little Hermie), Les Warton (Mike Murphy), Charles L. Sherman, Harry Burgess,  
    Mabelle Morgan, Curley Sherwood.  
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THE WHIRL OF THE TOWN:  [revusical]  Txt. Walter Johnston; Mus. [n/e]  
 Described in an Age advertisement as "a brilliant revusical production" (20 May 1922, 20). 
1922: Bijou Theatre (Melb); 20-26 May  
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' New Revue Co. 
 - Cast incl. Walter Johnston, Elton Black, Alice Bennetto, Daisy Yates, Ed Warrington, Florrie Horan,  
   Myra Rowe, Lorne O'Brien, Ivy McKay, Vic Finlayson, Allan Shrimpton, Iris McKenzie, Madge Alcock,  
   Germaine Cassier. 
 - Season premiere. 
  
 A: 20 May (1922), 20.  Advert. 
 
 
THE MERRY BOUNDERS:  [revusical]  Txt. Walter Johnston; Mus. [n/e]  
1922: Bijou Theatre (Melb); 27 May - 2 June 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' New Revue Co. 
 - Cast incl. Walter Johnston, Elton Black, Alice Bennetto, Daisy Yates, Edmund Warrington, Florrie Horan,  
    Myra Rowe, Lorne O'Brien, Ivy McKay, Vic Finlayson, Allan Shrimpton, Iris McKenzie, Madge Alcock,  
    Germaine Cassier. 
  
 
RAZZLE DAZZLE:  [revusical]  Txt. Bert Le Blanc; Mus. [n/e]  
The relationship between this Bert Le Blanc revusical and another Razzle Dazzle revusical, first known to have 
been staged by Paul Stanhope in 1917, is unclear. It is possible that they were either adapted from the same source or 
that this latter production has been adapted from the earlier work. Le Blanc and Stanhope had previously worked 
together, and though both had gone their separate ways (running their own variety companies), it is not unreasonable to 
suspect that that Le Blanc appropriated (with permission or not) the basic idea from Stanhope's revusical.   
1922: Harry Clay's city and suburban circuit (Syd); ca. May/June (incl. Gaiety Theatre, Syd; 3-16 June) 
 - Dir. Bert Le Blanc; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel (BTN);  
   Mngr. Percy Taylor (Gaiety). 
- Troupe: Bert Le Blanc's Revue Company. 
 - Cast incl. Bert Le Blanc, Jake Mack, Joe Rox. 
 - Musicians: Clay's Players. 
 
 
HITS AND BITS:  [revusical]  Txt. Walter Johnston; Mus. [n/e]  
1922: Bijou Theatre (Melb); 3-9 June 
 - Dir. Walter Johnston; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' New Revue Co. 
 - Cast incl. Walter Johnston, Elton Black, Alice Bennetto, Daisy Yates, Edmund Warrington, Florrie Horan,  
    Myra Rowe, Lorne O'Brien, Ivy McKay, Vic Finlayson, Allan Shrimpton, Iris McKenzie, Madge Alcock,  
    Germaine Cassier. 
 
 
COWBOYS AND GIRLS:  [revusical]  Txt. Nat Hanley; Mus. [n/e]  
 Set in Dead Man's Saloon, Arizona USA. The production contained some fourteen songs, with titles such as 
"Pony Boy," "Ain't Nature Grand," "Why Am I Always the Bridesmaid," and "Blue Murder." 
1922: Harry Clay's Sydney suburban and Wollongong circuit; c June/July  (incl. Princess Theatre, Syd; 1 July -) 
 - Dir. Nat Hanley; Prod. Clay's Bridge Theatre Ltd; S Art. Alec Stagpoole; S Mngr. Ted Gabriel  
   (Bridge Theatre), Mngr. Percy Taylor (Gaiety Theatre). 
 - Troupe: Nat Hanley Revue Company. 
 - Cast incl. Nat Hanley (Arizona Jack), Tom Arnold (Two Gun Horace), Arthur Elliott (Farmer Turvey), Topsy  
    and Peggy Kay, Winnie Edgerton (Maggie Mullins), Harry Coyle (Dopey), Connie Graham, Bonnie Rowe,  
    the Four Johnsons. 
- Musicians: Clay's Players. 
 
 
OVER THE HILLS, TALLY-HO:  [revusical]  Txt. George Wallace; Mus. [n/e]  
1922: Harry Clay's Sydney suburban and Wollongong circuit; ca. June/July 
 - Dir. George Wallace; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. George Wallace, Dinks Patterson, Jim Romaine. 
 
 
 544 
IN A BALLROOM:  [revusical]  Txt. George Wallace; Mus. [n/e]  
Advertised as "the Big Laugh Hit," containing "all the Leaders and Society Belles." 
1922: Harry Clay's Sydney suburban and Wollongong circuit; ca. June/July 
 - Dir. George Wallace; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. George 'Oncus' Wallace, Jack 'Dinks' Patterson. 
 
 
IN A SULTAN'S HAREM:  [revusical]  Txt/Mus. [n/e]  
1922: Harry Clay's Sydney suburban and Wollongong circuit; ca. June/July  (incl. Gaiety Theatre, Syd; 29 July - ) 
 - Prod. Clay's Bridge Theatre Ltd. 
 
 
A MILLIONAIRE FOR A NIGHT:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
Sometimes referred to as A Millionaire for a Day, this revusical is described in a Theatre review as a "mini 
musical comedy," with "some sort of story 'running' through it to give interest to the characters" (Sept. 1922, 19).  
Set in New York City, the story line concerns two people who temporarily change lives on New Year's Eve so 
that each can enlarge his life experience (or else break the monotony of life for a while) by being someone (and 
something) different. Jim Gerald played Steve, a night clerk in a Broadway hotel, who makes the exchange with Jarvis 
Huntington (the son of a millionaire), played by Ernest Crawford. "After becoming involved with a French artist (Lance 
Vane), whose models he has borrowed, grievously insulting the guests, and generally turning the hotel upside down, 
[Steve] elopes with Mamie, the telephone girl (Betty Lambert), while the enraged guests, the hotel manager, and a spare 
policeman are searching for him in the most inconceivable places" (BC: 25 Apr. 1927, 20).  Complications also arise 
when an heiress (Essie Jennings) falls in love with Steve, thinking he is a millionaire. One of the hits of the show in 
1922, according to the Theatre, was Reg Hawthorne as the gloomy hotel engineer whose often-expressed fear was that 
the boiler would burst or the elevator crash. 'His slogan - "That wouldn't do no good!" is produced in answer to every 
helpful suggestion,' writes the reviewer, "and in turn [it] produces roars of laughter from the audience' (ibid, 19). Some 
members of the cast were required to double their roles. 
The 1927 Brisbane production included the songs: "Annie Laurie" (sung by May Geary), "Linger a Little 
Longer" (Geary and Crawford). A ballet "Wisteria" was also performed by Polly McLaren and the Six Twinklers.  
[NB:  The dramatic premise utilized by Gerald for this revusical was certainly not new. A "farcical absurdity" titled A Lord for a Night is 
known to have been staged in Australia as early as 1899 by Delohery, Craydon and Holland's Elite Vaudeville Co (Theatre Royal, Bris; 4 Feb.). 
Another two act musical comedy, A Knight for a Day, is known to have first been staged in Australia by J.C. Williamson at Her Majesty's (Syd)  
beginning 9 July 1910. That work had its book and lyrics written by Robert B. Smith and music by Raymond Hubbell and Fritz B. Hart.] 
1922: Victoria Theatre (Newcastle); 22-28 July 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
    Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Steve, a night clerk), Ernest Crawford (Jarvis Huntington, a millionaire's son), Howard  
    Hall (Stephen A. Halsey, a wealthy broker/a Policeman/Hotel Manager), Lance Vane (Raphael de Vinci, a  
    French artist), Essie Jennings (Nellie Halsey, an heiress), Reg Hawthorne (A. Buttin, hotel engineer/Jarvis's  
    friend), Winnie Trevail (Mamie Love, a telephone girl), Polly McLaren (Tommy Tinker, a Bell Boy),  
    Shannon Raye (Lady Irene, Nellie's friend); and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel  
    Barrett, Irene Vando, Edna Drake, Myra Rowe). 
 - NB: This was the debut production for Gerald's Miniature Musical Comedy Company (FN: 15 July 1922, 12). 
1922: Fullers' Theatre (Syd); 19-25 Aug.  [return season: 21-25 Oct.] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
    Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Irene Vando, Edna Drake, Myra Rowe). 
1922: Empire Theatre (Bris); 28 Oct. - 3 Nov.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Irene Vando, Edna Drake, Avis Porter). 
 -  Myra Rowe (Six Twinklers) was replaced by Avis Porter during the week. 
1924: Fullers' Theatre (Syd); 15-21 Mar. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
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1926: Fullers' Theatre (Syd); 20-26 Mar.  [return season: 10-16 July]  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert (Maimie), May Geary, Neva Carr-Glynn; and the Six  
   Twinklers. 
1926: New Bijou Theatre (Melb); 18-24 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Myra Rowe, Betty Lambert; and the Six Twinklers. 
 - Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers.  
1927: Empire Theatre (Bris); 23-29 Apr.       
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Jack Manners, Ray and Dot McLean, Flora McDonald,  
   Dalton Payne, Harry Payne; and the Six Twinklers. 
1927: Fullers' Theatre (Syd);   26 Nov. - 2 Dec.      
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
 
 "Bijou - Vaudeville and Revue."  ARG: 20 Sept. 1926, 22.       [rnib] 
"Empire Theatre." BC: 30 Oct. (1922), 13.                  [see also adverts - BC: 28 Oct. 1922, 2; and 30 Oct. 1922, 2] 
"Empire Theatre." BC: 25 Apr. (1927), 20. 
 "Fulleries, The." GR: Sept. (1922), 9. 
 "Fuller's Vaudeville."  TT: Apr. (1924), 20.       [rnib] 
 "Gerald Company, The. TT: Sept. (1922), 19.      [rnib] 
 
 
IN SOCIETY:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
Set in the studio of socialite artist, Maurice, the other characters in this musical comedy revue are Floritte (his 
model), Peters (his friend), Polly (his maid), Tonnette (a model), Mr Guiter (a rogue), several attractive models and two 
"butter-ins," Stiffy and Mo. In reviewing the 1924 production, Australian Variety records: "a most sumptuous interior 
set, with a superb moonlight view of the city in the background. Here the amusing attempts of Stiffy and Mo to get Mo 
into society were the chief ingredients of a revue that contains a lot of matter founded on everyday experience. A really 
amusing episode is where Stiffy, [with] the help of an imaginary lady, attempts to drill Mo into the manner of 
conducting himself in high-class social circles… Wisely surrounding themselves with excellent 'straight people,' the 
revue goes through the haven of success without the humourosities of the pair becoming too boresome" (20 Sept. 1924, 
n. pag.). 
  The "musical sketches" for the 1922 production were: "Let's Be Merry And Bright" (party guests), "Wibbly 
Wobbly" (Connolly), "In Society" (Rene and Phillips), "Pinkie" (Paul and girls), "Bornio" (Connors and girls), 
"Tabberworky" (Davis and girls), "Operatic Uproar" (Connelly and girls), "In Old Minola" (Connors and Paul), 
"Sydney Town" (Connelly and girls) and the finale. 
1922: Fullers' Theatre (Syd); 29 July - 4 Aug. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Charles Ryder; Chor. Rosie Bowie; Cost. Ethel Moar;  
   B Mngr. George C. Audley; S Mngr. Dan M. Dunbar. 
 - Troupe: Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors (Maurice, an artist), Queenie Paul (Floritte, his  
    model), Keith Connelly (Peters, his friend), Gladys Shaw (Polly, his maid), Dot Davis [aka Mrs Roy Rene]  
    (Tonnette, another model), Dan M. Dunbar (Mr Guiter, a rogue); with Gwen Brandon, Rosie Bowie, Thelma  
    Duff, Flo Wilson, Marie McLauchin, Phillis Whisken. 
1924: Fullers' Theatre (Syd); 20-26 Sept. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar,  
    Dot Davis [aka Mrs Roy Rene], Gladys Shaw, the Six Radio Girls. 
1925: Bijou Theatre (Melb); 28 Feb. - 6 Mar. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul; Dot Davis [aka Mrs Roy Rene],  
    Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
 
 FN: 29 July (1922), 11.  Advert. 
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AUSTER:  [opera]  Lib/Mus. Alfred Hill 
 A three act romantic opera adapted from the poetical drama, Princess Mona, by E. Congean of Brisbane (Qld). 
Hill was at the time a Professor of Harmony at the NSW Conservatorium of Music. The premiere production was 
presented by the Royal Sydney Apollo Club, the NSW Conservatorium Select Choir, and the NSW State Orchestra. 
Andrew D. McCreadie notes that "Auster appears as a conflation of the elements of the German or central European 
fantastic opera and Märchenspiel… with the mytho-historical accounts of the search for Australia" (205). 
 The story concerns Auster, a sea nymph and daughter of the Sun and Oceania who lies in embryo within a coral 
atoll for countless ages. Gnomus, the Spirit of the Past, alone saw the birth of Auster and foretold that she must stay 
within her beautiful Nautilus shell until Love should change her to greater beauty. She is ever attended by Camoola 
(Fidelity) and her companions are the elves, birds, waves and flowers. Auster's pearl girdle (the earth) is one day stolen. 
At length it is returned by a Prince (Britain), who subsequently marries her. The land is then peopled and tilled, and 
after the Great War, when their sons (America) fight for their parents, Auster is crowned with priceless jewels (Anzac) - 
and thus Auster takes her place amid the nation ("A New Opera" 14). 
Selections from the opera had previously been performed by Hill (piano), Mde Gaubert and Lindley Evans on 
25 August at Paling's Concert Hall (a "smoke social" put on by the Australian Musical Association).   
1922: Sydney Town Hall; 31 Aug. 
 - Cond. Alfred Hill. 
 - Cast incl. Mde Goossens-Viceroy (Auster), Clifford Lathlean (Gnomus), Harold Tollemache, Reg. Morphew,  
    Emil Sussmilch, Ila Turnbull (Camoola). 
 - Musicians: NSW State Orchestra. 
 
 "New Opera, A." GR: Sept. (1922), 14. 
 "Auster."  GR: Oct. (1922), 13. 
"Auster." GR: Nov. (1922), 16. 
McCreadie, Andrew D. "Alfred Hill (1870-1960): Some Backgrounds and Perspectives for an Historical Edition." MMA: 3 (1968), 205. 
 
 
WHIPS AND QUIPS [aka I DON'T WANT TO BE A JOCKEY and SPORT OF 
KINGS]:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 Invariably described as a "racing revue," the cast of characters included in the earlier Whips and Quips revusical 
were a trainer, a crook, a stableman, a yokel, an owner, a jockey and two spielers. The Brisbane Courier indicates in its 
review of the 1927 Empire Theatre production that "Jim Gerald and Reg Hawthorne provided the audience with a feast 
of laughter as spielers on the racecourse, and incidentally demonstrated that originality need not fear a cold reception. In 
the racing game many risks are taken, but few punters would care to follow the example of these two… who finally 
turned bookmakers" (6 June 1927, 16). The action centres on the exploits of Percy and Angus Quips who plot to dope 
'The Victory' a 'dead cert' for the big race, while also laying down ridiculous odds - in a satirical portrayal 'of the 
methods employed in that profession'. The two crooks are foiled in their designs subsequently appear before a judge in a 
burlesque of the Supreme Court (BC: 6 Nov. 1926, 8). A review of the 1922 Fullers' Theatre season also records: "The 
drab surroundings of the trainer's yard were frequently brightened by the appearance of the ballet fantastically and 
glaringly clad but always graceful and neat in movement. Mr Gerald and Mr Hawthorn [sic], as a spieler and a crook 
respectively, provided most of the fun; while Mr Ernest Crawford and Miss Shannon Ray, in the more serious parts, 
were associated in several agreeable musical numbers" (SMH: 28 Aug. 1922, 5). 
 The 1933 revival, billed as I Don't Want to Be a Jockey, is said to have been staged over three scenes - the 
racing stables, on the road to the racecourse and on the racecourse. Two of the features of this production were Jim 
Gerald's song, "Delaney's Donkey" and the "Jockey Dance" (performed by Thelma Duff and Lou Cottam). An Age 
review of the 1934 Tivoli Theatre revival further records: "The second half of the entertainment was given over to a 
well-produced revue, I Don't Want to be a Jockey. Mr Gerald and his company have played this revue before in 
Melbourne, but it was worth repeating. Tom Dale is the 'hero,' Freda Bohning the 'heroine' and Will Perryman and Jim 
Gerald the 'villains' who in attempting to 'nobble a favourite for a race give him a speeding up dope by mistake" (14 
May 1934, 10).  
 The 1923 production included Gerald's version of the "moving musical biographical veracious history of 'Paddy 
McGinty's Goat'" (see TT: March 1923, 21 for the text photographs of Gerald in performance).  
1922: Victoria Theatre (Newcastle); ca. Aug.   
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Percy Quips), Ernest Crawford (Jack Masters), Howard Hall (an usher), Lance Vane  
    (The Judge), Essie Jennings (Maisie Gordon), Reg Hawthorne (Angus Quips), Shannon Raye (Lilian Grey),  
    Winnie Trevail (Topsy Turnitops), Polly McLaren (Billy Bleggs); and the Six Twinklers (Iris McKenzie, Vera  
    Nixon, Laurel Barrett, Irene Vando, Edna Drake, Myra Rowe). 
 - Possibly staged 29 July - 4 Aug. 
1922: Fullers' Theatre (Syd); 26 Aug. - 1 Sept.  
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
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- Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Shannon  
    Raye, Winnie Trevail, Polly McLaren; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Irene Vando, Myra Rowe). 
1922: Empire Theatre (Bris); 4-10 Nov.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
 -  Irene Vando (Six Twinklers) was replaced by Gladys Taylor. Myra Rowe returned having been replaced by  
    Avis Porter the previous week. 
1923: Fullers' Theatre (Syd); 3-9 Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast  Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Polly  
    McLaren, Mona Thomas, Letty Craydon; and the Six Twinklers (Iris McKenzie, Vera Nixon, Kathleen  
    Gillespie, Laurel Barrett, Thelma Duff, Myra Rowe) 
1924: Fullers' Theatre (Syd); 5-18 Apr. (2 week season) 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 10-23 Apr.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinkler. 
- SMH adverts (17 and 19 Apr.) indicate that the week's revusical was Whips and Quips (the revusical that had  
   been staged the previous week). From 20 April The Tennis Club is the advertised show. The earlier adverts are  
   most likely an error, as the Fullers' traditionally used Saturday night to open new shows on their circuit. 
1926: New Bijou Theatre (Melb); 30 Oct. - 5 Nov. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers.  
1927: Empire Theatre (Bris); 4-10 June   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Ernest Crawford, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren,  
   Lance Vane, Dalton Payne, Harry Payne, Ray and Dot McLean, May Geary, Betty Lambert, Howard Hall,  
   Flora McDonald, Jack Manners; and the Six Twinklers. 
1928: Fullers' Theatre (Syd);  11-17 Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 28 June - 4 July 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
1933: Tivoli Theatre (Syd); 3-9 Mar.  [as I Don't Want to Be a Jockey] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
1934: Tivoli Theatre (Melb); 12-18 May [as I Don't Want to Be a Jockey] 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
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- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Twinklers. 
-  Charles L. Sherman joined the troupe on 12 May. During the vaudeville first part he entertained with songs  
    and stories at the piano. It is believed that he may have replaced George Moon Jnr, who went on to join the  
    Melbourne season of George M. Cohan's The Merry Malones (Apollo Theatre) beginning 23 June.  
 
E.D.K. "Fullers' Theatre."  SMH: 28 Aug. (1922), 5.       [rnib] 
"Empire Theatre, The."  BC: 6 Nov. (1922), 8. 
"Empire, The."  BC: 6 June (1927), 16. 
"Fulleries, The."  GR: Mar. (1923), 39.       [rnib] 
"Fullers' Theatre." 12 Apr. (1926), 6.       [rnib] 
"New Tivoli Theatre: I Don't Want to Be a Jockey." SMH: 6 Mar. (1933), 5.       
"Tivoli - Bright Revue." A: 14 May (1934), 10.      [rnib] 
"Tivoli Theatre." 30 June (1930), 12.       [rnib] 
 [untitled]  TT: May (1924), 21.       [rnib] 
[untitled] GR: May (1924), 25.       [rnib] 
 
 
1914-1918; OR, FOR THE DURATION:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
One of the earliest of Jim Gerald's revusicals, 1914-1918 was a fleshed out adaptation of his musical sketch, 
'The New Recruit' (1919) with additional musical sequences, comic scenes and characters. The action is developed over 
three settings - 'A Training Camp', 'Aboard a Transport Ship' and 'Armistice Day in the Trenches', with the incidents 
purportedly drawn from his three years active service. The characters include: the red-nosed raw recruit Private 
Muggins [Gerald] who is "gifted with a shrewd and ready tongue" (SMH: 11 Sept. 1922, 5), a sergeant-major, a captain, 
a regimental cook (Lance Vane, who presented him on the lines of "Old Bill"), a fellow-recruit (an "effeminate station-
hand," played by Reg Hawthorne) and several Red Cross sisters. After his training is completed Gerald's Private 
Muggin's is made a cook's mate, which the Brisbane Courier's theatre critic records "afforded him a wide field for fun-
making" (27 Feb. 1928, 6). The location of the camps changed according to the city Gerald's troupe was then playing. In 
Sydney, for example, this was the Liverpool Camp, while the Melbourne setting was the Broadmeadows Camp.  
Writing in the Brisbane Courier in 1922 the paper's theatre critic records: "Enlisting in 1914 [Mr Gerald's] 
period as a recruit at Liverpool Camp was one of 'persecution' at the hands of Sergeant Major Bluff (Mr Howard Hall) 
from whose gruff person he got nothing nut hostility and abuse. Muggins' discomfiture was further provoked by the 
austere Captain Aynsley (Mr Ernest Crawford). On board the transport and finally in the trenches Private Muggins' was 
always to the fore" (13 Nov. 1922, 13). In later years Brisbane's Telegraph newspaper records that although Gerald 
availed himself of many and varied humorous situations "the comedy was not forced, nor was it carried out to a farcical 
extreme, but the incidents portrayed were faithful representations of happenings familiar to every digger who enlisted 
'for the duration'" (20 Feb. 1928, n. pag.). The same review makes special note of the scenery, which is described as 
having been of a high standard and 'aided by effective lighting'. According to the critic, the most striking scene was the 
finale, which Gerald set in the trenches at the time of the signing of the Armistice in 1918 (20 Feb. 1928, n. pag.). A 
1928 review records that that the final scene "developed an unexpected note of pathos and dramatic intensity" (BC: 27 
Feb. 1928, 6), while some six years later the Age points to the same scene as a vehicle for demonstrating Gerald's 
considerable acting capabilities. "In the last scene in the trenches," writes the paper's critic, he showed that he could act 
in the sketch as a soldier who did not get a letter or parcel from home" (25 June 1934, 10). 
One of the ballets performed during the 1926 Bijou Theatre season was "On Parade." The musical program for 
the 1928 Brisbane production included such songs as: "You Might Break the Heart of My Dear Old Mother" (sung by 
Essie Jennings and Jim Gerald), "Minstrel Boy" (Shannon Raye), "The Trumpeter" (Ernest Crawford) and "Dream Girl" 
(Howard Hall). 
[NB: The above reference to Jim Gerald enlisting in 1914 is not correct. This occurred in 1916] 
1922: Victoria Theatre (Newcastle); ca. Aug.   
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Private Muggins), Ernest Crawford (Captain Aynsley), Howard Hall (Sergeant Major  
    Bluff), Lance Vane (Greasy, the camp cook), Essie Jennings (Sister Hope), Reg Hawthorne (Private Fairie),  
    Shannon Raye (Sister Goodheart), Winnie Trevail (Millie Joy), Polly McLaren (Private Smith); and the Six  
    Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett, Irene Vando, Edna Drake, Myra Rowe). 
 - Although it has not been established if this revusical was staged in Newcastle during Gerald's debut with the  
    Miniature Musical Comedy Company, it is more than likely that this was one of his original four productions.  
    It was possibly staged over the week 5-11 August. 
1922: Fullers' Theatre (Syd); 9-16 Sept.   [return season: 30 Sept. - 13 Oct. - 2 weeks]   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
    Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Shannon  
    Raye, Winnie Trevail, Polly McLaren; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Irene Vando, Edna Drake, Myra Rowe). 
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1922: Empire Theatre (Bris); 11-17 Nov.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
1924: Fullers' Theatre (Syd); 22 Mar. - 4 Apr.    [2 week season] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 6-12 Mar.  [return season: 3-9 Apr.] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 4-10 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers.  
1927: Empire Theatre (Bris); 16-27 Apr.   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Dan  
   Weldon, Howard Hall, May Geary, Betty Lambert, Jack Manners, Dalton Payne, Harry Payne, Flora  
   McDonald, Ray and Dot McLean; and the Six Twinklers. 
-  It is believed that Dan Weldon replaced Ernest Crawford (who was incapacitated). 
1928: Fullers' Theatre (Syd);  18 Feb. - 2 Mar.     [2 week season] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1934: Tivoli Theatre (Melb); 23-29 June 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Twinklers. 
-  The first half entertainment, titled Happy Ideas was presented in the revue format. See Happy Ideas entry in  
   1929 file. 
 
 "Empire, The."  BC: 13 Nov. (1922), 13.   
"Empire, The."  BC: 18 Apr. (1927), 15.       [rnib] 
"Empire Theatre: A Bright Programme." TELEB: 20 Feb.  (1928), n. pag.       [rnib] 
"Fullers'." TT: Apr. (1926), 13.       [rnib] 
"Fullers' Theatre." SMH: 11 Sept. (1922), 5. 
 "Fullers' Theatre." SMH: 9 Oct. (1922), 10.       [rnib] 
"Gerald Revue Co., The."  TT: Oct. (1922), 19. 
 "Jim Gerald: War Burlesque." E: 22 Feb. (1928), 48, 49.    [rnib] 
 "Tivoli - Jim Gerald's Review." A: 25 June (1934), 10.      [rnib] 
 
 
THE STOWAWAY:  [revusical]  Txt. Nat Hanley; Mus. [n/e]  
1922: Harry Clay's Sydney, Wollongong and Hunter Valley circuits; ca. Aug/Sept.  (incl. Strand Theatre, Cessnock; 
25 Aug.) 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Nat Hanley, Harry Coyle, Arthur Elliott, Thelma Mitchell, Hal Scott and Connie Graham. 
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THE TENNIS CLUB:   [revusical]  Txt. Jim Gerald; Mus incl. Jim Gerald and Norm Byron. 
 This one act musical comedy, set naturally in a tennis club, revolves around Hector Lip (sometimes referred to 
as Tipp), the valet to Lord Colic, the "broken-down habitué of the club" (BC: 11 Apr. 1927, 11). A 1934 review in the 
Age indicates that as the "Big Nuisance" Jim Gerald presented one of his more popular roles (11 June 1954, 12). 
The musical programme for the 1923 Bijou Theatre production comprised: Opening Chorus, "When My Shoes 
Wear Out from Walking" (sung by Letty Craydon and chorus), "A Little Yodelling" (Reg Hawthorne), "Raggedy Doo" 
(Ernest Crawford), "Weeping Willow Lane" (Mona Thomas and Ernest Crawford), "Here's to Love" (Mona Thomas), 
"The Guy that Put the I in Iceland" (written by Norm Byron and sung Jennings and Gerald), "Pucker Up and Whistle" 
(Essie Jennings), "I Want to Rock-A-Bye My Mammy" (Letty Craydon), the finale "The Tennis Club" (company), and 
a ballet and solo dance (performed by Polly McLaren and chorus).  
 "A Little Yodelling (sung by Reg Hawthorne) was again used in the 1927 Brisbane production, with other 
songs including: "Gold Fish" (Jim Gerald) and "Old Gang of Mine" (Ernest Crawford).  
 [NB 1: Gerald staged four revusicals during his company's debut at Newcastle between weeks beginning 22 July and 12 August 1922. It is 
not yet known if The Tennis Club was one of these productions] ;  [NB 2: Hector's surname is sometimes referred to as Tipp] 
1922: Fullers' Theatre (Syd); 2-8 Sept.  
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Hector), Ernest Crawford (Tom Trevor), Howard Hall (Harry), Lance Vane (Frederick),  
    Essie Jennings (Bessie), Reg Hawthorne (Lord Colic), Shannon Raye, Winnie Trevail, Polly McLaren (Kitty  
    Joy); and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett, Irene Vando, Edna Drake, Myra  
    Rowe). 
1922: Empire Theatre (Bris); 16-22 Dec.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
 - This was the final production for Gerald's 1922 Empire Theatre season. 
1923: Bijou Theatre (Melb); 13 Oct. - 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; M Dir. Fred Whaite; Chor. Polly McLaren; Cost. Ethel Moar;  
    S Mngr. Lance Vane ; Th Mngr. Ray Fuller. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast  Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Mona Thomas  
    (Cush Palmer), Letty Craydon (Norma Reid), Polly McLaren; and the Six Twinklers (Iris McKenzie, Vera  
    Nixon, Kathleen Gillespie, Laurel Barrett, Thelma Duff, Myra Rowe). 
1924: Fullers' Theatre (Syd); 8-14 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); ca. Apr. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, May Geary, Betty Lambert, Neva Carr-Glynn; and the Six Twinklers. 
- NB: Advertisements placed in the Sydney Morning Herald for 17 and 19 April indicate that the week's  
   revusical was Whips and Quips (the revusical that had been staged the previous week). From 20 April the The  
   Tennis Club is the advertised show. The earlier advertisements are most likely an error, as the Fullers'  
   traditionally used Saturday night to open new shows on their circuit.  
1926: New Bijou Theatre (Melb); 25 Sept. - 1 Oct. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Mona Thomas, Betty Lambert, Myra Rowe, Ernest Crawford; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers.  
1927: Empire Theatre (Bris); 9-15 Apr.   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne (Lord Colic), Harry Burgess, Polly McLaren, Lance  
   Vane, Ernest Crawford, Howard Hall, May Geary, Jack Manners, Betty Lambert, Ray and Dot McLean,  
   Dalton Payne, Harry Payne, Flora McDonald; and the Six Twinklers. 
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1927: Fullers' Theatre (Syd);  17-23 Dec. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 7-13 June 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
 - The Tennis Club was supported by a first half entertainment titled Old Time Minstrel Show, with Gerald as Mr  
    Tambo and Reg Hawthorne as Mr Bones. 
1934: Tivoli Theatre (Melb); 9-15 June 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Twinklers. 
 
"Empire, The."  BC: 11 Apr. (1927), 11. 
FN: 13 Oct. (1923), 126.  Advert. 
"Tivoli Theatre - Jim Gerald in Bright Revue." A: 11 June (1934), 12.      [rnib] 
 
 
ALL ASHORE: [revusical]  Txt. Arthur Morley; Mus. [n/e] 
1922: Hippodrome (Syd); 9-15 Sept. 
 - Dir. Spencer Barry; Prod/Lse. Reginald Wykeham; M Dir. Bert Rache. 
 - Troupe: The Arrivals of 1922. 
- Cast incl. Arthur Morley, Sadie Gale, Bert Desmond, Mattie Jansen, Will Gilbert, Dora Gilbert, George  
   Whitehead, The Éclair Bros, Nada Conrade, Sadie Tilburn, Harry Hart, Gladys Gordon, Bilee Lockwood,  
   Essie Davis, The Blanchards, May Topping, Eve Williams, Marjorie Morton, Sydney Garti, Harry Wilson,  
   Lily Alroy, Phyllis Craig, the Arrivals Quartet; and the Eight "Hip" Hooray Girls. 
- Musicians: Bert Rache and the Arrivals Orchestra. 
 
"Hippodrome - Vaudeville."  SMH: 11 Sept. (1922), 5.       [rnib] 
 
 
SHIP AHOY: [revusical]  Txt. Arthur Morley; Mus. [n/e] 
 Set aboard the good ship "Saucy Kate," with Morley as the Captain, Sadie Gale as a lively little midshipman. It 
is believed that production may have been a reworking of Morley's earlier revusical, The Belle of Parsley Bay (1916), 
without the burlesque characters, as both works are set aboard the same boat. 
1922: Hippodrome (Syd); 16-22 Sept. 
 - Dir. Spencer Barry; Prod/Lse. Reginald Wykeham; M Dir. Bert Rache. 
 - Troupe: The Arrivals of 1922. 
- Cast incl. Arthur Morley, Sadie Gale, Bert Desmond, Mattie Jansen, Will Gilbert, Dora Gilbert, George  
   Whitehead, The Éclair Bros, Nada Conrade, Sadie Tilburn, Harry Hart, Gladys Gordon, Bilee Lockwood,  
   Essie Davis, The Blanchards, May Topping, Eve Williams, Marjorie Morton, Sydney Garti, Harry Wilson,  
   Lily Alroy, Phyllis Craig, Sybil Stevenson, Bob Driscoll, Alf Driscoll, the Arrivals Quartet; and the Eight  
   "Hip" Hooray Girls. 
- Musicians: Bert Rache and the Arrivals Orchestra. 
 
 
IT'S ALL YOURS:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 Jim Gerald plays Bill Burton, a porter, in this one act musical comedy. The action centres on Burton's separation 
from his wife, Madame Velvette, and the efforts of Reggie Mason to win the heart of Mabel Banks (BC: 20 Nov. 1922, 
11). A 1927 Brisbane Courier review, which describes the revusical as a "pot pourri entertainment," further records: 
"Special mention must be made of the Red Indian camp at nightfall. The stage of the Empire has never been graced by a 
lovelier scene. Here for a few moments the audience hears some good singing, when the rich, full contralto voice of 
May Geary, the squaw breaks the stillness of the night. In the fifth scene of the first act… McDonald and Payne 
rendered some Scottish airs in the good old style and afterwards sang them with jazz effect. In the second act, Bill 
Burton… causes no end of amusement by his extraordinary antics in the modiste's shop. He does his best to help Reggie 
Mason (Ernest Crawford) an immaculate and impecunious young man about town, with tall hat, morning coat, spats, 
monocle and haw-haw, to win the hand of Miss Banks, daughter of a wealthy banker." Further mention is made of the 
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Six Twinklers who "as prancing horses in the opening chorus, as the Powder Puff ballet (a charming old-world scene) 
and in graceful dances… added grace and beauty to all the scenes in which they appeared" (30 May 1927, 15). 
 Among the songs incorporated into the 1922 production were: "Barcarolle" (sung by Shannon Raye and Ernest 
Crawford), "Ten Little Fingers" (Jim Gerald) and "Molley on a Trolley" (Winnie Trevail). The 1927 Brisbane revival 
included such numbers as "I Don't Want to Get Married" (sung by Essie Jennings), "Georgie" (Ernest Crawford), 
"Mama's Gone Young" (Betty Lambert) and "On a Trolley" (Lambert and McLaren), which is possibly the same as the 
1922 song, "Molley on a Trolley."  
[NB: Gerald staged four revusicals during his company's debut at Newcastle between weeks beginning 22 July and 12 August 1922. It is not 
yet known if It's all Yours was one of these productions] 
1922: Fullers' Theatre (Syd); 16-22 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
- Cast incl. Jim Gerald (Bill Burton), Ernest Crawford (Reggie Mason), Howard Hall (a shopwalker), Lance  
    Vane (Mr Banks), Essie Jennings (Madame Velvette), Reg Hawthorne (Kerbstone Kate), Shannon Raye  
    (Mable Banks), Winnie Trevail, Polly McLaren (Miss Cartwright, a shop girl): and the Six Twinklers (Iris  
    McKenzie, Vera Nixon, Laurel Barrett, Irene Vando, Edna Drake, Myra Rowe). 
1922: Empire Theatre (Bris); 18-24 Nov.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
1926: Fullers' Theatre (Syd); 1-7 May. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, May Geary, Betty Lambert, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 9-15 Oct. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 28 May - 3 June   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Ernest Crawford, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren,  
   Lance Vane, Dalton Payne (a nuisance), Harry Payne (another nuisance), Ray McLean (a mute who whistles  
   his wishes to the porter), May Geary (Miss Banks), Betty Lambert (Gladys May, an assistant), Howard Hall,  
   Flora McDonald (a customer), Jack Manners, Dot McLean; and the Six Twinklers. 
1928: Fullers' Theatre (Syd);  4-10 Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
 
 "Empire, The."  BC: 20 Nov. (1922), 11. 
"Empire, The."  BC: 30 May (1927), 15. 
 
 
OH, MUM: [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 In this one act musical comedy Jim Gerald utilized his expertise as a pantomime dame, playing Mrs Muggins, a 
widow with five children. The Brisbane Courier records in 1927 that Gerald "provided a veritable feats for laughter 
lovers, and had the crowd in such a state of exhaustion from continually laughing that they were glad of the respite 
afforded by the musical numbers" (28 Mar. 1927, n. pag.). When Oh Mum was given a return season some five months 
later the Courier's theatre critic wrote: "In his dame part of Mrs Muggins, he had the audience in a state of hysterical 
mirth every moment he was on the boards. As a widow with a penchant for gin who is not given to gossip about her 
neighbours, but 'knows what she knows,' he was the garrulous washerwoman to the life, and his washtub soliloquy was 
a glittering gem of mirth. There was of course a tribe of children ("bless their hearts") over whose naughtiness Mrs 
Muggins dripped large tears into the soapsuds; there was the flinty-hearted landlord who was prepared to overlook the 
rent provided he could become Mrs Muggin's third husband; and there was the usual neighbour with a strongly 
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developed borrowing habit" (22 Aug. 1927, 20). In the 1927 production Mrs Muggins' obstreperous children were 
played by Essie Jennings, Betty Lambert, May Geary, Lance Vane and Harry Burgess.  
The scenes are said to have "shifted in kaleidoscope fashion from Mrs Muggins' front garden to the kitchen, 
then on board an Atlantic liner, and finally to a beautiful Scottish landscape" (BC: 22 Aug. 1927, 20). 
 The 1926 Melbourne and Sydney and 1927 Brisbane seasons included "The Butterfly Dance" as one of the 
specialties (performed by Polly McLaren and the Six Twinklers). Songs incorporated into the 1926 production (Bijou 
Theatre) included: Gallagher and Shean" (sung by Jim Gerald and Reg Hawthorne), and "Tippy Canoe" (a trio 
performed by May Geary, Ernest Crawford and Howard Hall). The 1927 Brisbane season included: "Always" (sung by 
May Geary) and "My Little Suzannne" (Dan Weldon).  
[NB: Gerald staged four revusicals during his company's debut at Newcastle between weeks beginning 22 July and 12 August 1922. It is not 
yet known if Oh Mum was one of these productions] 
1922: Fullers' Theatre (Syd); 23-29 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
   Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Mrs Muggins), Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg  
    Hawthorne, Shannon Raye, Winnie Trevail, Polly McLaren; and the Six Twinklers (Iris McKenzie, Vera  
    Nixon, Laurel Barrett, Irene Vando, Edna Drake, Myra Rowe). 
1922: Empire Theatre (Bris); 25 Nov. - 1 Dec.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
1924: Fullers' Theatre (Syd); 19-25 Apr. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 27 Feb. - 5 Mar.  [return season: 29 May - 4 June] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 21-27 Aug.  [return season:  20-26 Nov.] 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 26 Mar. - 1 Apr. [return season: 20-26 Aug.]  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne (the landlord), Harry Burgess, Polly McLaren, Lance  
   Vane, Ernest Crawford, Howard Hall, Jack Manners, May Geary, Betty Lambert, Ray and Dot McLean,  
   Dalton Payne, Harry Payne, Flora McDonald; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 24-30 May 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings (Emma), Reg Hawthorne (Mr Flint), Howard Hall (Mr Shrewdie), Jim  
    Foran (Billy), Sadie Gale, Tom Dale (Jack Manners), Joe Hudson, Ray McLean, Joan Graham, Lily Coburn,  
   Marie Ward, Thelma Duff, Edna Ralston; and the Six Twinklers. 
1934: Tivoli Theatre (Melb); 2-8 June 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Twinklers. 
- The first half entertainment, Happy Ideas, was presented in the revue format. See Happy Ideas (1929 file). 
 
 "Empire Theatre." BC: 28 Mar. (1927), 12. 
"Fullers'." TT: Apr. (1926), 13.       [rnib] 
"Fullers Theatre."  SMH: 25 Sept. (1922), 5.       [rnib] 
 "Fullers Theatre."  SMH: 1 Mar. (1926), 5. 
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"Fun at the Empire."  BC: 22 Aug. (1927), 20. 
"Tivoli." A: 26 May (1930), 12.      [rnib] 
 "Tivoli Theatre - Jim Gerald." A: 4 June (1934), 10.      [rnib] 
 
 
CHEERIO:  [revusical]  Txt/Mus. [n/e] 
 Described in the Sydney Morning Herald as depicting the adventures of a financially embarrassed continental 
innkeeper (25 Sept. 1922, 5), the revusical may have been written either by Arthur Morley or Spencer Barry. 
 The musical numbers known to have been incorporated into the production included "several old-time songs" 
such as "Come into the Garden Maud," "Sally in Our Alley" and "Silver Threads among the Gold" (ibid, 5) 
1922: Hippodrome (Syd); 23-29 Sept. 
- Dir. Spencer Barry; Prod/Lse. Reg Wykeham; M Dir. Bert Rasche. 
 - Troupe: The Arrivals of 1922 
 - Cast incl. Sadie Gale, Bert Desmond, Mattie Jansen, George Whitehead, Ruth Bucknell, Will Gilbert, Nada  
    Conrade, Ernest Crosby. 
 - Musicians: "The Arrivals" Orchestra. 
 - See All Ashore and Ship Ahoy (both 1922) for other possible cast members. 
 
 "Hippodrome - Vaudeville." SMH: 25 Sept. (1922), 5.       [rnib] 
 
 
ODDS ON:  [revusical]  Txt/Mus. [n/e] 
 Possibly written by either Arthur Morley or Spencer Barry. 
1922: Hippodrome (Syd); 30 Sept. - 13 Oct. 
- Dir. Spencer Barry; Prod/Lse. Reg Wykeham; M Dir. Bert Rasche. 
 - Troupe: The Arrivals of 1922 
 - Cast incl. Sadie Gale, Bert Desmond, Mattie Jansen, George Whitehead, Ruth Bucknell, Will Gilbert, Nada  
    Conrade, Ernest Crosby. 
 - Musicians: "The Arrivals" Orchestra. 
 - See All Ashore and Ship Ahoy (both 1922) for other possible cast members. 
 
 
WY WURRIE?: [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 Billed in Sydney Morning Herald advertisements as 'a score of merry men and maids and the niftiest little pony 
ballet that ever kicked across the footlights' (7 Oct. 1922, 2), the 1922 Grand Opera House "musical comedy 
concoction," is described by the same paper's theatre as a series of incidents "strung together in such a way as to 
produce very humorous character sketches and a great deal of clever and dexterous miming. The author's knack of 
adaptation in rhyme gave piquancy to the vocal pieces [and] several attractive ballet's were introduced" (SMH: 9 Oct. 
1922, 10). 
1922: Grand Opera House (Syd); 7-13 Oct. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Charles Delavale, Elvie Stagpoole, Mark  
    Erickson, Hartley Court, Winnie Knight [aka Mrs Bert Le Blanc], Dolly McIntosh, Molly Warren, Ernest  
    Barraclough, Fred Garland, Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine  
    Casier, Rene Esler, Florrie Parkes.  
  
"Grand Opera House."  SMH: 9 Oct. (1922), 10. 
 
 
THE SENTIMENTAL BLOKE:  [play with music]  Txt/Lyr. C. J. Dennis, with Jack O'Hagen and  
 Bert Bailey; Mus. Jack O'Hagen 
# HFC [n. details]  
 This dramatisation of Dennis's famous poem came about through the intervention of E. J. Carroll, who 
persuaded the poet to write the script himself. After Dennis made a close study of the dramatic art he submitted the 
play, the end result apparently undergoing little alteration by the director, Bert Bailey. 
 The words and score of the musical numbers "Saturday Night" and "The Broken Vow" were attributed to 
Dennis and Jack O'Hagen. 
1922: King’s Theatre (Melb); 7 Oct. - 16 Dec. 
 - Dir. Bert Bailey; Prod. E. J. and Dan Carroll; S Art. Harry Grist. 
 - Cast: Walter Cornock (Bill, "The Bloke"), Tal Ordel (Ginger Mick), Eileen Alexander (Doreen), Freddy  
    Brown (Smoky  Ottam, aka Stror 'at Coot), Arthur Shirley (Steve Gun), Jack Souter (Spike Wegg), Edward  
    Landor (James Airley), Stella Payten (Mrs Darling), Herbert C. Walton (Arty Apps), Iza Crossley (Effie),  
   Alice Walton (Mrs Entwistle), Leslie Gordon ('Erb), Alfreda Devon (Nurse) Barney Egan (Ah Quong). 
1922: Palace Theatre; 23 Dec. 1923 - 16 Feb. 1924 
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- Dir. Bert Bailey; Prod. E. J. and Dan Carroll. 
 - Cast and production mostly as for Melbourne season. 
1926: Grand Opera House (Syd); c Nov. 
 
 "King’s Theatre - The Sentimental Bloke."  A: 9 Oct. (1922), 8. 
 "Sentimental Bloke, The."  SMH: 26 Dec. (1922), 3. 
 
 
BARE BACKS [aka CIRCUS DAYS]: [revusical]  Txt. Jim Gerald; Mus. [n/e] 
Described in 1926 advertising as a "giddy whirl of a romantic gaiety on circus life" (A: 31 July 1926, n. pag.), 
many of the incidents and characters are drawn from Gerald's ten years touring the world as an acrobat and clown with 
Oscar Pagel's circus. One critic reports that "there is a story, quite enough for a musical comedy and better than that of a 
great many musical comedies in that it supplies suitable pegs on which to hang good musical numbers, excellent 
dancing and the almost inimitable funny episodes introduced by the principal" (BC: 14 Mar. 1927, 17). The 1922 
Empire Theatre season was also enthusiastically applauded by the Brisbane Courier theatre critic, who wrote: "As most 
of the scenes were enacted in what was supposed to be the circus arena, full advantage was taken of parodying in a most 
amusing way some of the old favourite performances of the sawdusting. Amongst them the weird and wonderful 
acrobatic balancing feats achieved by Jim Gerald, in conjunction with Howard Hall, and aided by a droll mechanical 
stage device, not too much in evidence at first, were vastly entertaining as a skit upon the same stage in recent weeks by 
a world famous pair of balancers" (11 Dec. 1922, 15). 
The action revolves around Gerald's character Tom Pigh, "a detective (or 'disinfectant' as he describes himself 
on at least one occasion) who is searching for a missing heiress but seems to be always on the on the wrong scent 
despite his diligent use of a notebook (BC: 14 Mar. 1927, 17). Other principal roles include a determined lion tamer, a 
squire and a strong man. The title of the show refers to the young lady in question turning out to be one of the circus's 
bare back riders. According to a 1930 Age review the heiress, Maisie Varney, was found as an infant by a swaggering 
circus owner, George Kingpole and raised as a performer. The plot is further complicated by the attention paid to the 
young lady by a country town squire on whose property the circus has set up its tents. "Of course everything turns out 
happily," writes the critic (14 Apr. 1930, 12). In its review of the 1927 Empire Theatre return season (beginning 25 
June) the Brisbane Courier reports: "That [Gerald's character] eventually found the girl was more good luck than good 
management, and in his quest he was effectively helped and hindered by the other members of the company. The act 
served to introduce some amusing circus scenes in which fun is made at the expense of weight lifters, hand balancers 
and lion tamers" (27 June 1927, 15).   
Among the songs incorporated into the 1927 return season were: "Blackbird" (sung by Betty Lambert), "Eyes" 
(Ernest Crawford), "Washing my Lime" (Essie Jennings), "Garden Suburb" (Jim Gerald), "Somebody Lonely" 
(Crawford and Geary). An opera burlesque was also introduced by the whole company.  
The 1927 return season, staged under the title More Bare Backs, was an extended version, presented as a two 
and a half hour musical comedy. For this version Gerald inserted more comic business and songs. 
[NB: Gerald staged four revusicals during his company's debut season at Newcastle in 1922. The engagement ran between 22 July and the 
week beginning 12 August 1922. It is not yet known if Bare Backs was one of these four productions] 
1922: Fullers' Theatre (Syd); 10-16 Oct.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren; Orch Ldr. Harold  
    Vinner. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall (strong man), Lance Vane (circus proprietor), Essie  
    Jennings (adventuress), Reg Hawthorne (lion tamer), Shannon Raye (missing heiress), Winnie Trevail (a  
    Frivolity girl), Polly McLaren (a circus girl); and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel  
    Barrett, Irene Vando, Edna Drake, Myra Rowe). 
1922: Empire Theatre (Bris); 9-15 Dec.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Winnie  
    Trevail, Polly McLaren, Shannon Raye; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel Barrett,  
    Gladys Taylor, Edna Drake, Myra Rowe). 
1923: Fullers' Theatre (Syd); ca. Feb.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Letty Craydon, Reg 
   Hawthorne, Polly McLaren, Mona Thomas; and the Six Twinklers (Iris McKenzie, Vera Nixon, Laurel  
   Barrett, Irene Vando, Edna Drake, Myra Rowe)  
1924: Fullers' Theatre (Syd); 23-28 Feb.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 20-26 Feb. [return season: 12-18 June]   
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 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 31 July - 6 Aug. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
 - This was the opening production of the company's 1926 Bijou Theatre season. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 12-18 Mar. [return season: 25 June - 1 July, as More Bare Backs] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne (the lion tamer), Harry Burgess, Polly McLaren, Lance  
   Vane, Dan Weldon (the squire), Howard Hall (the strong man), May Geary, Betty Lambert, Ray and Dot  
   McLean, Dalton Payne, Harry Payne, Flora McDonald, Jack Manners; and the Six Twinklers. 
- Opened the company's 1927 Brisbane season, and mrked May Geary's first appearance with the company.  
- Dan Weldon took Ernest Crawford's role due to the latter actor's illness. 
1927: Fullers' Theatre (Syd);  12-18 Nov. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1928: Victoria Theatre (Newc); 1-7 Dec. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Jim Gerald, Lance Vane, Reg Hawthorne, Ward Lear Jnr, Billy Heaton, Una Baines, Amy Rochelle,  
    Phyllis du Barry, Letty Craydon; and the Twinklers. 
1930: Tivoli Theatre (Melb); 12-18 Apr. [as Circus Days] 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald (Tom Pigh), Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom  
    Dale (the Squire), Joe Hudson (George Kingpole), Ray McLean, Joan Graham, Lily Coburn, Marie Ward,  
    Thelma Duff, Edna Ralston (Maisie Varney); and the Six Twinklers. 
1933: Tivoli Theatre (Syd); 29 Jan. - 2 Feb. [as Circus Days] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
1934: Tivoli Theatre (Melb); 21-27 Apr. [as Circus Days] 
 - Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Twinklers.  
-  The Flying Whartons (acrobats) were specially engaged to perform tricks during the circus scenes. 
 
 "Empire Theatre."  BC: 11 Dec. (1922), 15. 
"Empire, The."  BC: 27 June (1927), 15. 
 "Gerald Revue Co, The."  TT: Nov. (1922), 21. 
 "Jim Gerald Returns to Empire."  BC: 14 Mar. (1927), 17. 
 "New Tivoli Theatre: Circus Days."  SMH: 30 Jan. (1933), 4.       
 "Tivoli Theatre." A: 14 Apr. (1930), 12. 
 "Tivoli Theatre - Bright Musical Revue." A: 23 Apr. (1934), 12.      [rnib] 
 
 
HOLCUM-JAZZBO:  [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
1922: Grand Opera House (Syd); 14-20 Oct. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Charles Delavale, Elvie Stagpoole, Mark  
    Erickson, Hartley Court, Winnie Knight [aka Mrs Bert Le Blanc], Dolly McIntosh, Molly Warren, Ernest  
    Barraclough, Fred Garland, Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine  
    Casier, Rene Esler, Florrie Parkes.  
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STEP THIS WAY:  [revusical]  Txt/Mus. [n/e] 
 It is not clear if there is any relationship between this revusical and a similarly titled show Jim Gerald's staged 
by Jim Gerald (see 1923 file). This production was possibly written by either Arthur Morley or Spencer Barry. 
1922: Hippodrome (Syd); 14-20 Oct. 
- Dir. Spencer Barry; Prod/Lse. Reg Wykeham; M Dir. Bert Rasche. 
 - Troupe: The Arrivals of 1922 
 - Cast incl. Sadie Gale, Bert Desmond, Mattie Jansen, George Whitehead, Ruth Bucknell, Will Gilbert, Nada  
    Conrade, Ernest Crosby. 
 - Musicians: "The Arrivals" Orchestra. 
 - See All Ashore and Ship Ahoy (both 1922) for other possible cast members. 
 
CAN YOU BEAT IT?:  [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 It is unclear whether this revusical is one of Bert Le Blanc's earlier shows, In Watts (1916) but with its title 
changed. The possibility that they are the same is suggested in a Sydney Morning Herald review which quotes from the 
production program: "[It is] a true story 'with a bit of exaggeration written around a small Californian town by the name 
of Watts'" (23 Oct. 1922, 5). Unfortunately no further details are forthcoming in the review and no other productions 
located to date, which makes it difficult to access the possibility of one or two separate shows having been staged. 
However, while it was not unusual for revusical companies to change the title of relatively new shows, it was less 
common practice with established productions,° which In Watts certainly was. An adaptation of the American 
Burlesque Company's 1913/14 hit production The Grafters, that show had been part of Le Blanc's regular Travesty Stars 
repertoire since 1916, and was probably last seen by the Fullers' Sydney audiences a little more than a year previous to 
Can You Beat It's 1922 Grand Opera House season (under George Marlowe's management). For this reason is unlikely 
that Le Blanc would have attempted to deceive patrons with a title change to one of his most well-known revusicals. 
One explanation for the similar settings is that he may have once again instigated a sequel - something he did previously 
with Do It Now and its follow-up, Get the Habit (both first staged in 1918). It is also possible that he made significant 
changes to the plotline of In Watts and thus the new show warranted a different name.  
The Herald's critic was seemingly unimpressed by Can You Beat It, indicating that the sketch was rather weak 
and redeemed only by the pretty costumes and graceful dancing of the ballet (ibid, 5). 
1922: Grand Opera House (Syd); 21-27 Oct. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Charles Delavale, Elvie Stagpoole, Mark  
    Erickson, Hartley Court, Winnie Knight [aka Winnie Le Blanc], Dolly McIntosh, Molly Warren, Ernest  
    Barraclough, Fred Garland, Nell Fleming, Dulcie Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine  
    Casier, Rene Esler, Florrie Parkes.  
 
 "Opera House, The."  SMH: 23 Oct. (1922), 5.       [rnib] 
 
 
SAY WHEN:  [revusical]  Txt/Mus. [n/e] 
Possibly written by either Arthur Morley or Spencer Barry, this was the final revusical staged by the Arrivals of 
1922 company at the Sydney Hippodrome. 
1922: Hippodrome (Syd); 21-28 Oct. 
- Dir. Spencer Barry; Prod/Lse. Reg Wykeham; M Dir. Bert Rasche. 
 - Troupe: The Arrivals of 1922 
 - Cast incl. Sadie Gale, Bert Desmond, Mattie Jansen, George Whitehead, Ruth Bucknell, Will Gilbert, Nada  
    Conrade, Ernest Crosby. 
 - Musicians: "The Arrivals" Orchestra. 
 - See All Ashore and Ship Ahoy (both 1922) for other possible cast members. 
 
 "Hippodrome." SMH: 23 Oct. (1922), 5.       [rnib] 
 
 
TRUMBLE'S TROUBLES:  [revusical]  Txt/Mus. [n/e]  
1922: Harry Clay's Sydney, Wollongong and Hunter Valley circuit; ca. Oct/Nov. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Dinks Patterson, George Wallace, Lulu Eugene, Harry Moreni, George Drew, Walma Raine,  
    Maudie Stewart, Cel. Delwyne, Jim Romaine. 
 
 
 
____________________________ 
 
° See for example Nat Phillips' Yes We Don't, which became The Plumbers.   
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AT THE SEASIDE:  [revuette]  Txt/Mus. [n/e] 
 Harry G. Musgrove presented the Tivoli Frolics company in a series of revuettes at the Cremorne Theatre (Bris) 
beginning early November under the direction of Englishman, James Goold-Taylor. The company also utilised the 
talents of the company's feature artists - including Englishman, Eric Masters, Moon and Morris, and Madeline Rossiter. 
While the texts for shows may have originated overseas (possibly England), they more than likely also included local 
material - comedy sketches and songs and dance sequences, along with allusions to local events and people.  
 Although no information regarding the storyline has been located to date, an advertisement placed in the 
Brisbane Courier indicates that they ran for approximately 40 minutes (3 Nov. 1922, 2) - which was around half the 
time normally allocated to revusicals. 
1922: Cremorne Theatre (Bris); 3-9 Nov. 
 - Dir. James Goold-Taylor; Prod. Harry G. Musgrove (Musgrove's Theatres Ltd); Chor. Vere Rayne; S Mngr.  
    Reg Long; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: The Tivoli Frolics 
 - Cast incl. George Moon, Daniel Morris, Eric Masters, James Goold-Taylor, Madeline Rossiter, Hector St  
    Clair, Milton Owen, Percy McKay, Dorothy Summers, Vera Benson, May Geary, Dorothy Taylor, the City  
    Four (incl. Glanmore Jones); and the Tivoli Eight.  
 
 
THE CAFE CHANTANT:  [revuette]  Txt/Mus. [n/e] 
 The Brisbane Courier records that The Café Chantant was a "bright and colourful revue… [which] may be 
tersely described as a 'little of everything'" (11 Nov. 1922, 10).  
 [NB 1: Advertising in the Brisbane Courier suggests that two other productions "Daughters of the Guard" and "Let's all go Mad" were 
staged as revuettes. The first, however, was a musical scena presented by Vera Benson, Dorothy Summers and the Tivoli Eight (and possibly some 
other members of the company); while the latter was a solo musical turn presented by Madeline Rossiter] 
 [NB 2: John N. McCallum and Harry G. Musgrove presented the Tivoli Frolics company (under the direction of Englishman, James Goold-
Taylor) in a series of revuettes at his Cremorne Theatre (Bris) in early November 1922. Beginning with At the Seaside, these productions also utilised 
the talents of the company's feature artists - including Eric Masters, Moon and Morris, and Madeline Rossiter. While the texts for shows may have 
originated overseas (possibly England), they more than likely also included local material - comedy sketches and songs and dance sequences, along 
with allusions to local events and people. Although little information regarding their storylines has yet been located, ads placed in the Brisbane 
Courier indicate that they ran for about 40 minutes (see for example 3 Nov. 1922, 2) - which was around half the time normally allocated to 
revusicals] 
1922: Cremorne Theatre (Bris); 10-16 Nov. 
 - Dir. James Goold-Taylor; Prod. Harry G. Musgrove (Musgrove's Theatres Ltd); Chor. Vere Rayne; S Mngr.  
    Reg Long; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: The Tivoli Frolics 
 - Cast incl. George Moon, Daniel Morris, Eric Masters, James Goold-Taylor, Madeline Rossiter, Hector St  
    Clair, Milton Owen, Percy McKay, Dorothy Summers, Vera Benson, May Geary, Dorothy Taylor, The City  
    Four (incl. Glenmore Jones); and the Tivoli Eight. 
 
 "Tivoli Frolics, The."  BC: 11 Nov. (1922), 10.       [rnib] 
 
 
DAUGHTERS OF THE GUARD:  [musical scena]  Txt/Mus. [n/e] 
A musical scena "with a distinctly military flavour." 
1922: Cremorne Theatre (Bris); 10-16 Nov. 
 - Dir. James Goold-Taylor; Prod. Harry G. Musgrove (Musgrove's Theatres Ltd); Chor. Vere Rayne; S Mngr.  
    Reg Long; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: The Tivoli Frolics 
 - Cast incl. Dorothy Summers, Vera Benson; and The Tivoli Eight. 
 
 
HUNTING DAYS:  [revuette]  Txt/Mus. [n/e] 
 The Brisbane Courier theatre critic writes: "Hunting Days, a sporting revuette, was a most convincing 
concluding number.  It gave a picturesque idea of the grand old English pastime, and for it there were original lighting 
effects, specially painted scenery, and handsome dressing. The scena gave ample scope for a spectacular ballet, good 
music and dancing and irresistible comedy by the leaders of the Frolics… Moon and Morris scored a decided hit in their 
simultaneous dancing and as Bertie and Archie who 'were poor, proud but particular,' they had the audience rocking 
with laughter. Time and again they were brought back" (18 Nov. 1922, 23). 
 The revuette featured such musical "gems" as: ""Hunting Chorus" (full company), "Tally Ho" (Eric Masters and 
J. G. Taylor), "The Hunting Ballet" (Tivoli Eight). 
 [NB: John N. McCallum and Harry G. Musgrove presented the Tivoli Frolics company (directed by  Englishman, James Goold-Taylor) in a 
series of revuettes at the Cremorne Theatre (Bris) in early November 1922 (beginning with At the Seaside). While the texts for these shows were 
possibly English in origin, they also more than likely also included local material - comedy sketches and songs and dance sequences, along with 
allusions to local events and people. Although little information regarding their storylines has been located to date, ads placed in the Brisbane Courier 
indicate that they ran for about 40 minutes (see for example 3 Nov. 1922, 2) - which was around half the time normally allocated to revusicals.] 
1922: Cremorne Theatre (Bris); 17-23 Nov. 
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- Dir. James Goold-Taylor; Prod. Harry G. Musgrove (Musgrove's Theatres Ltd); Chor. Vere Rayne; S Mngr.  
   Reg Long; Prop. John N. McCallum (Dandies Qld Ltd). 
  - Troupe: The Tivoli Frolics 
 - Cast incl. George Moon (Bertie), Daniel Morris (Archie), Eric Masters, James Goold-Taylor, Madeline  
    Rossiter, Hector St Clair (a jockey), Percy McKay, Milton Owen, Dorothy Summers, Vera Benson, May  
    Geary, Dorothy Taylor, The City Four (incl. Glenmore Jones); and the Tivoli Eight. 
 - Hunting Days was staged along with the vocal wedding scena Come to St George's by Leslie Stuart (the writer  
    of Floradora and Tell Me, Pretty Maiden) 
 
 "Cremorne Theatre" BC: 18 Nov. 23.       [rnib] 
 
 
KEEP LAUGHING: [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
 "The curtain was raised upon an oriental courts scene with dancing girls waving palms and moving with sinuous 
grace for the amusement of the Rajah (Mark Erickson)," writes the Sydney Morning Herald critic. "Bert Le Blanc [Ike 
Cohen] and Jake Mack [Morris Levi] as the itinerant Jews who land in the precincts of the Rajah's court, and are held 
captive, succeeded  in convulsing everybody with their clownish antics and irrelevant answers to the dignified questions 
of the Rajah. Evelyn Dudley as Balla, the Rajah's daughter, incurs her father's anger and is to be wed to one of the 
buffoons and the other is to be roasted alive. When asked the reason the Rajah replies 'Because it gives me pleasure,' 
and this expression is subsequently used by the victim in other situations with comic effect. Cyrene, the strange white 
girl (Winnie Knight) easily wins the love of the Rajah but when Levi claims her as his long-lost daughter there is a 
ludicrous scene as his majesty on bended knee craves the favour of the father's consent" (20 Nov. 1922, 7). 
1922: Grand Opera House (Syd); 18-24 Nov. 
 - Dir. Bert Le Blanc; Prod. George Marlowe. 
 - Troupe: Bert Le Blanc's Big Revue Company. 
 - Cast incl. Bert Le Blanc (Ike Cohen), Jake Mack (Morris Levi), Charles Delavale, Elvie Stagpoole, Bert  
    Dudley, Evelyn Dudley (Balla), Mark Erickson (The Rajah), Hartley Court, Winnie Knight [aka Mrs Bert Le  
    Blanc] (Cyrene), Dolly McIntosh, Molly Warren, Ernest Barraclough, Fred Garland, Nell Fleming, Dulcie  
    Melva, Tilly Dalbro, Florrie Dalbro, Dot Neville, Germaine Casier, Rene Esler, Florrie Parkes.  
 - Bert and Evelyn Dudley's engagement with the Le Blanc revue company for this production marked their first  
    appearance in Sydney for some five years. They were billed in advertising as The Dainty Dudleys. 
 
 "Grand Opera House."  SMH: 20 Nov. (1922), 7. 
 
 
MERRY LIFE:  [revuette]  Txt/Mus. [n/e] 
 A revuette with a gypsy setting. 
1922: Cremorne Theatre (Bris); 24-30 Nov. 
 - Dir. James Goold-Taylor; Prod. Harry G. Musgrove (Musgrove's Theatres Ltd); Chor. Vere Rayne; S Mngr.  
    Reg Long; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: The Tivoli Frolics 
 - Cast incl. George Moon (Bertie), Daniel Morris (Archie), Eric Masters, James Goold-Taylor, Madeline  
    Rossiter, Hector St Clair (a jockey), Percy McKay, Milton Owen, Dorothy Summers, Vera Benson, May  
    Geary, Dorothy Taylor, the City Four (incl. Glenmore Jones); and the Tivoli Eight. 
 
 
RIGHT HERE: [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 Jim Gerald appeared as Jim Narke, the man who impersonated an American millionaire and broke the Bank of 
Monte Carlo. One of the other characters in the revusical is Marjorie Hunter, to whom Narke/Gerald "makes love" (BC: 
4 Dec. 1922, 8). 
1922: Empire Theatre (Bris); 2-8 Dec.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald (Jim Narke), Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg  
    Hawthorne, Winnie Trevail, Polly McLaren, Shannon Raye (Marjorie Hunter) and the Six Twinklers (Iris  
    McKenzie, Vera Nixon, Laurel Barrett, Gladys Taylor, Edna Drake, Myra Rowe). 
 - This is believed to have been the Australian debut season for Right Here. 
 
 "Empire Theatre."  BC: 4 Dec. (1922), 8.  
 
 
SCRAPS:  [revusical]  Txt. Con Moreni; Mus. [n/e] 
 "80 minutes of riotous laughter, fun and pretty girls" (A: 16 Dec. 1922, 36), the Age also indicates that the 
subject matter was war-related and included "a decidedly humorous scrap entitled 'Active Service' (18 Dec. 1922, 6). 
1922: Bijou Theatre (Melb); 16-22 Dec. 
 - Dir. Moreni and Banvard; Prod. Fullers' Theatres Ltd. 
 560 
 - Troupe: Moreni and Banvard Revue Company. 
 - Cast incl. Con Moreni. 
 
 "Bijou - Vaudeville." A: 18 Dec. (1922), 6.       [rnib] 
 
 
LITTLE BO-PEEP:  [pantomime]  Lib. A. E. Martin; Mus. [n/e] 
Told in "twenty scenes of sensation and splendor," this version of Little Bo-Peep concerns the disappearance of 
her sheep, and their eventual discovery in spite of the evil machinations of King Spider.  Featured specialty acts and 
scenes included "Hunter and Bon in the Enchanted Castle," "The Magic Clock," "King Highty's Village," "The 
Astonishing Mushrooms," "The Swinging Demons," "Radio Land" and "Maud, the Widow's Comical Cow." 
1922: Grand Opera House (Syd); 20 Dec. 1922 - 9 Feb. 1923 
 - Dir. Dan Thomas; Prod. George Marlow; S Art. Alfred Clint, George Clint and Ed Lake; Cost. Mrs Edwards;  
   Chor. Rose Massey. 
- Cast incl. Dan Thomas (Dame Horner), Nell Fleming (Little Bo-Peep), Madge Bilton (Little Boy Blue), Mae  
    Crean (Jack), Dan Weldon (King Spider), Ray Raymond, George Lloyd, Hartley Court, Molly Warren, Rene  
    Essler, Klimo and Klifton, Hunter and Bob, Bertine Troupe. 
- A second edition of the pantomime was staged for the last week (3-9 Feb.). 
1923: His Majesty's Theatre (Bris); 17 Feb. - 3 Mar. 
 - Cast and Production mostly as for previous Sydney season. 
 
"Little Bo-Peep." SMH: 21 Dec. (1922), 10.      [see also advert. - SMH: 20 Dec. 1922, 2] 
"Little Bo-Peep." BC: 19 Feb.  (1923), 8. 
"Little Bo-Peep - George Marlow's Pantomime." GR: Dec. (1922), 12. 
 
 
JINGLES:  [revusical]  Txt. Con Moreni; Mus. [n/e] 
1922: Bijou Theatre (Melb); 23-29 Dec. 
 - Dir. Moreni and Banvard; Prod. Fullers Theatres Ltd. 
 - Troupe: Moreni and Banvard Revue Company. 
 - Cast incl. Con Moreni. 
 
 
CINDERELLA:  [pantomime]   Lib. George Ross; Mus incl. Humphrey Bishop 
 The Sydney Morning Herald reviewer wrote of the production: "The setting of this simple story is one of scenic 
charm, art, costumes and illustrative ballets rather than of broad humour, and this phase of it, aided by a flow of gay and 
graceful music, gives more refinement to the show than is sometimes the case. Just towards the end of the evening, 
however, all this goes by the board, and there is a relapse to comic vaudeville stunts which have 'nothing to do with the 
case tra-la… eliminate and thrive must be the motto of [this] new Cinderella. In this connection is it too much to ask 
that the ragtime burlesque non the prison-trio from Faust should be allowed to disappear? The classic operatic 
masterpiece should not be so misused, if only because such practices weaken, wear out and depreciate the original more 
than a thousand legitimate revivals" (26 Dec. 1922, 3). 
 One of the musical numbers written for the production was "The Ballet of the Four Seasons," which was lead by 
Rita Edmunds and Kelso Henderson.  
1922: Theatre Royal (Syd); 23 Dec. 1922 - c Jan 1923 
 - Dir. George Ross; Prod. J. C. Williamson's Ltd and Humphrey Bishop; Cond. Humphrey Bishop. 
 - Cast incl. Nada Conrade (Fairy Godmother), Kitty Reidy (Cinderella), Marie Le Varre (Prince Charming),  
    Fred Bluett (the dame), Gus Bluett (Capers), George Ross (The Baron), Walter Kingsley (Demon King),  
    Maurice Jaffey, Edward Elliott, Rita Edmonds, Kelso Henderson, Ada St Claire, Ivy Moore, James Teddy,  
    Eileen Cottey, Mlle Renée, Louisa Meadows, Robert Roberts, Ernest Lashbrooke. 
 
"Cinderella." SMH: 26 Dec. (1922), 3. 
 
 
MOTHER GOOSE:  [pantomime]  Lib/Lyr. Nat Phillips; Orig Mus/Lyr. W. Hamilton Webber; Add  
Mus. various 
#  J. Albert & Son, 1921  ["Leave Me With A Smile"] 
 The production, apart from one specialty act, was entirely Australian according to the Sydney Morning Herald 
reviewer (26 Dec. 1922, 3). The Herald review also records that Hamilton Webber's music contained much high-class 
work, and that the catchy songs promised to extend their vogue beyond the theatre. One of the songs known to have 
been sung by Amy Rochelle was "Leave Me with a Smile" (by Earl Burnett and Charles Koehler). 
1922: Fullers' Hippodrome (Syd); 23 Dec. 1922 - 24 Feb. 1923 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Chrissie Royal. 
- Cast incl. Amy Rochelle (principal boy), Eve Gray (principal girl), Arthur Helmsley (dame), Dot Davis [aka  
   Mrs Roy Rene] (Fairy Queen), Roy Rene (Mo, a sailor from Palestine), Nat Phillips (Stiffy, a sailor from  
   Sydney), David Loffman (Demon Vulture), Rene Vando (second girl), Dan M. Dunbar (The Baron), Dulcie  
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   French, W. Manning, Les Klick (The Goose) Les Warton, Bessie Story, Phyllis Culbart, Jack Horner, Mavis  
   Nelson, Everest's Monkey Hippodrome, Mirano Brothers. 
 
"Mother Goose."  SMH: 26 Dec. (1922), 3. 
"Mother Goose - Fullers' Hippodrome Pantomime."  GR: Dec. (1922), 10. 
 
 
THE BABES IN THE WOOD:  [pantomime]  Lib. James Goold-Taylor; Mus. Incl. Will Butland 
Written and directed by Englishman, James Goold-Taylor, who had been engaged by Harry Musgrove to 
manage his operations at the Cremorne Theatre some months previous, this version of Babes in the Woods appears to 
have followed the traditional storyline, with lead characters including Robin Hood, Maid Marion, the Sheriff, the two 
incorrigible comedic villains, the Dame (as a school mistress) and of course the Babes. The production is described in 
the Brisbane Courier as having been 'a triumph of painstaking organization and a tribute to assiduous rehearsal, this 
production of the popular pantomime story was staged at the end of the Tivoli Frolics' Brisbane engagement. The 
review notes too, that despite being three and a half hours in length the re was never a dull moment as… fun reigned 
fast and furious, beautiful melodic music filled the air, happy juveniles enraptured young and old alike [while] a largely 
augmented ballet transformed the stage into a veritable paradise' (23 Dec. 1922, 15). 
Staged over three and a half hours, the feature performances are said to have been Moon and Morris as the two 
incorrigible robbers and Con Colleano, "the wizard of the wire" who performed feats on a tight rope high above the 
stage. Herbert La Martine and Miss Teddy Sherry also performed their terpsichorean novelty, "The Staircase Dance." 
One of the features of the production was the specialty high wire turn presented by Con Coleano (the Wizard of 
the Wire).    
Musical numbers incorporated into the pantomime included: "Autumn Ballet" and "Rose Ballet," several 
Christmas carols, and a scenic song "The Nightlight" (sung by Vera Benson).  
1922: Cremorne Theatre (Bris); 22 Dec. 1922 - 19 Jan. 1923 
 - Dir. James Goold-Taylor; Prod. Harry Musgrove (Musgrove Theatres Ltd); M Dir. Will Butland; Chor.  
    Vera Rayne; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Troupe: The Tivoli Frolics. 
 - Cast incl. Dorothy Summers (Robin Hood), Vera Benson (Maid Marion), Hector St Clair (Dame Flannelfeet), 
  Charles Albert (Baron Hardup), Milton Owen (Lawyer Snatcher), George Moon (Bam), Dan Morris (Boozle),  
   Nina St Clair (Fairy Queen), Percy McKay (Showman), Gertie McQueen (Little John), Daisy Wilson (Will  
   Scarlett), Donna Toppin (Reggie), Glenmore Jones (Town Crier), Maida Jones (Cissie), Con Colleano (wire  
   walker), Gloria Arndell, Baby Arndell, Herbert La Martine and Teddy Sherry (dancers). 
- The production also involved a large number of children (incl. Baby Arndell). 
 
 "Babes in the Wood." BC: 23 Dec. (1922), 15.     
 "Music and Drama." BC: 23 Dec. (1923), 16] 
 
 
PUSS IN BOOTS:   [pantomime]   Lib. Frank Neil; Mus. [n/e] 
 Possibly written with some assistance from Jim Gerald, the pantomime was accorded praise from the Sydney 
Morning Herald for its lavish scenic settings and cast. "Without a strong personal element," records the paper's theatre 
critic, "no show could hope to win popularity. There is no weakness on that score with Puss in Boots which has a strong 
cast of leading players behind it and a chorus, unusually strong in singing and dancing to give an effective background 
to the principals" (SMH: 27 Dec. 1922, 8).. 
1922: Majestic Theatre (Syd); 26 Dec. 1922 - 2 Feb. 1923 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd. 
- Cast incl. Jim Gerald (dame), Nellie Kolle (Royalty), Shannon Rae (Princess Goldenlocks), Kathleen Shearer  
   (Puss 'n Boots), Reg Hawthorne, Frank Neil, Eric Lennon. 
 
"Puss in Boots."  SMH: 27 Dec. (1922), 8.     
"Puss in Boots at Newtown Majestic."  GR: Dec. (1922), 9. 
 
 
* CABARET JAZZERS:  [revusical]  Txt. Charles Delavale; Mus. [n/e]  
  Described in advertising as "Our Big Novelty… with Porky and Ikey as The Friendly Enemies." 
1922: Harry Clay's Sydney, Wollongong and Hunter Valley circuit;  
 - Prod. Clay's Bridge Theatre Ltd; 
 - Cast incl. Jack Kearns (Porky), Charles Delavale (Ikey). 
 
 
* HELLO EVERYBODY:  [revusical]  Txt. Nat Hanley; Mus. [n/e]  
 Described in advertising as "Our First Part Novelty… with Bluey and Dopey and Our Mob."  
[NB: There does not seem to be any relationship between this revusical and J. C. Williamson's 1918 Christmas revue of the same name, 
 which included Clyde Cook, Minnie Love, Jack Cannot and Villiers Arnold among the cast.] 
1922: Harry Clay's Sydney, Wollongong and Hunter Valley circuit;  
 - Prod. Clay's Bridge Theatre Ltd. 
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 - Cast incl. Nat Hanley (Bluey), Harry Coyle (Dopey), Winnie Edgerton, Tom Arnold, Topsy and Peggy Kay,  
    Connie Graham, The Four Johnstons, Arthur Elliott. 
 
 
* NIGHTY NURSE:  [revusical]  Txt/Mus. [n/e]  
  Described in advertising as "Our Big Laughter Hit… An all new show….  featuring Mutt and Chop." 
1922: Harry Clay's Sydney, Wollongong and Hunter Valley circuit;  
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Ted Stanley (Chop), Harry Mansfield (Mutt). 
 
 
* LILAC TIME:  [play with music]  Txt. Adrian Ross; Mus. Franz Schubert; Add Mus. George H. Clutsam  
  and Heinrich Berté 
 This highly successful romantic musical based on the life of composer Franz Schubert was adapted into English 
by Adrian Ross from the German operetta, Das Dreimaderlhaus (116) by A. M. Willner and Heinz Reichert (itself 
based on the novel Schwannerl by Dr Raimer H. Bartsch). The musical program comprises mostly original musical 
pieces by Schubert which were arranged, adapted and re-interpreted by Australian-born composer/pianist George H. 
Clutsam and Heinrich Berté, and to which Adrian Ross added lyrics. 
Set during the decade 1820-1830, the story revolves around the Franz Schubert's infatuation with a young 
woman, Lili (originally Mitzi). Being shy and introverted he is too shy to approach the woman and therefore asks his 
friend to propose on his behalf. Much of the comedy and dramatic action surrounds both the love complications and the 
circle of talented friends keeping the composer company. Set over three acts, the settings are: Act 1. The Forecourt of a 
Lodging House; Act 2. The Drawing Room in the Zell's House (a few weeks later) and Act 3. The Prater (next 
morning). 
 Of the seventeen or more songs incorporated into the dramatic action the most notable include: "Hark, Hark, the 
Lark" (solo and quartette); "Under the Lilac Bough" (male chorus); "The Flower" (sung between Lili and Schubert); 
"Serenade" (Schubert); "Yodel Song" (duet between Christian and Marie), "Four Jolly Brothers," "The Golden Song," 
"Maiden Try to Smile" (Lili and Schober) and "My Sweetest Song of All." Additional musical pieces known to have 
been incorporated into productions of the play are those from such works by Schubert as: the "Unfinished Symphony," 
a duet adapted from Rosamunde, and the March from Musical Moment and "Thine is my Heart" (originally 
"Impatience" from the song cycle The Fair Maid of the Mill).  
1922: Lyric Theatre (London); 
 - Dir. Dion G. Boucicault; M Arr. George H. Clutsam and Heinrich Berté. 
 - Cast incl.  Courtice Pounds, Clara Butterworth, Edmund Gwen, Percy Hemming, Eve Lynn. 
 - This production played over 600 performances to 1924. 
1924: Her Majesty's Theatre (Syd); 24 May - 
 - Dir. Dion G. Boucicault; M Dir. Andrew MacCunn; M Arr. G. H. Clutsam and H. Berte. 
 - Cast incl.  John Ralston (Schubert), Claude Flemming (Baron Von Schober), Eve Lynn (Lilli), Arthur Stignant  
    (Christian Veit), Robert Chisolm (Noglan), Herbert Browne (Schwind), Mollie Tyrell (Marie Veit), Byrl  
    Walkely (La Marini), Harry Ratcliffe (Kappel), Renee Barlee (Tilli), Mabel Gibson (Willi), Sydney Stirling  
    (Count Scharntorff), Blake Adams (the detective), Colin Bell (the boy), Katie Towers (the caretaker), (the  
    saddler), William Perryman (the postmaster), Edward Sherras. 
- This production saw the Australian debut of Eve Lynn, who starred in the original London production. 
1926: Theatre Royal (Syd); 1 May - 
 - Prod. J. C. Williamsons Ltd. 
- Troupe: The Royal Comics. 
 - Cast incl. Adele Crane, John Ralston, Claude Fleming, Arthur Stignant, Leslie Holland, Mascotte Ralston. 
1926: Royal Comics tour (NZ); 19 June (tour opening production) 
 - Troupe: The Royal Comics. 
 - Cast incl. Adele Crane. 
 - Tour itinerary incl. Auckland 19 June; Dunedin 31 July - 7 Aug; Invercargill 10-11Aug; Oamaru 11 Aug. 
1933: Royal Theatre (Syd); 11 Feb. - 
- Cast incl.  John Ralston (Schubert), Gregory Stroud (Baron Von Schober), Leo Darnton (Schwind), Arthur  
    Stignant (Christian Veit), Evelyn Gardiner (La Marini), Leslie Holland (Count Scharntorff), Ivan Menzies (the  
    detective), Mary Bremner, Mary Hotham, Rona Wimpney.  
1941: Theatre Royal (Syd); 
 - Cast incl. Viola Tate, John Fullard. 
1942: Stoll Theatre, London; 13 Oct. - 
 - Cast incl. Frank Titterton (Schubert), Irene Eisinger (Lili), Derek Oldham, George Graves. 
 - The London Times review notes that this production was the ninth English revival since 1922. 
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1964: Tivoli Theatre (Syd); 27 Aug. –  
 - Dir. Stanley Willis Croft. 
- Cast incl. John Larson, Marry Bassano, Kevin Mills, Anthony Brazell, Barbara Angell, Rosemary Butler,  
    Audrey Duggan, Gladys Anderson, Ron Shand, Neville Grave, Leonard Lee, Evan Dunstan, John Baker,  
    Dennis O'Keefe, Sheila Lawrence, Irene Bevans, Colin Briggs, Mary Banfield. 
1982: Latvian Theatre (Strathfield, Syd), Strathfield Light Opera Co; 24-28 Nov. 
 
 E. D. K.  "Plays of the Month: Lilac Time."  GR: July (1924), 19, 25. 
 "Lilac Time: An Art Play with Music."  SMH: 26 May (1924), 5. 
 "Lilac Time: Revival at the Stoll."  LT: 14 Oct. (1942), 6. 
 "Sundry Shows."  B: 29 May (1924), 34. 
 "Sundry Shows."  B: 15 Feb. (1933), 18. 
 "Vanbrugh-Boucicault Plans."  SMH: 24 May (1924), 12.     [see also advert. - SMH: 24 May 1924, 2] 
 
 
ALL THE WINNERS:  [revue]  Txt/Mus. [n/e] 
1922: Cremorne Theatre (Bris);  
 - Prod. John N. McCallum/Musgrove Theatres Ltd; Prop. John N. McCallum (Dandies Qld Ltd). 
 
 
 
 
 
 
Reg Wykeham  
Producer of the Arrivals of 1922,  
Hippodrome (Sydney) 
Photograph taken during 1907 Ward and 
Willoughby tour 
Theatre Aug. (1907), 13. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
Dan Thomas (as the dame)  
Photograph from the 1915/16 Dick Whittington and His 
Cat season, Adelphi Theatre (Sydney) 
Green Room Feb. (1916), 31. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 
 
 
 
 
 
 
 
 
 564 
1923 
 
AROUND THE WORLD:  [revusical]  Txt/Mus. [n/e] 
 Possibly written by Alf Coleman and/or Bert Desmond 
1923: NSW regional tour; ca. Jan. 
 - Prod. Stanley McKay; Dir. Alf Coleman. 
 - Troupe McKay and Coleman's Aldwych Theatre Company. 
 - Cast incl. Bert Desmond, Mattie Jansen. 
 - Itinerary incl. Guyra, Tenterfield, Glen Innes, Quirindi and Tamworth, NSW Northern Rivers.  
 - Other productions staged incl. Bluebeard, Bo-Peep and Mother Hubbard.   
 
THE MERRY MASQUERADER:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 The Brisbane Courier theatre critic writes in 1927: "Masquerading as a millionaire whose eccentricities are 
overlooked in view of his supposed wealth, [Jim Gerald's character] becomes entangled in a love affair which provides 
a series of incidents affording [the comedian] every scope for his inimitable acting" (20 June 1927, 20). According to a 
1930 Age review the impersonation is a last resort attempt to foil the father's plan to have the daughter marry another 
millionaire, Cyrus Hawke (23 June 1930, 12). A 1928 review in the Sydney Morning Herald sheds a little more light on 
the revusical: "In successive sketches [Gerald] characterized a forgetful cinema cameraman and a desperate deadbeat 
who wanted to live in gaol. As the leading figure of the Merry Masquerader he was once more in a penniless condition 
but decided to pose as an American millionaire with a view to becoming engaged to the daughter of a wealthy English 
baronet" (12 Mar. 1928, 5).  
1923: Fullers' Theatre (Syd); ca. Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast  incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings (Mrs McQuibble), Reg  
    Hawthorne, Polly McLaren, Mona Thomas, Letty Craydon; and the Six Twinklers (Iris McKenzie, Vera  
    Nixon, Myra Rowe, Kathleen Gillespie, Laurel Barrett, Thelma Duff). 
1924: Fullers' Theatre (Syd); 1-7 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Ernest Crawford, Polly McLaren, Lance Vane, Howard  
    Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 27 Mar. - 2 Apr.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 2-8 Oct. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Myra Rowe, Betty Lambert, Mona Thomas; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 18-24 June   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
1928: Fullers' Theatre (Syd);  10-16 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1929: Majestic Theatre (Adel); 16-22 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Jim Gerald, Essie Jennings, Letty Craydon, Lily Coburn, Ron Shand, Billy Heaton, Reg  
    Hawthorne, Linda Foy.  
 - NB: Lance Vane and Phyllis du Barry left the troupe around mid-late March. They were replaced by Lily  
    Coburn and Ron Shand. 
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1930: Tivoli Theatre (Melb); 21 -27 June 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston (the daughter);  
    and the Six Twinklers. 
 
 "Empire Theatre."  BC: 20 June (1927), 20. 
 "Fullers' Theatre." SMH: 12 Mar. (1928), 5. 
 "Tivoli Theatre." 23 June (1930), 12. 
 
 
STEP THIS WAY:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 "Step This Way consists of a number of silhouettes," records the Brisbane Courier in 1927. "Each… has its own 
particular kind of humour, while connecting them up is a story which is in complete consonance with the requirements 
of a farce" (11 July 1927, 3). The paper's critic goes on to note: "In Jim Gerald is seen a comedian who can always give 
a humorous situation its full justice, and he frequently kept the house for several minutes in roars of laughter. He was 
ably supported by Reg. Hawthorne, who scored particularly in the 'Eternal Triangle' scene, in which he was placed in 
the awkward situation of making explanations to an irate husband. One scene that stood out as being particularly 
cleverly presented was a little episode in the life of a working girl [Betty Lambert] and a postman [Gerald]." Another 
"hilarious sketch" according to the critic was "The Golden Casket" (11 July 1927, 3).  A review of the Fullers' Theatre 
season the year before provides a little more detail: "Jim Gerald delighted the audience with his humorous antics and 
original wit as the clownish and over-obliging shopwalker in a jeweller's shop," writes the Sydney Morning Herald 
critic. "Ernest Crawford ably took the role of Viscount Thorley, who shares in the plot, in which the action is transferred 
to colourful Spain (10 May 1926, 5).  
 Songs known to have been incorporated into the 1927 Brisbane production were: "Red Robin" and "Talking to 
the Moon" (both sung by Betty Lambert). 
 [NB: It is not clear what relationship, if any, this revusical has with Spencer Barry's similarly titled 1922 production, staged at the Sydney 
Hippodrome in 1922. See 1922 file for details of that revusical] 
1923: Fullers' Theatre (Syd); ca. Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
 - Troupe: Jim Gerald's Miniature Musical Comedy Company. 
 - Cast incl. Jim Gerald, Ernest Crawford, Howard Hall, Lance Vane, Essie Jennings, Reg Hawthorne, Polly  
    McLaren, Mona Thomas, Letty Craydon; and the Six Twinklers (Iris McKenzie, Vera Nixon, Myra Rowe,  
    Kathleen Gillespie, Laurel Barrett, Thelma Duff). 
1926: Fullers' Theatre (Syd); 8-14 May. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 13-19 Nov. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Myra Rowe, Mona Thomas, Betty Lambert; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 9-15 July   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
- This was the first time the show had been staged in Brisbane. 
 
 
SOME NIGHT:  [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
1923: Fullers' Theatre (Syd); 12-18 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess, Richard  
    Butler, Mabelle Morgan, Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie Monroe,  
    Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
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OUT WEST: [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
 "The Ward and Sherman Company have ingeniously woven a wild west episode, with concomitant guns and 
violence… The start verities of cowboy life hardly fit in with the idea of dainty ballet girls, soft romantic music, love, 
and love-making, but given a shoutingly funny sheriff like 'Little Hermie Shultz' and an intermediate link of burlesque 
is supplied, which quite satisfactorily unites the contrasting elements of the story" (SMH: 21 May 1923, 5). Set in the 
Lame Dog Bar, Ward initially played the Sheriff of Lame Dog Gully (SMH: 19 May 1923, 2), but by 1927 appears to 
have switched roles. The Argus records in this respect: "Little Hermie the umbrella mender meets heaps of trouble from 
the bold bad men [with] Bert Le Blanc the valiant sheriff' (21 May 1927, n. pag.).  
1923: Fullers' Theatre (Syd); 19-25 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess, Richard  
    Butler, Mabelle Morgan, Miss Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie  
    Monroe, Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
1924: Fullers' Theatre (Syd); ca. Jan/Feb. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: Little Hermie and Company. 
 - Cast incl. George H. Ward. 
1924: Harry Clay's Sydney city and suburban circuit; ca. Feb/Mar. 
 - Dir. George H. Ward; Prod. Clays Bridge Theatre Co. 
 - Troupe: Little Hermie and Company. 
 - Cast incl. George H. Ward. 
1927: Bijou Theatre, Melbourne; 21-27 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc (Abe Cohen), Carlton Chase, Ern Delavale, Will Beresford, Lily  
    Vockler, Winnie Edgerton, Valerie Rougal, Grace Savieri. 
 
 "Bijou - Revue and Vaudeville."  ARG: 23 May (1927), 20.       [rnib] 
 "Fullers Theatre." SMH: 21 May (1923), 5. 
 
 
SOCIAL CLIMBERS [aka SOCIAL VAMPS]: [revusical]  Txt. George H. Ward and Charles L.  
 Sherman; Mus. [n/e]  
 Described as "a social splash in society." One of the songs incorporated into the 1923 production was "Mother 
in Ireland," sung by Les Warton (SMH: 9 June 1923, 2). 
1923: Fullers' Theatre (Syd); 9-15 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess, Richard  
    Butler, Mabelle Morgan, Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie Monroe,  
    Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
1927: Bijou Theatre, Melbourne; 18-24 June  [as Social Vamps] 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
WHOSE WIFE: [revusical]  Txt. George H. Ward and Charles L. Sherman; Mus. [n/e]  
1923: Fullers' Theatre (Syd); 30 June - 6 July 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ward and Sherman Company. 
 - Cast incl. George Ward (Hermie), Les Warton (Mike O'Brien), Charles L. Sherman, Harry Burgess, Richard  
    Butler, Mabelle Morgan, Curley Sherwood, Ida Merton, Dorrie Tointon, Phyllis Whisken, Nessie Monroe,  
    Mercia Elliott, Gladys Nyholme, Ida Fielder, Zoe Midgley. 
 
 
PHARAOH'S DAUGHTER:  [revusical]  Txt. Con Moreni; Mus. [n/e] 
1923: Fullers' Theatre (Syd); 7-13 July  
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Musical Comedy Co. 
 - Cast incl. Con Moreni, Harry Moreni, Trixie Ireland, Dolly Varni, Ida Leggat, Gordon Terry, Dan Weldon,  
    Leslie Austin, Alex McAllister, Flo Wilson, Edith Berridge, Alma Mackie, Topsy Kay, Marjorie Keogh, Mina  
    Goldberg. 
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CAUGHT IN CAIRO: [revusical]  Txt. Con Moreni; Mus. [n/e] 
1923: Fuller's Theatre (Syd); 28 July - 2 Aug. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Musical Comedy Co. 
 - Cast incl. Con Moreni, Harry Moreni, Trixie Ireland, Dolly Varni, Ida Leggat, Gordon Terry, Dan Weldon,  
    Leslie Austin, Alex McAllister, Flo Wilson, Edith Berridge, Alma Mackie, Topsy Kay, Marjorie Keogh, Mina  
    Goldberg. 
1924: Bijou Theatre (Melb); 1-7 Nov. 
- Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Co. 
 - Cast incl. Con Moreni. 
 
 
A MATRIMONIAL MIX-UP:  [revusical]  Txt. George Drew; Mus incl. George Drew  
1923: Harry Clay's city and suburban circuit (Syd); ca. Oct/Nov. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Dinks Patterson. 
 
 
THE NIGHT CLUB:  [revusical]  Txt. George Storey; Mus. [n/e] 
1923: Fullers' New Theatre (Syd); 10-16 Nov. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
 
 
FIND THE LADY:  [revusical]  Txt. George Storey; Mus. [n/e] 
 Partly set at an "impossible railway station and at a picturesque Australian ocean beach," some of the skits 
included a satire on railway timetables and bathing sheds. One of the scenes also saw Hazel Fuller (as the heroine) 
undertake a rendition of "Il Bacio." 
1923: Fullers' New Theatre (Syd); 17-23 Nov. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
 
 TT: Dec. (1923), 18.      [rnib] 
 
 
THE MEN IN POSSESSION:  [revusical]  Txt. George Storey; Mus. [n/e] 
 "Gay goings on when blustering bailiffs force entry into the house of a wealthy citizen by mistake. The home 
owner happens to be entertaining fashionable company on a wedding anniversary" (SMH: 26 Nov. 1923, 6). 
1923: Fullers' New Theatre (Syd); 24-30 Nov. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
1928: Bijou Theatre (Melb); 26 May - 1 June 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Troupe: Storeyettes Revue Company. 
 - Cast incl. Robert Roberts, Arthur Aldridge, Nell Fleming, Phyllis Whisken, Jack Morrison, Dulcie Miller,  
    Patsy Hall, Vernon Sellars, Airline Patterson, May Webster. 
 - Although advertised as closing on 1 June the company's season was extended to 8 June due to popular  
    demand. 
 
"Fullers Theatre." SMH: 26 Nov. (1923), 6. 
 
 
THRU' THE NIGHT:  [revusical]  Txt/Mus. [n/e]  
1923: Harry Clay's city and suburban circuit (Syd); ca. Nov. 
 - Prod. Clay's Bridge Theatre Ltd. 
 
 
____________________________ 
 
NB 1 :  It is unclear if the artist referred to as Dulcie Miller (with the George Story Storiettes) was in fact Dulcie Melva (or vice versa). The 
similarities in name suggest a possible error in the relevant primary sources. 
NB 2:   Ada Scaddan's surname is sometimes spelled Scadden. 
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TROUBLES:  [revusical]  Txt. George Drew; Mus. [n/e] 
1923: Harry Clay's city and suburban circuit (Syd); ca. Nov/Dec. (incl Gaiety Theatre; c Nov) 
 - Dir. George Drew; Prod. Clay's Bridge Theatre Co. 
 - Cast incl. George Drew. 
 
 
EXPLOSIONS:  [revusical]  Txt. George Storey; Mus. [n/e] 
1923: Fullers' New Theatre (Syd); 1-7 Dec. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
 
 
SPANISH LOVE:  [revusical]  Txt. George Storey; Mus. [n/e] 
1923: Fullers' New Theatre (Syd);  8-14 Dec. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
 
 
THE PRINCE OF OSTEND:  [revusical]  Txt. George Storey; Mus. [n/e] 
1923: Fullers' New Theatre (Syd); 15-21 Dec. 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Storey, Les Pearce, Roy Workman, Frank Haining, Hazel Fuller, Dulcie Miller, Ada  
    Scaddan, Will Kenny. 
 
 
LITTLE RED RIDING HOOD:  [pantomime]  Txt. Jim Gerald; Mus. [n/e] 
 "The familiar nursery story has been expanded to admit last minute rescues by Boy Blue, a droll love adventure 
[between] the Dame and Lord Helpus, and a dazzling series of ballets and dances, culminating in the grand march in the 
Palace of Porcelain… the initial performance reflected the humour and taste of the author and his assistants, the 
painstaking rehearsal of principals and chorus, the art of the costumiers and decorators, and the smooth efficiency of 
mechanics and stage hands" (SMH: 24 Dec. 1923, 6). 
1923: Fullers' Theatre (Syd); 24 Dec. 1923 - 30 Jan. 1924. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; Chor. Polly McLaren. 
 - Cast incl. Jim Gerald (Dolly Dimples, the dame), Reg Hawthorne (Lord Helpus), Lance Vane (Willie, a fat  
    boy), Marie La Varre (Boy Blue), Rene Barlee (Red Riding Hood), Essie Jennings (Fairy Queen), Howard  
    Hall (King Wolf), Billy Le Brun (Rachel the dog), Mona Thomas, Letty Craydon, Polly McLaren, Kitty  
    Morton, Myra Rowe, Ernest Crawford, Fred Moore, Cliff Stevens, Rice and Elmer (acrobats). 
 
 "Little Red Riding Hood: Fuller's Theatre." SMH: 24 Dec. (1923), 6. 
 
 
DICK WHITTINGTON AND HIS CAT:  [pantomime]  Txt/Mus. [n/e] 
 Little is currently known about this Fullers pantomime, including its author and director, due largely to limited 
primary sources being available. While the company is known to have produced at least three Dick Whittington 
pantomimes in Australia between 1921 and 1923, this production is unlikely to be unrelated to the other two. The first, 
written and directed by Nat Phillips (Grand Opera House, Syd; beginning 26 Dec. 1921), included Stiffy and Mo among 
the characters While advertising does not attribute either the libretto or original music of the second production (Palace 
Theatre, Melb; 24 Dec. 1922) to the authors of the 1921 pantomime there is some evidence to suggest that they are 
related (see 1921 entry for further details).  
1923: Majestic Theatre (Syd); 22 Dec. 1923 - 26 Jan. 1924. 
 - Prod. Fullers' Theatres Ltd.  
 - Cast incl. Nellie Kolle (Dick), Nellie Anderson (principal girl), Frank Perryn (dame), Pat Nash (Idle Jack),  
    Charles L. Sherman (Baron). 
 
 
THE BONG BONG CUP:  [revusical]  Txt. Charles Delavale; Mus. [n/e]   
1923: Harry Clay's Sydney suburban circuit; ca. Dec 1923 - Jan. 1924. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Charles Delavale (Ike), Mark Erickson, Bonnie, Linden and Berridge, Alf Wise. 
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1924 
 
Ma Mie Rosette, Paul Lacombe's French operetta was staged as part Gladys Moncrieff's farewell season at 
Sydney's Her Majesty's Theatre over April and May.  In the role of Rosette, which she had previously played in 1915, 
Moncrieff revived her rendition of "I was Dreaming" during the second act.  The song had originally been written for 
Nellie Stewart by Sydney-based music director/conductor/composer and pedagogue Auguste W. Juncker when she 
played Rosette at the Lyceum Theatre (Syd) in 1894.   
The Fullers, in association with Hugh J. Ward, presented Cinderella at the Princess Theatre (Melb) beginning 
20 December. Although the pantomime's director Frank Neil and music director Fred Whaite may have contributed 
some original material, this production is believed to have been essentially the same show that was produced earlier at 
the London Hippodrome. The book and lyrics for that production are by Clifford Harris and Valentine, with the music 
composed by James W. Tate. Cinderella was revived by the Ward-Fuller's management the following year at the Grand 
Opera House, with Frank Neil again the director. The principal boy role played by Kitty Reidy in Melbourne was 
undertaken in Sydney by Amy Rochelle. 
__________ 
 
THE EAST ENDERS: [revusical]  Txt. George Drew; Mus incl. George Drew  
1924: Harry Clay's city and suburban circuit (Syd); ca. Jan/Feb. 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Dinks and Company. 
 - Cast incl. Dinks Patterson. 
 
 
THE HEALTH RESORT: [revusical]  Txt/Mus. [n/e]  
A revue of the same name was presented on the Clay circuit in 1927 by Bert Desmond's company.  The 
relationship between the two is unclear.  It is possible that this version was written or devised by Charles Delavale, 
along with other members of the troupe. 
1924: Harry Clay's city and suburban circuit (Syd); ca. Jan/Feb. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles "Ike" Delavale. 
 
 
DON'T TELL THE WIFE [aka MUM'S THE WORD]:  [revusical]  Txt. Jim Gerald; Mus.  
 [n/e] 
 In reviewing Don't Tell the Wife at the Empire Theatre in 1927 the Brisbane Courier records: "The plot, what 
there is of it, hinges upon the interpretation of a will. May Geary as Lulu was a splendid vamp and snared the affections 
of Harold Pottleberry, played by Jim Gerald in his inimitable manner. When the lady discovers that Harold does not 
benefit under the will she promptly transfers her affections to a village bumpkin, who really inherits the money. She 
successfully vamps him - and marries him at the finish, having really fallen in love…. The comedy is in three acts, and 
some charming lighting effects were secured" (21 Mar. 1927, 17). When the show was revived some three months later 
the paper's critic provided further insight into the storyline: "Of course Mr Gerald is the husband. He is a gay dog; and 
the sad thing about it is that he had led his future son-in-law into trouble, too.  When the curtain rises the wife who must 
not be told discloses the fact that Harold Pottleberry - her husband - has been out all night. He has not been home for 36 
hours; and when he does arrive he is in the condition of not caring whether it shows, although he is conscious of the 
moral power of his wife. He is a henpecked man. He admits it with glee; but his spirits are irrepressible." The revusical 
is said to have finished with a "pretty scene in China Town" (4 July 1927, 10).  
An Age review provides additional details concerning the storyline as staged in 1930: "The plot in Don't Tell the 
Wife centres round the distribution of a large sum of money left by a clerical relative of the Pottlebury and Smith 
families. Members of the Pottlebury family - mother, father and daughter - are buoyed up with expectations but Tom 
Smith (a country youth) does not trouble greatly about the amount he is to receive. When the will is read it is disclosed 
that Mr Pottlebury (who by the way is given to excessive drinking) is dismissed with the deceased prelate's blessing, his 
wife receives 15/- and the daughter £2,000. The remainder of the estate, valued at £50,000, is bequeathed to Tom Smith. 
A friend of the deceased, Patrick Flannagan, engaged to Hilda Pottlebury, also expected to be remembered in the will, 
but was cut out. There was a condition, however, attached to the legacy of £50,000. It prohibited Smith from making an 
offer of marriage before 6pm on the day the will was read - a period of four hours. Then the fun began. Pottlebury and 
Flannagan conspired to persuade Lulu, a fascinating French adventuress, to make 'lightening love' to Tom Smith, and 
force a proposal within the limited time at her disposal. She, however, falls in love with him herself and will not permit 
him to propose until the final stroke of six. The scenes were full of humorous situations which gave Jim Gerald ample 
scope" (28 Apr. 1930, 12). 
 The cast of characters includes: Mr and Mrs Pottleberry, Hilda (their daughter), the son-in-law, a French count, 
a detective, a lawyer, Lulu (a vamp), a maid and the bumpkin. A review of the 1928 Fullers' Theatre season indicates 
that some Gerald played a number of roles in the show. "Mr Gerald kept the audience in continual laughter … in this 
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comedy in which he ludicrously impersonated a Spanish senorita, a coy maid-servant, a picturesque Chinese and a 
drunken husband," writes the Sydney Morning Herald theatre critic. "There is a plot in this play about a will and the 
schemes of those who try to break it; but the interest in this is quite secondary to that of the clever fooling of the 
comedians and the bright songs and dances of the principals and the Twinklers. The piece was written and produced by 
Mr Gerald" (30 Jan. 1928, 6). Regarding Gerald in the role of Mr Pottleberry the Age theatre critic writes in 1934: 'Jim 
Gerald, in his O. S. suit and red wig danced, tumbled, sang and gagged with is customary skill (21 May 1934, 10). 
 The musical numbers for the 1927 Brisbane production, which was expanded to an entire evening's 
entertainment included: "Strolling Back" (sung by Ernest Crawford), "Lu Lu" (May Geary), "Millions of People" (Jim 
Gerald) and "I Want You Lulu" (Reg Hawthorne). A review in the Brisbane Courier indicates that this "rare two and a 
half hours of fun" included "a large number of new and up-to-date sketches… new scenes, gags and business" (2 July 
1927, 26). Songs performed during the 1933 Sydney revival, which is described as "a laughable domestic revue in three 
scenes" (SMH: 13 Mar. 1933, 5), included: "Here are We" (Frieda Bohning and chorus), "Life is Just a Bowl of 
Cherries" (Heather Jones), "Millions of People" (Jim Gerald) and "I Want You Lu Lu" (Reg Hawthorne). 
[NB: It is unclear why a 1934 Age review of Troubles of Hector (7 May 1934, 10) mentions a character (the vamp) and a dramatic situation 
that are more in line with the plot of Don't Tell the Wife (Gerald as a meek and neglected husband vegetating in a world of completely emancipated 
women). Neither aspect appears to have any relationship with Troubles of Hector.] 
1924: Fullers' Theatre (Syd); 16-22 Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Miniature Musical Comedy Company. 
- Cast incl. Jim Gerald (Mr Pottleberry), Essie Jennings (Mrs Pottleberry), Reg Hawthorne (the bumpkin, also  
   described as "a bashful lover"), Polly McLaren (Mimi, a French maid), Lance Vane (Count Boulevard, an  
   excitable Frenchman), Ernest Crawford (the son-in-law), Howard Hall (the lawyer), Letty Craydon, Mona  
   Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 13-19 Feb. [return season: 3-9 July]   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert (Hilda Pottlebury), May Geary (Lulu), Neva Carr-Glynn;  
   and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 23-29 Oct. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 19-25 Mar. [return season: 2-8 July]   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess (Detective Piquart), Polly McLaren  
   Lance Vane, Howard Hall, Ernest Crawford, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Jack  
   Manners, Flora McDonald, Ray and Dot McLean; and the Six Twinklers. 
- Staged over two and a half hours, this version of Don't Tell the Wife is believed to have included additional  
   song and dance numbers, along with new comic business. 
1928: Fullers' Theatre (Syd);  28 Jan. - 3 Feb. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 26 Apr. - 2 May 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
1933: Tivoli Theatre (Syd); 10-16 Mar. [as Mum's the Word] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
1934: Tivoli Theatre (Melb); 19-25 May 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
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- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Six  
   Twinklers. 
- The first half entertainment, titled Happy Ideas was presented in the revue format. See Happy Ideas entry in  
   1929 file. 
-  Charles L. Sherman joined the troupe the previous week replacing George Moon Jnr, who went on to join the  
    Melbourne season of George M. Cohan's The Merry Malones (Apollo Theatre, beginning 23 June).  
 
"Don't Tell the Wife."  BC: 4 July (1927), 10. 
"Empire Theatre." BC: 21 Mar. (1927), 17. 
"Empire Theatre." BC: 2 July (1927), 26. 
"Fullers."  TT: Aug. (1926), 13. 
"Fullers' Theatre."  SMH: 15 Feb. (1926), 5. 
"Fullers' Theatre."  SMH: 30 Jan. (1928), 6. 
"Month in Vaudeville, The."  TT: Mar. (1924), 19.       [rnib] 
"New Tivoli Theatre: Mum's the Word." SMH: 13 Mar. (1933), 5.      
"Tivoli Theatre." 28 Apr. (1930), 12. 
"Tivoli Theatre - Bright Entertainment" A: 21 May (1934), 10. 
 
 
NIGHTS OF JOY: [aka (K)NIGHTS OF JOY and JOYOUS NIGHTS] [revue]  Txt.  
 Jim Gerald; Mus. [n/e] 
 More a revue than revusical, the 1924 Sydney production was advertised with the following blurb: "Think of all 
the joyous nights you have had and think of them all combined into one wild, hectic evening and you will conceive an 
idea of the gaiety and gladness of Mr Gerald's snappiest and best revue" (SMH: 26 Apr. 1924, 2). Three years later the 
Brisbane Courier theatre critic wrote: "A delightful pot pourri of good, wholesome comedy, clever dancing and tuneful 
musical numbers, both classical and otherwise, all skilfully blended. For over an hour comedy, song and dance raced 
side by side for supremacy, and during all the time the audience, which filled every nook and corner of the theatre, 
banished all dull cares and thoughts and business worries… Whether as a bogus count, attempting to win the affections 
of the countess, who subsequently proved to be an inmate in a lunatic asylum, or as an assistant in a pawnbroker's shop, 
who allowed his sympathies to get the better of his judgement, [Jim Gerald] was equally irresistible. Under his skilful 
artistry even the slightest incident, such as falling on the stage, or losing a hat, became an occasion for laughter. The fun 
was fast and furious, and even his supporters on the stage at times were compelled to join in the chorus of laughter, 
when 'Jim' deviated from the set part" (4 Apr. 1927, 9).  
When Nights of Joy was revived towards the end of Gerald's six months engagement at the Empire Theatre in 
1927 the Brisbane Courier's theatre critic provided additional insights into the show: "With charming inconsequences 
the audience was whisked from one dazzling scene to another, an Argentine scene in which two swarthy rivals fight a 
duel with whips for the love of the graceful and beautiful (sic) Marcheta (Jim Gerald) was followed by an Eastern 
harem scene where May Geary charms the Sheik (Reg Hawthorne) with her "Kismet" song and Polly McLaren fills the 
role of a sinuous graceful slave dancer. With another whisk the audience was transported to a bamboo-fringed lake 
crowned with reeds and water lilies where a flock of graceful swans (the Twinklers ballet) are disturbed buy the crack 
of a hunter's rifle. One of the number (Polly McLaren) receives her death-wound and dances the dance of the Dying 
Swan with realistic charm and grace, the general effect of the scena being a superbly beautiful one. Hey Presto! Another 
whisk and the audience was peering into a pawnshop where Jim Gerald, Ernest Crawford, Howard Hall, Reg 
Hawthorne, Betty Lambert and Harry Burgess staged a farce which would have caused the gloomiest of mortals to weep 
tears of pure joy… This success was repeated in the numerous other sketches which interspersed the programme" (18 
July 1927, 3). "The Dying Swan" scene appears to have been a regular feature of this revusical, being referred to in a 
review of the 1926 Bijou Theatre season. 
1924: Fullers' Theatre (Syd); 26 Apr. - 2 May 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Miniature Musical Comedy Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Ernest Crawford, Lance Vane, Howard  
   Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 13-19 Mar.   [as Joyous Nights; return season: 26 June - 2 July as Nights of Joy] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: Bijou Theatre (Melb); 28 Aug. - 3 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 2-8 Apr. [as (K)nights of Joy; return season: 16-22 July]  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
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- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Jack Manners, Flora  
   McDonald, Ray and Dot McLean; and the Six Twinklers. 
- The return season was staged over the entire programme, having been "amended to include new original  
   comedy interludes and some of the latest song successes" (BC: 16 July 1927, 14). 
1927: Fullers' Theatre (Syd);  19-25 Nov. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 14-20 June 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
 
"Empire Theatre." BC: 4 Apr. (1927), 9. 
"Empire Theatre." BC: 16 July (1927), 14. Prev.       [rnib] 
"Fullers" TT: Apr. (1926), 13, 41. 
"Fun at the Empire."  BC: 18 July (1927), 3. 
SMH: 26 Apr. (1924), 2.  Advert.   
"Tivoli Theatre." A: 16 June (1930), 12.      [rnib] 
 
 
 YOUR OWN SHOW [aka FAREWLL SYDNEY, GOODBYE SYDNEY,  
REQUEST WEEK and SO LONG CUSTOMERS]:  [revue]  Txt. Jim Gerald; Mus. [n/e] 
 As with the Stiffy and Mo Company, Jim Gerald often concluded his seasons with a request programme, 
whereby patrons were invited to submit their favourite scenes, songs or comedy sketches for inclusion in the final week 
of shows. The name of this request show appears to have changed over the years and according to the city. 
 The 1933 production is described in the Sydney Morning Herald as comprising fourteen sketches which were as 
varied as the first part entertainment, Happy Ideas. The outstanding item according to the paper's theatre critic was "The 
Burglars Union," which starred Jim Gerald, Tom Dale and Reg Hawthorne. One of the musical highlights is said to 
have been the "Come to the Fair," which was performed by Vilma Kaye, Frieda Bohning and Will Perryman. 
1924: Fullers' Theatre (Syd); 3-9 May [as  Goodbye Sydney] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Miniature Musical Comedy Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Ernest Crawford, Lance Vane, Howard  
   Hall, Letty Craydon, Mona Thomas; and the Six Twinklers. 
1926: Fullers' Theatre (Syd); 17-23 July  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: Bijou Theatre (Melb); 4-10 Dec. [as Your Own Show] 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Lance Vane, Essie Jennings, Reg Hawthorne, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 27 Aug. - 2 Sept.  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Jack Manners, Flora  
   McDonald, Ray and Dot McLean; and the Six Twinklers. 
1933: Tivoli Theatre (Syd); 7-13 Apr.  [as So Long Customers] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
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- The troupe moved to Melbourne following this production, replacing Roy Rene's company, which in turn is  
  said to have moved to Sydney to replace the Gerald season. 
 
 "Bijou - Gerald Revue Company."  ARG: 6 Dec. (1926), 22.       [rnib] 
 "New Tivoli Theatre: So Long Customers." SMH: 10 Apr. (1933), 5.       
 
 
CRANKING UP:    [revusical]  Txt. Charlie Vaude; Mus incl. Vince Courtney 
1924: Fullers' Theatre (Syd); ca. June  
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' Fantastics. 
 - Cast incl. James Caldwell, Vince Courtney, Charles Vaude, Billy Verne, Lola Hunt, Evelyn Dudley, Nat  
    Hanley, Jack Kearns, Hazel Fuller 
 
 
HOLD TIGHT:   [revusical]  Txt. Charlie Vaude; Mus. [n/e] 
1924: Fullers' Theatre (Syd); ca. June  
 - Prod. Fullers' Theatres Ltd. 
 - Troupe: Fullers' Fantastics. 
 - Cast incl. Charles Vaude, Billy Verne, Lola Hunt, Evelyn Dudley, Nat Hanley, Jack Kearns, Hazel Fuller. 
 
 
ALL TRUMPS:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
 Reporting on the opening night of Claude Dampier's season at Fullers Theatre (Syd), The Sydney Morning 
Herald critic writes: "The most noteworthy change in the programme at Fullers on Saturday was the introduction of 
Claude Dampier's revue company in an aquatic extravaganza entitled All Trumps… That [it] proved to the satisfaction 
of the audience was evident at an early stage, by the roars of laughter which resounded throughout the theatre… 
Included in the synopsis of the revue were many pretty seaside scenes, a submarine excursion to the bottom of the 
ocean, a marriage ceremony, and adventures in the mystic 'palace of music and cards'. Tuneful solos and choruses, 
artistic ballet dancing and laughable episodes were interspersed in pleasing proportion throughout the production. The 
lead role was played by Claude Dampier, who more than justified his claim as an eminent mirthmaker" (7 July 1924, 6). 
1924: Fuller's Theatre (Syd); 5-18 July (2 week season) 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
- Cast incl. Claude Dampier, J. G. Taylor, Lola Hunt, Ernest Lashbrooke, Dorothy Summers, Rene Albert,  
   Eileen Boyd, Hilda Attenboro. 
 
 "Fullers Theatre."  SMH: 7 July (1924), 6. 
 
 
TRUMP CARDS:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
1924: Fuller's Theatre (Syd); 19-25 July 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
- Cast incl. Claude Dampier, J. G. Taylor, Lola Hunt, Ernest Lashbrooke, Dorothy Summers, Rene Albert,  
   Eileen Boyd, Hilda Attenboro. 
 
 
A FUNNIER FARE:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
 Advertising for the revusical's second week notes: "Its success was so great last week that hundreds were unable 
to gain admission. Join in the revels today. Meet Winnie the cow; the Fat Girl; the Siamese Twins; Mr Jingle; the 
Tattooed Lady; and all the funny folk you see at a carnival. The Maidens are beauteous and buxom, and the fun is fast 
and furious. [The] comedy is rib-tickling and the songs the kind you whistle all the way home" (SMH: 26 July 1924, 2). 
1924: Fuller's Theatre (Syd); 26 July - 1 Aug. 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
- Cast incl. Claude Dampier, J. G. Taylor (Ginger the Showman), Ernest Lashbrooke (Ginger's assistant), Lola  
   Hunt (Blue Belle, Ginger's fat wife), Dorothy Summers, Rene Albert, Eileen Boyd, Hilda Attenboro.  
 
 
HERE'S LUCK:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
 Described in the Sydney Morning Herald as "a revue without a plot" (4 Aug. 1924, 6). 
1924: Fuller's Theatre (Syd);  2-8 Aug. 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
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- Cast incl. Claude Dampier, J. G. Taylor, Lola Hunt, Ernest Lashbrooke, Dorothy Summers, Rene Albert,  
   Eileen Boyd, Hilda Attenboro. 
 
 
HOT AND COLD:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
1924: Fullers' Theatre (Syd); 9-15 Aug. 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
- Cast incl. Claude Dampier, J. G. Taylor, Lola Hunt, Ernest Lashbrooke, Dorothy Summers, Rene Albert,  
   Eileen Boyd, Hilda Attenboro. 
 
 
OFF HONOLULU [aka OFF TO HONOLULU and S. S. SUNSHINE]: [revusical]  Txt.  
 George Wallace; Mus. [n/e] 
 In this nautical revusical, originally set aboard the S. S. Dublin Bay, George Wallace appeared as Nelson, the 
pride of the navy. Other characters include the Captain's daughter, a melancholy fireman and various passengers. From 
c 1930 onwards the show was given the title, S. S. Sunshine.  An Age review of the 1930 Melbourne Tivoli revival 
indicates that most of the storyline was played out on board ship as it made its way from England to Honolulu. In that 
production John Dobbie played an elephantine sailor, Marshall Crosby, the fiery captain, Gwen Matthews his wide 
awake daughter. Other members of the company played the crew (27 Jan. 1930, 8). 
 An Argus review in 1930 criticises Wallace for relying too heavily on his tumbling antics. The critic writes, for 
example: 'His acting methods are clear as day. He appreciates the discovert, made ages ago by the world's first clown, 
that the surest way of laugh-raising is for somebody to fall. He falls accordingly, and many theatre-goers 'fall for it.' In 
S. S. Sunshine… no one could keep count of the number of times Mr George Wallace tumbles to the stage. By way of 
variety others topple or are toppled over, and there are sundry kicks and slaps. The reception of all this activity indicates 
that the class of clowning known as knockabout or slapstick is not likely to perish because of modern enlightenment.' 
The review goes on further to suggest that aside from slapstick, which the critic describes as the cheapest and worst 
form of humour (and should hence be banned from the theatre) the Wallace shows also offer other repellent elements - 
including an imitation of sea-sickness and rude yarns (told by an actress). On a positive note, however, the review notes 
that the principal comedian was particularly clever in his scenes with the jazz band (27 Jan. 1930, 10). 
 George Wallace Jnr is known to have revived this revusical on at least one occasion (see below). 
1924: Majestic Theatre (Newtown, Syd); 9-15 Aug.  [return season: 18-22 Oct.] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace (Captain Nelson), Marshall Crosby, Tom Lincoln, Jack White, George Lloyd,  
    Harry Burgess, Marie Nyman, Nellie Dean, Pat Reid, the Six Rascals. 
 - The Sydney Morning Herald notes that Off Honolulu was the production chosen to reopen the Majestic  
    Theatre after it had been closed for refurbishment (9 Aug. 1924, 10).  
 -  After the Majestic season closed on 22 October the company travelled to Adelaide. 
1925: Majestic Theatre (Adel); ca. Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Lena Ryan, Ivy  
    Moore, Nellie Dean, Marie Nyman, George Lloyd; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 28 Feb. - 6 Mar.  [return season:  23-29 May]  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 5-11 June  [return season: 25-31 July] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
   Lulla Fanning and Mercia Elliott [sisters], George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
- The opening production for Wallace's Bijou Theatre season, it also marked his first appearance in Melbourne  
   (A: 5 June 1925, 18). 
1925: Empire Theatre (Bris); 19-25 Sept.      [return season: 12-18 Dec.] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 
___________________________________ 
 
NB 1:   Re: George Wallace Revue Company. The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
NB 2:   Re: Jim Gerald Revue Company. Frieda Bohning's surname is sometimes spelled "Bonning/" 
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- Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank, Haining, Frederick "Check" Hayes, Tom Lincoln; the Six Rascals (Alma Stewart, Eileen Smith,  
    Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - NB: Sadie Gale was not with the company from late October 1925 onwards. 
1926: Empire Theatre (Bris); 27 Mar. - 1 Apr. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank Haining, Frederick Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen Smith,  
    Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - This was the final production of the season. The company then relocated to Newcastle. 
1927: New Bijou Theatre (Melb); 5-11 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln, and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 3-9 Nov. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Alec Thompson (Fireman), Marie Nyman (Captain's Daughter),  
    Maida Jones, Ada Scadden, Jack Scott, Tom Foggitt; and the Six Rascals. 
1930: Tivoli Theatre (Melb); 25-31 Jan. [as S. S. Sunshine] 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
1957: Theatre Royal (Bris); 23-29 Mar. [as S. S. Sunshine] 
 - Troupe: George Wallace Jnr and Co. 
 - Cast incl. George Wallace Jnr. 
 
"Bijou Theatre."  A: 5 Nov. (1928), 14. 
"Empire Theatre." BC: 21 Sept. (1925), 11. 
"Tivoli Theatre." ARG: 27 Jan. (1930), 8. 
"Wallace Revue - Slapstick with Variations."  A: 27 Jan. (1930), 10.  
 
 
BRAND NEW:  [revusical]  Txt. Claude Dampier; Mus. [n/e] 
 The Sydney Morning Herald critic records in 1924: "Half the programme was contributed by Claude Dampier's 
Trump Cards Company… Dampier himself as usual took the lion's share of the work and proved quite equal to it. He is 
versatile enough to take advantage of the many openings the revue offers for humorous interlude, and the audience 
found his grotesqueries irresistible… Pretty scenic effects are a feature of the show, Chinatown, Jazzland and the Rose 
Garden being particularly effective" 18 Aug. 1924, 5). 
1924: Fuller's Theatre (Syd); 16-22 Aug. 
 - Dir. Claude Dampier; Prod. Fullers' Theatres Ltd. 
 - Troupe: Claude Dampier Trump Cards Revue Co. 
- Cast incl. Claude Dampier, J. G. Taylor, Lola Hunt, Ernest Lashbrooke, Dorothy Summers, Rene Albert,  
   Eileen Boyd, Hilda Attenboro. 
- NB: This was the final show for Claude Dampier's 1924 Fuller's Theatre season. 
 
 "Fullers Theatre." SMH: 18 Aug. (1924), 5.       [rnib] 
 
 
AT THE CROSSROADS: [revusical]  Txt. George Wallace; Mus. [n/e] 
 A western revusical, which the Argus records is set on a Canadian ranch (10 Feb. 1930, 12), At the Crossroads 
was advertised as "introducing many new and novel song scenes." In addition to demonstrating his usual skills as a 
vocalist, step dancer, comic and acrobat, Wallace also showed that he was more than adept with the lasso (A: 15 Sept. 
1928, 28). The Brisbane Courier critic writes of Wallace's performance in 1926: "[He] displayed his amazing vitality, 
even in his songs; and although it would have been difficult to find fault with any member of the company, his absence 
from the stage creates a hiatus almost as great as if the drums in a band were no longer being sounded. His witticisms 
went without a limp, leaping into the brain even of the most serious, and distending both their lips and ribs in healthy 
resounding laughter. Few dancers display more grace and agility and even in this direction alone he would be an 
acquisition to any company… As Prairie Pete, after every one had laughed themselves hoarse over his seeming 
simplicity, was discovered to be a shrewd multimillionaire, whose multi even the most intelligent had not pierced" (11 
Jan. 1926, 16). In its review of Wallace's performance during the 1930 Melbourne Tivoli season the Argus further 
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reports : "He appeared at his best when playing the part of a 'fairy' at an amateur concert promoted by the settlers - a 
part suggestive of the dame in a pantomime" (10 Feb. 1930, 12). 
The 1925-26 Brisbane season featured such songs as "The Irish Were Egyptians" (sung by George Wallace, 
Marshall Crosby and Sadie Gale), "Clothes Props" (Crosby), "Let it Rain" (Gale), "Hula Lou" (Fanning) and "I Cried 
for You" (Marie Nyman). Highlights of the 1928 production included Wallace's composition, "Sally the Slavy," 
described in an Age review as "a masterpiece of burlesque" (17 Sept. 1928, 12) and numbers such as "There's 
Something Nice About Everyone" (sung by Ada Scaddan), "When The Irish Were Egyptians" (Marie Nyman), and 
"Together We Two" (Maida Jones). 
1924: Majestic Theatre (Newtown, Syd); 16-22 Aug. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace (Prairie Pete), Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry  
    Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 14-20 Mar. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 22-28 Aug. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
 - At the Crossroads was originally slated for a season from 15 August but was cancelled due to George  
    Wallace's illness.  
1925: Empire Theatre (Bris); 3-9 Oct.       [return season: 9-15 Jan. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale (Mandy), Nellie Dean, Lulla Fanning (Violet), Ada  
    Scaddan (Melinda), Jack White, Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals  
    (Alma Stewart, Eileen Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - NB: Sadie Gale was not with the company from late October 1925 onwards. Her character was taken over by  
    Marie Nyman. 
1926: Bijou Theatre (Melb); 13-17 Dec. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
 - Begins on the Monday (13
th
).  
1928: Bijou Theatre (Melb); 15-21 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott, The Two Dalys, Tom Foggitt; and the Six Rascals.  
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 9-14 Feb. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
"Bijou Theatre."  A: 17 Sept. (1928), 12. 
"Bijou - Vaudeville."  ARG: 17 Aug. (1925), 17.       [rnib] 
"Empire Theatre, The."  BC: 11 Jan. (1926), 16. 
"Tivoli Theatre: George Wallace Revue." ARG: 10 Feb. (1930), 12.      [rnib] 
 
 
HARMONY ROW: [revusical]  Txt. George Wallace; Mus incl. George Wallace 
 Officer Dreadnought (Wallace), described in the Argus in 1925 as "the worst policeman in the world" (15 June 
1925, 14), is assigned to patrol the most notorious and roughest district in the city, Harmony Row. He soon makes 
friends with many of the locals including a pretty street musician named Molly, and Leonard, a precocious boy soprano 
who accompanies her. After many incidents, Dreadnought is forced into fighting the notorious Slogger Lee, which he 
does. Although almost beaten into submission, the policeman is given the strength to beat the villain by Molly who 
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declares her affection for him. One of the principal characters, too, was the "stately" Inspector Brown, played by 
Marshall Crosby. 
 The Theatre records that Wallace's first Sydney production of Harmony Row, saw "this Newtown favourite put 
over one of the best comedy performances Fullers' Theatre has ever seen. And this includes the ever-green favourites 
Stiffy and Mo, who may well look to their laurels now that George has come to town… The final scene… in which 
Slogger Lee (from Lincoln) fights Dreadnaught (alias George Wallace), is the scream of the night - not one moment 
drags, and the final curtain is brought down to yells of hysterical laughter" (Apr. 1925, 15). 
 Charles Norman, who appeared in at least one Sydney season of Harmony Row, along with partner Chick 
Arnold, indicates that some of the songs performed by Wallace in the production included: "Clothes Prop" and "I'm off 
to Philadelphia in the Morning" along with his famous "show-stopping" Irish songs. There is some doubt about 
Norman's claim for "Clothes Prop" as it is known to have been revived by Marshall Crosby in At the Crossroads as 
early as 1925 (see the Brisbane season), and appears to have been a song linked with his career and not Wallace's. 
George Wallace did, however, write "I'm Only a Policeman" for Harmony Row. According to Norman the chorus went:  
 
I'm only a copper, a poor harmless copper; Trying to earn my daily bread. 
Trying so hard to do what's right, watching the houses day and night. 
Some day I may be a sergeant, or this place I may never roam; 
Or one of these days you never can tell…. 
I might have a gaol of my own 
 
Interestingly, Norman recalls that Wallace's character was known as Constable Hector Killfrozenburg (107-8).  
 Harmony Row was to be one of three George Wallace revusicals to be later adapted into a successful motion 
picture by Frank Thring's EFFTEE Film Productions (the others being His Royal Highness in 1932 and A Ticket in Tatts 
in 1934)  [see Harmony Row, AMCVTV entry 1933] 
1924: Majestic Theatre (Newtown, Syd); 23-29 Aug. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace, Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry Burgess, Marie  
    Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 7-13 Mar. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 13-19 June   
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals(incl. Alma Stewart) . 
1925: Empire Theatre (Bris); 26 Sept. - 2 Oct.       [return season: 19-24 Dec.] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank Haining, Frederick Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen Smith,  
    Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - NB: Sadie Gale was not with the company from late October 1925 onwards. 
1928: Bijou Theatre (Melb); 10-16 Nov. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott, Tom Foggitt; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
 
"Bijou Theatre."  A: (1928), n. pag.      [rnib] 
"Bijou - Vaudeville." ARG: 15 June (1925), 14.      [rnib] 
"Month in Vaudeville, The."  TT: Apr. (1925), 15. 
Norman, Charles.  When Vaudeville was King.  (1984), 107-8. 
 
 
SAILORS: [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Stiffy and Mo appear as merchant seamen, creating havoc onboard and onshore. The parts were played by Nat 
Phillips and Jack Kellaway (as Stiffy and 'Erb) c 1926. Although little is known about this revusical and its storyline, 
the Sydney Morning Herald theatre critic notes: "An abundance of fun was provided at Fuller's on Saturday with the 
return of the popular Stiffy and Mo Company. The entire second half of the programme was devoted to staging the 
company's laughable revue The Sailors…. Nat Phillips, who is the writer and producer of the sketch, was as versatile as 
ever in his favourite role, 'Stiffy,' while Roy Rene, 'Mo,' again proved himself to be a mirth-maker of high order. The 
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many musical numbers accompanying the sketch were well given, and the effectiveness of the revue was greatly 
enhanced by the bright ballets" (1 Sept. 1924, 6). 
1924: Fullers' Theatre (Syd); 30 Aug. - 5 Sept. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar,  
    Dot Davis [aka Mrs Roy Rene], Gladys Shaw, The Six Radio Girls. 
 - This production marked the opening of the company's season at Fullers' Theatre (Syd), their first show in  
    Australia following some eighteen months touring New Zealand. 
1925: Bijou Theatre (Melb); 7-13 Feb. 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Dan M. Dunbar, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
 - This production opened the Bijou Theatre season. 
1926: Empire Theatre (Bris); 30 Oct. - 5 Nov.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
 - Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Queenie Paul, Daisy Merritt, Dan Dunbar, Alec  
    Kellaway, Dan Weldon, Irene Vando, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  NB: Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3  
     December 1926). 
 
 "Empire, The." BC: 1 Nov. (1926), 17.      [rnib] 
 "Fuller's Theatre."  1 Sept. (1924), 6.       [rnib] 
 
 
A DANCING DELIRIUM:   [revusical]  Txt. George Wallace; Mus. [n/e] 
 "A wealthy customer decides upon a 'quiet' party at a well known café, but finds his plans frustrated by an 
exhilarated head waiter," writes the Brisbane Courier theatre critic. "Following his inclinations, stimulated by a hand of 
'ginger ale' that suddenly becomes very popular, the energetic waiter gets a move on but the movement is invariably in 
the wrong direction…. Tunes on the piano, a dash of billiards, impromptu dancing, mild flirtation and other stunts take 
the place of the usual dull routine" (9 Nov. 1925, 15).  
1924: Majestic Theatre (Syd); 30 Aug. - 5 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace (Head Waiter), Marshall Crosby (café proprietor), Tom Lincoln, Jack White,  
    George Lloyd, Harry Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 16-22 May 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
 - NB: Sadie Gale left the company in late October 1925. 
1925: Bijou Theatre (Melb); 27 June - 3 July 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
1925: Empire Theatre (Bris); 7-13 Nov.        
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack White, Frank  
    Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen Smith, Hilary  
    Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 
 "Empire Theatre." BC: 9 Nov. (1925), n. pag.       [rnib] 
 
 
AT THE GRAND: [THE BELLBOYS ]  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [manuscript - Nat Phillips Collection, Fryer Library; UQFL9, Box 1] 
 Stiffy and Mo are a couple of bell-boys at a hotel who find themselves mixed up in the troubles of two young 
lovers, Helen and Frank, and Helen's father, Hiam Plaster. When the father arrives at the hotel he is suspicious and 
demands to see his daughter. Stiffy and Mo help keep the Frank hidden and then devise a plan to trick Mr Plaster into 
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accepting Helen's relationship with Frank. As usual, however, the two larrikins manage to turn the situation upside 
down with their shenanigans. An Age review from 1925 proposes that the "title could easily have been changed to 'The 
Hotel Impossible' without altering the significance of the entertainment" (A: 16 Feb. 1925, 11). 
According to the Nat Phillips Collection manuscript, the text (also sometimes referred to as At the Grand Hotel), 
was written in Dunedin, New Zealand, on 14 December 1923 (during the company's 18 month tour of the Fullers' 
Dominion circuit). The manuscript also indicates that the original version included the characters Stiffy and Mo, Bings, 
Frank, Vera, Dingo, Maud, and Girls. The 1927 production involves such characters as Mr Plaster, Cuthbert and Miss 
Pancakes. It is possible that the text was adapted from another earlier revusical, however. Just It's vaudeville critic, 
M.A. Keup, records in this respect: "If we are not mistaken, The Bellboys was one of the earliest and most successful of 
the revues produced by the classic firm of Stiffy and Mo" (11 Aug. 1927, 28). An advertisement for the 1924 Fuller's 
Theatre (Sydney) season of At the Grand suggests, however, that they are the same: 'Stiffy and Mo as Bellboys in their 
sparkling new revue At the Grand' (SMH: 6 Sept. 1924, 2).  
Songs known to have been incorporated into the original version include, aside from the Opening Chorus, were: 
"I am the Manager," "We are a Couple of Bellboys," and "At the Grand."  
The 1932 revival saw Joe Lawman take on the off-sider role previously played by Roy Rene (Mo) and Jack 
Kellaway ('Erb). 
[NB: It is also not clear what relationship this revusical has with a similarly titled revusical (The Grand Hotel) staged by Walter George's 
Smart Set in 1918. Whether Phillips adapted that version, or whether both revusicals are based on another work has not yet been established] 
1924: Fullers' Theatre (Syd); 6-12 Sept. ["Stiffy and Mo as Bellboys At the Grand"] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
- Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar,  
    Dot Davis [aka Mrs Roy Rene], Gladys Shaw, the Six Radio Girls. 
1925: Bijou Theatre (Melb); 14-20 Feb.   ["Stiffy and Mo as Bellboys At the Grand"] 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
- Troupe: Nat Phillips' Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Mike Connors, Queenie Paul, Dan M. Dunbar, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
1926: Empire Theatre (Bris); 16-22 Oct.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
 - Cast incl. Nat Phillips, Jack Kellaway ('Erb), Mike Connors, Daisy Merritt, Queenie Paul, Dan Dunbar, Dan  
    Weldon, Irene Vando, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (cornet) and Les Clements (piano). 
 -  Phillips also incorporated Apdales' Animal Circus into this particular performance. The Brisbane Courier  
    critic writes of the involvement of the animals, which included dogs, monkeys and a baboon : it is difficult to  
    imagine  that diminutive dogs and monkeys could be trained to reveal such high intelligence, for they do the  
       most amazing things at the behest of their trainer. Indeed 'the performance was of some… was scarcely short  
     of uncanny (18 Oct. 1926, 17). 
 -  Members of the company presented a series of vaudeville turns during the first half of the show, with Phillips  
    and Kellaway (as Stiffy and 'Erb) appearing in two sketches - "Two in a Bar" and "The Gasman." 
 -  Mike Connors and Queenie Paul left the company following the staging of In Spain (week ending 3  
     December 1926). 
1927: Fullers' Theatre (Syd); 6-12 Aug. [as Bellboys] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Statler Sisters, Alec and Jack Kellaway, Harry  
    Ross 
- Musicians: Charleston Symphony Jazz Band. 
1927: Bijou Theatre (Melb); 5-11 Nov. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Les Clements. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Amy Rochelle, Sadie Gale, Daisy Merritt, Dan M. Dunbar, The Statler  
    Sisters, Will Kenny Dan Weldon, Alec McKinnon; and the Radio Ballet. 
 - Musicians: Charleston Symphonists (incl. Les Clements). 
1928: Fullers' Theatre (Syd); 1-7 Dec. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo's Whirligigs Sparkling Revue Company. 
 - Cast incl. Nat Phillips, Roy Rene, Sadie Gale, Terry Sisters, Jack Kellaway, Peter Brooks, Dan M. Dunbar,  
    Dan Weldon, Daisy Merritt, Al Mack, Cec Scott, Tom Collins, Catherine Stewart. 
 - Musicians: Meredith's Jazz Band. 
1932: Grand Opera House (Syd); 13-19 Feb. 
 - Dir. Nat Phillips; Prod. George Marlowe; M Dir. Will Osborne. 
 - Troupe: Nat Phillips Revue Co. 
 580 
 - Cast incl. Nat Phillips, Joe Lawman, Dan Weldon, Keith Connelly, Stella Lamond, Les Warton, Angela  
    Parselles, Elsie Hoskins, Nita Carr, Marie Marlow, Master Dick Ryan, Betty Lambert, The  
    Lewola Brothers. 
 - Musicians: Will Osborne Orchestra. 
- NB: Although English variety performer/actress Betty Weldon, and the La Fredas (three female acrobats),  
   joined the troupe the previous week it is unclear how long their engagements lasted. 
 
NB:  The surname of Jack and Alec Kellaway is often spelled Kelleway in reviews and advertising.   
 
 "Bijou Theatre."  A: 16 Feb. (1925), 11.      [rnib] 
Empire - Whirligig Revue Co, The." BC: 18 Oct. (1926), 17. 
 Keup, M. A.  "Vaudeville."  JI: 11 Aug. (1927), 28. 
 
 
THE PICKLED PORTER: [revusical]  Txt. George Wallace; Mus. incl. George Wallace 
 Typical of George Wallace's revusical farces, The Pickled Porter utilised his outrageous capability to perform a 
drunk act, complete with side-splitting falls. Everyone's writes of the 1925 production: "As is usual with these tabloids, 
there is just the semblance of story, but it serves to introduce the little comedian in another mirth-provoking part - that 
of the porter (1 Apr. 1925, 34). The narrative is set in a modern hotel where "Billy the porter (Wallace) has been given a 
week's notice and has decided to do just as he pleases. The things that please him do not please others, however. He 
flirts with young Milly Hobbs, the daughter of Colonel Hobbs, practices at all hours on the piano, and tosses the guests 
luggage about" (BC: 23 Nov. 1925, 5).  
Songs incorporated into the 1925 Brisbane season included a few of Wallace's own compositions, notably "The 
Trumpeter" (sung by Marshall Crosby). Two songs from the 1926 production were: "The Porter" (written and sung by 
George Wallace) and "The Cook's Parade" (sung by Lulla Fanning). One of the songs presented in the 1928 production 
was a Wallace original "Archie and Bertie" performed as a duet by Tom Lincoln and Tom Foggit.  
1924: Majestic Theatre (Newtown, Syd); 6-12 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace (Billy Brown), Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry  
    Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 28 Mar. - 3 Apr. 
  - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals.  
 - NB: Sadie Gale left the company in late October 1925. 
1925: Bijou Theatre (Melb); 29 Aug. - 4 Sept.    
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
 - This was the final show of George Wallace's 1925 Bijou Theatre season. 
1925: Empire Theatre (Bris); 21-27 Nov.        
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby (Colonel Hobbs), Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank, Haining, Marie Nyman (Milly), Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals  
    (Alma Stewart, Eileen Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
1926: Empire Theatre (Bris); 6-12 Mar.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot) 
1927: New Bijou Theatre (Melb); 12-18 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 29 Sept. - 5 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
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 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Tom Foggitt, Jack Scott; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 8-14 Mar. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
 "Fullers' Theatre." E: 1 Apr. (1925), 34. 
 "Novelties at Empire Theatre." BC: 23 Nov. (1925), 5. 
"Tivoli Theatre." A: 10 Mar. (1930), 11. 
 
 
SOME NIGHT:  [revusical]  Txt. George Wallace; Mus. [n/e] 
 A revusical in seven episodes, with George Wallace as the Count, most of the action is set in the slums of a big 
city. A review of the 1930 Tivoli revival indicates that the revusical began with Wallace, "as the author, reciting in a 
sort of 'Pagliacci' prologue some verses on the theme of the piece" (3 Feb. 1930, 10). The opening scene according to  
the Brisbane Courier in 1925, "is [then] laid in the magnificent settings of a ballroom in a wealthy man's mansion, 
where the idle rich, bored with their amusements seek diversion by calling in an Indian necromancer. By a strange 
freak, this wizard instead of following the usages of his kind transports the entire company to the underworld of a great 
city, where they encounter all sorts of conditions of life. many vivid scenes are graphically contrasted, and Mr Wallace 
shows that he is able to paint dramatic and pathetic as well as humorous pictures, though, of course, the lighter side 
predominates" (19 Oct. 1925, 16).  The Theatre records, too, that Some Night shows that despite the fact that Wallace 
utilised no tricks or particularly clever patter, "he knows to a nicety the true spirit of burlesque, and he uses that 
knowledge in the writing of his little revues. In addition, he has a true sense of pathos and it is this, cleverly employed, 
that makes most of his comedy ring so true" (14).  
Further insight into the revusical concerns one of the characters, played by Marie Nyman. The Theatre records 
in this respect, her "little characterisation of a dope fiend… was remarkably well done. Perhaps it was slightly overdone 
for revue, and the make-up was somewhat too floury - still the germ of art was there, and it gripped, as only true artistry 
can" (14). The 1930 Argus review also makes special mention of this scene: "The tragedy of a victim of drugs is well 
taken but it is spoilt when the action is merged into singing. For the occasion Mr Wallace abandons slapstick and gets 
all the more effect from his comedy. As the newly engaged attendant at the pie stall he has adventure with rough 
frequenters of the neighbourhood, and at intervals when his life is not being threatened he keeps up a quaint 
commentary on people and events. His baiting of the drug victim is cruel and should be cut out. There are other scenes 
in streets and in a sham hotel after hours. Mr Wallace makes changes of character, and there were varieties of 
impersonation by Mr Marshall Crosby, Mr Leonard Rich, Miss Irene Shamrock, Miss Bebe Scott and Miss Maida 
Jones" (3 Feb. 1930, 10). 
Among the musical numbers performed during the 1930 Tivoli production was 'Old Pal' sung by Marshall 
Crosby in the role of a policeman. The Age theatre critic writes of his performance 'An excellent piece of character 
acting. It was a pleasure (and a rare occurrence) to see an Irish character portrayed on the stage without hyperbole or 
burlesque' (3 Feb. 1930, 11). 
1924: Majestic Theatre (Syd); 13-19 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
- Cast incl. George Wallace, Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry Burgess,  
    Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 4-10 Apr. 
- Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Sadie Gale, Nellie  
    Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 4-10 July   
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
1925: Empire Theatre (Bris); 17-23 Oct.        [return season: 26 Dec. 1925 – 1 Jan. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White, Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot).  
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 - NB: Sadie Gale left the company sometime around late October, and possibly after this production. 
1927: New Bijou Theatre (Melb); 15-21 Jan. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 20-26 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott, Tom Foggitt; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 1-8 Feb. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
 "At the Tivoli - Underworld and George Wallace." ARG: 3 Feb. (1930), 10. 
"Empire Theatre." BC: 19 Oct. (1925), 16.  
"Empire Theatre, The."  BC: 1 Feb. (1926), 15. 
 "Fullers."  TT: May (1925), 14. 
 "Tivoli Theatre - George Wallace in Some Night." A: 3 Feb. (1930), 11. 
 
 
LADS OF THE VILLAGE [aka MR MULLIGAN, MILLIONAIRE]: [revusical]  Txt.  
 George Wallace; Mus. [n/e] 
 Also known as The Village Lads (and even The Boys of the Village), this revusical revolves around Brutus (a 
"bad egg" played by George Wallace) who impersonates a wandering millionaire-turned -country grocer by the name of 
Mulligan. According to one review, Brutus succeeds "admirably in making a complete mess of things" (BC: 1 Feb. 
1926, 15). The other characters include Mike Shannon (the village storekeeper who attempts get Mulligan to marry one 
of his daughters), Josh McCosh (an avaricious farmer), Harry Dale (a wanderer), Murphy Lee, Milly Smith (a farmer's 
daughter), and some villages lasses, Dolly Davis and Nellie Jones. The Argus theatre critic writes in 1925, too, that "the 
stage settings harmonised with the amusing plot" (22 June 1925, 14).  
In reviewing the 1930 revival, staged under the title Mr Mulligan, Millionaire, the Age further records: "Mr 
Mulligan, Millionaire is a furore from start to finish, and in it Mr Wallace, who plays the part of Brutus, and is 
supposed to be a little bit silly, is seen and heard at his best. The revue was written by himself, and the scene of action is 
a country town aptly named Sleepy Hollow. Brutus posing as a multi-millionaire, purchases the business of the local 
storekeeper, Mike Shannon, a part played capably by Marshall Crosby. One condition of the purchase is that the cash in 
the tills be included in the stock in trade - a concession which Mike concedes when he realises there is a hope of Brutus 
marrying one of his daughters. This plan, however, does not develop. Once in charge of the store Brutus makes things 
fast and furious, and his efforts in attending to the wants of his customers make the house rock with laughter. The 
musical side of the revue is of a high order, even though it includes several burlesque numbers. In these George Wallace 
again takes the lead, and the manner in which he conducts the Flaming Youths band while playing in Sleepy Hollow is 
side-splitting. He is well supported by members of the band" (13 Jan. 1930, 11). 
 Among the vocal numbers for the 1926 production were: "South of Carolina" (sung by the company), "Hula 
Lou" (George Wallace), "Mountains of Morne" (Marshall Crosby) and "I'll See You in my Dreams" (Marie Nyman). 
The 1930 Tivoli production included Marshall Crosby's rendition of "The Floral Dance." 
1924: Majestic Theatre (Newtown, Syd); 20-26 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace (Brutus), Marshall Crosby (Mike), Tom Lincoln, Jack White, George Lloyd,  
    Harry Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 11-17 Apr. [as The Boys of the Village] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 20-26 June [as The Village Lads]    
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
- NB: Sadie Gale left the company in late October 1925. 
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1925: Empire Theatre (Bris); 14-20 Nov.       [return season: 30 Jan. – 5 Feb. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman (Milly), Nellie Dean, Lulla Fanning (Dolly), Ada  
    Scaddan (Nellie), Jack White, Frank Haining (Josh), Frederick "Check" Hayes (Harry), Tom Lincoln   
    (Murphy Lee); and the Six Rascals (Alma Stewart, Eileen Smith, Hilary Salmon, Phyllis Lough, Doris  
    Whimp, Isobel Broadfoot). 
1927: New Bijou Theatre (Melb); 19-25 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace (Brutus), Marshall Crosby (Mike), Marie Nyman, Ada Scaddan, Frank Haining,  
    Tom Lincoln; and the Six Rascals. 
1928: Bijou Theatre (Melb); 27 Oct. - 2 Nov. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scadden, Frank Haining, Tom  
    Lincoln, Jack Scott, Tom Foggitt; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 11-17 Jan. [as Mr Mulligan, Millionaire; return season 29 Mar. - 4 Apr.] 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
- The return season was the final production staged during the 1929/30 Tivoli Theatre season. 
 
"Bijou - Vaudeville." ARG: 22 July (1922), 14. 
"Bijou Theatre."  A: 29 Oct. (1928), 10. 
"Empire Theatre."  BC: 16 Nov. (1925), 5.    [rnib] 
"George Wallace Revue: Change at Tivoli." ARG: 13 Jan. (1930), 10. 
"Tivoli Theatre - George Wallace in Mr Mulligan, Millionaire." A: 13 Jan. (1930), 11. 
 
 
MIDNIGHT REVELS: [revusical]  Txt. George Wallace; Mus. incl. George Wallace 
 George Wallace played Archie, a bobby who prefers directing traffic to catching murderers and burglars.  
The 1925 Brisbane production, which the Brisbane Courier notes included several numbers from shows staged in 
previous weeks, also included such songs as "The Deathless Army" (Marshall Crosby), "Down at Donovans" (opening 
chorus) and "Ethel"(a rollicking parody on "Maggie"), both written by George Wallace, "Oh Dear Brethren" (Tom 
Lincoln), "Too Tired" (Lulla Fanning) and "Out of the Shadows" and "When Lights are Low" (Marie Nyman). 
1924:  Majestic Theatre (Newtown, Syd); 27 Sept. - 3 Oct.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace (Archie), Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry  
    Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 25 Apr. - 1 May 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ivy Moore, Sadie Gale, Nellie Dean, Jack White,  
    George Lloyd; and the Six Rascals. 
 - NB: Sadie Gale left the company in late October 1925. 
1925: Bijou Theatre (Melb); 1-7 Aug. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
1925: Empire Theatre (Bris); 28 Nov. - 4 Dec.       
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lalla Fanning, Ada Scaddan, Jack  
    White, Frank Haining, Frederick "Check" Hayes, Tom Lincoln (The Parson); and the Six Rascals (Alma  
    Stewart, Eileen Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
1926: Empire Theatre (Bris); 13-19 Mar.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
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- Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Jack  
    White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
  
 "Empire Theatre."  BC: 30 Nov. (1925), 5. 
 
 
ALPINE ANTICS: [revusical]  Txt. George Wallace; Mus. [n/e] 
 Set at the Travellers Rest Hotel in the Alps, George Wallace plays a bogus count. The other characters include a 
genial Irish innkeeper, a redheaded valet and a real Count. The Brisbane Courier records that one scene, set at a fire 
station, sees Wallace going "through a catechism so that his fitness for fighting fires may be determined." It is a 
"cyclone of merriment," notes the critic (BC: 26 Oct. 1926, 16). 
 Songs presented during 1925-26 included: "Off to Philadelphia" (an old song revived by Marshall Crosby), 
"Somebody Stole My Girl" (Fred Hayes and the Six Rascals) and "Live, Laugh and Love" (Marie Nyman).  
1924: Majestic Theatre (Newtown, Syd); 4-10 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry Burgess,  
    Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Majestic Theatre (Adel); 31 Jan. - 6 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Nellie Dean, Lena Ryan, Ivy Moore,  
    Marie Nyman, George Lloyd; and the Six Rascals.  
- The dates indicated here are for the return season. The premiere Majestic Theatre production is believed to  
   have been in late 1924.  
1925: Fullers' Theatre (Syd); 21-27 Mar. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 8-14 Aug.   
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan; and the Six  
    Rascals (incl. Alma Stewart). 
1925: Empire Theatre (Bris); 24-30 Oct.        [return season: 6-12 Feb. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Nellie Dean, Lulla Fanning (Stella), Ada Scaddan, Jack White, 
    Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen Smith,  
    Hilary Salmon, Phyllis Lough, Doris Whimp, and Isobel Broadfoot as Polly Mulaney). 
 - Sadie Gale left the George Wallace troupe sometime prior to Alpine Antics being staged in Brisbane (she does  
    not appear in the production). Certainly by 12 December she is known to have appearing for the fourth week  
    with a company at the Bohemia Theatre in Brisbane. 
1927: New Bijou Theatre (Melb); 29 Jan. - 4 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 17-23 Nov. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby (Innkeeper), Marie Nyman, Maida Jones, Ada Scaddan, Frank  
    Haining (Count Rollingston), Tom Lincoln (Valet), Jack Scott, Tom Foggitt; the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 15-21 Mar. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
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"Bijou Theatre."  A: 19 Nov. (1928), 15. 
"Empire Theatre."  BC: 26 Oct. (1925), 16. 
"Tivoli Theatre." A: 17 Mar. (1930), 11.      [rnib] 
 
 
THE OOJAH BIRD [aka HAREM SCAREM]: [revusical]  Txt. George Wallace; Mus. [n/e] 
 The Brisbane Courier indicates that the story for this revusical revolves around the shooting of a terrible 
predatory creature of the skies which had previously devoured the son of a Sultan. Played by Marshall Crosby, the 
Sultan is described as "dignified and imperious… although over fond of strangling insubordinate wives with a bow-
string" (25 Jan. 1926, 11). An earlier review reports, too, that he maintained "the most alluring ménage that ever 
disported gracefully on a vaudeville stage" (BC: 12 Oct. 1925, 16).  A bold, but bad English hunter offers to kill the 
bird, but secretly plans to steal the Sultan's jewels instead. Among his party are his wife, the irresponsible Horace 
(played by George Wallace) and Archie form Piccadilly. A secondary plot sees the Hunter impart to Horace his 
suspicions that his wife is showing too much interest in the Sultan (a situation that is said to have provided plenty of 
amusing dialogue). An affair of honour involving a duel with pistols between Horace and the Piccadilly Boy has a 
sensational ending, when the redoubtable Horace fires his pistol above his head and to his own surprise brings down the 
Oojah Bird. In his gratitude for the destruction of the dreaded bird the Sultan abdicates in favour of Horace, who 
disports himself in the royal throne, surrounded by his wives, with the regal airs of a Solomon, and the revue ends in a 
gale of laughter" (BC: 25 Jan. 1926, 11). 
 By 1930 the revusical was retitled Harem Scarem and described as a bright musical revue in which 'George 
settles the Eastern problem' (A: 4 Jan. 1930, p20). In its review of the 1930 Tivoli production the Age records: 'The 
comedian's best scenes were those with Gwen Matthews at a mock banquet, attempting as Horace to learn the duties of 
a waiter, and when he stood over the footlights to talk intimately with the audience. For a man who has worked as a 
cane cutter, done fencing in the bush and fought as a pugilist in the ring, George Wallace's behaviour among the 
temptations of a harem is decidedly refined. His worst offence was that of an unbeliever touching the bare arm of Una, 
the Sultan's favourite wife, for which, in the code of the Orient, he was entitled to be shot at dawn' (6 Jan. 1930, 11).  
The Argus reports, too, that in addition to the giant bird of pray the sultan's kingdom was also plagued by lions "which 
[were] occasionally disposed of with startling explosions off-stage." Of Wallace's performance the same critic writes 
that the party of hunters "gives opportunity for the introduction of a good deal of singing, dancing by the ballet, and 
comedy of the vigorous school to which Mr Wallace belongs. His antics, his peculiar hoarseness and his quips, which 
introduced such unexpected subjects as elephants in Footscray, greatly amused the audience… Judging by the 
enthusiasm with which Harem Scarem - and indeed the whole programme - was received the shadow of the talkies and 
the theatre slump did not rest very darkly on the Tivoli" (6 Jan. 1930, 12).   
 Included among the musical items in 1925 were: "I am the Sultan" (sung by Marshall Crosby), "Rebecca from 
Mecca" (Lulla Fanning and chorus), "A Hunter Bold" (Frank Haining and chorus), "Ethel" (written and sung by George 
Wallace) and "If Love Were All" (Marie Nyman). For the 1930 production Baby Myrtle Gourlay sang 'Broadway 
Melody.' Other musical numbers included 'Persian Market,' 'Popular Melody' and 'Old South Patrol.' 
1924: Majestic Theatre (Newtown, Syd); 11-17 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace (Horace), Marshall Crosby, Tom Lincoln, Jack White, George Lloyd, Harry  
    Burgess, Marie Nyman, Nellie Dean, Pat Reid; and the Six Rascals. 
1925: Fullers' Theatre (Syd); 9-15 May 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean, George Lloyd; and the Six Rascals. 
1925: Bijou Theatre (Melb); 18-24 July  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    sisters Lulu Fanning and Mercia Elliott, Frederick "Check" Hayes, Ada Scaddan; and the Six Rascals (incl.  
    Alma Stewart). 
1925: Empire Theatre (Bris); 10-16 Oct.        [return season: 23-29 Jan. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby (Sultan), Frank Haining (The Hunter), Sadie Gale (The Hunter's  
    wife), Ada Scaddan (her friend), Nellie Dean, Lulla Fanning (Sultan's Wife), Jack White, Frederick "Check"  
    Hayes (The Slave of the Harem, and the butt of Horace's jokes), Tom Lincoln (Archie); and the Six Rascals  
    (Alma Stewart, Eileen Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 -  NB: Sadie Gale left the company in late October 1925. Her role was later taken over by Marie Nyman. 
1926: Bijou Theatre (Melb); 25-31 Dec. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
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- Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 6-12 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott, Tom Foggitt; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 4-10 Jan. [as Harem Scarem] 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly (the hunter), Bert Dudley, Tup Dudley, Jim  
    Romaine, Irene Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals 
- The cast also included a feature appearance by Baby Myrtle Gourlay (aged three and a half years).  
- Musicians: Five Flaming Youths Jazz Band. 
 
"Bijou Theatre."  A: 8 Oct. (1928), 12. 
"Empire Theatre." BC: 12 Oct. (1925), 16. 
"Empire Theatre, The."  BC: 25 Jan. (1926), 11. 
"Revue and Vaudeville - Wallace Company at Tivoli." ARG: 6 Jan. (1930), 12. 
"Tivoli Theatre - George Wallace in a Sultan's Palace." A: 6 Jan. (1930), 11. 
 
 
THE WINNING TICKET:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
 Possibly an updated adaptation of the W. B. Brown revue Winning Tatts (1917), which is also likely to have 
been based on the 1911 Australian silent movie, A Ticket in Tatts.  Directed by Gaston Mervale (from a screenplay by 
P. W. Marony) for the Australian Life Biograph Company, the film's story concerns a penniless and unemployed 
wastrel who wins a lottery and spends his fortune on alcohol and race-track gambling.   
[NB: There is no relationship between the Mervale film and F. W. Thring's 1934 film of the same name (starring George Wallace)] 
1924: Harry Clay's city and suburban circuit (Syd); ca. Oct/Nov. 
 - Prod. Clay's Bridge Theatre Ltd. 
- Troupe: Art Slavin Revue Company. 
 
 
THE GIGGLE HOUSE: [revusical]  Txt. Charles Delavale; Mus. [n/e]  
Described by a Theatre reviewer as "a smartly-built revue on modern lines" (Nov. 1914, 17). 
1924: Harry Clay's city and suburban circuit (Syd); ca. Oct/Nov. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles "Ike" Delavale. 
 
SLIGHTLY MIXED: [revusical]   Txt. Con Moreni; Mus. [n/e] 
1924:  Bijou Theatre (Melb); 8-14 Nov. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 
THE ELECTRIC BELT: [revusical]   Txt. Con Moreni; Mus. [n/e] 
1924:  Bijou Theatre (Melb); 15-21 Nov. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 
TARZAN: [revusical]   Txt. Con Moreni; Mus. [n/e] 
 "An object lesson for all cavemen" (ARG: 24 Nov. 1924, 16) 
1924:  Bijou Theatre (Melb); 22-28 Nov. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
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THE BANDIT; OR, MUDDLES IN MEXICO: [revusical]   Txt. Con Moreni; Mus. [n/e] 
 Con Moreni played a wandering Australian who meets the Mexican president and as a patriotic bandit helps to 
stage a revolution. Along the way he meets heaps of trouble. The Age critic writes of the production: "The sketch, for all 
its foolishness, is undoubtedly clever" (A: 1 Dec. 1924, 11). 
1924:  Bijou Theatre (Melb); 29 Nov. - 5 Dec. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 "Bijou Theatre." A: 1 Dec. (1924), 11.      [rnib] 
 
 
REMNANTS:  [revusical] Txt. Nat Phillips; Mus. [n/e] 
 "Like its predecessors," records Everyone's, "it has little or no plot, but just enough to hold it together and 
permit of the comedians and their support a first-class impression of how easy it is to get laughs" (E: 3 Dec. 1924, 34). 
1924: Fullers' Theatre (Syd); 29 Nov. - 5 Dec.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Mike Connors, Queenie Paul, Peter Brooks, Dan M. Dunbar,  
- NB: This production marked the final week of the Stiffy and Mo Company's 1924 Fullers Theatre season.  
1925: Bijou Theatre (Melb); 30 May - 5 June    
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips, Roy Rene, Dan M. Dunbar, Queenie Paul, Mike Connors, Dot Davis [aka Mrs Roy  
    Rene], Gladys Shaw, Keith Connolly, Rene Albert, David Lyle; and the Dandy Six. 
- NB: This production also marked the final week of the Stiffy and Mo season.  
 
 
DINGO FLAT:  [revusical]   Txt. George Campbell; Mus. [n/e] 
 Possibly written or devised by George Campbell, along with other members of the Cockatoo Farm Company. 
1924: George Campbell Sydney and NSW regional circuit; ca. Nov. 
 - Dir/Prod. George Campbell. 
 - Troupe: George Campbell's Cockatoo Farm Company. 
 - Cast incl. Ernest Pitcher, Ivy Baker, Clifton Collins, Jack Dwyer, Nessie Bett, Ray Raymond, Marie  
    Martineer. 
 
 
THE GOOD SHIP RIBTICKLER: [revusical]  Txt. Charles Delavale; Mus. [n/e]  
1924: Harry Clay's city and suburban circuit (Syd); ca. Nov/Dec. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale. 
 
 
THE ISLE OF LOVE: [revusical]   Txt. Con Moreni; Mus. [n/e] 
1924:  Bijou Theatre (Melb); 6-12 Dec. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 
GET YOUR MAN: [revusical]   Txt. Con Moreni; Mus. [n/e] 
 Described as a "real Bobby Dazzler show," Con Moreni plays Sgt Clancy of the North-West Mounted Police. 
He "looks for trouble and finds it among the two-gun men of Dawson City (A: 13 Dec. 1924, 28). 
1924:  Bijou Theatre (Melb); 13-19 Dec. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 "Bijou Theatre."  A: 13 Dec. (1924), 28.  Advert. 
 
 
 
 588 
NED KELLY AND THE WOWSER: [revusical]   Txt. Con Moreni; Mus. [n/e] 
1924:  Bijou Theatre (Melb); 20-26 Dec. 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Company. 
- Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny. 
 
 
MAMA'S BOY:  [revusical]  Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack, the 
storyline revolves around Phil Smith's character, who attempts to lead a double life. Other characters include: Bolger 
(the school bully), Mrs Rumford, a Frenchman in love, and a schoolmaster. 
 Songs incorporated in the 1924/25 Fullers Theatre season included: "Because You're You," "Blue Hoosier 
Blues," "Stop It" and "Eleanor." Nat Hanley also provided additional musical performances within the story, playing 
both piano and banjo. 
1924: Fullers' Theatre (Syd); 20-26 Dec. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, Nat Hanley (Bolger), William Greene (Frenchman), Ida Merton, Phyllis Nicholson,  
    Robert Raymond (the schoolmaster), Al Mack, Peggy Peate (Mrs Rumford), Mildred O'Brien; and the Sunny  
    Smiling Six. 
 - Although Amy Rochelle was specially engaged by the Fullers' for the Christmas/New Year season she is not  
    believed to have been involved in this revusical. 
1927: Fullers New Theatre (Syd); 12-18 Feb 
 - Dir. Nat Hanley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Nellie Dean, Mildred O'Brien, Florence Hunter, Sydney Smith. 
 - Phil Smith was not with the troupe during the January/February season at the Fullers New Theatre, having  
    been engaged by the Fullers for their Melbourne production of the Puss in Boots pantomime. 
1927: Bijou Theatre (Melb); 5-11 Mar. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 -  This was the opening production for the Bijou Theatre season. 
 
 'Bijou - Phil Smith Company."  ARG: 21 mar. (1927), 14.       [rnib] 
 "Fullers' Theatre." SMH: 22 Dec. (1924), 9. 
 
 
MOTHER GOOSE:  [pantomime]  Lib/Mus. [n/e] 
 Little is known about this pantomime including the general storyline and authorship. Although it is possible that 
it was adapted from Nat Phillips' 1922 this is yet to be confirmed. George H. Ward and Bert Le Blanc, who were both 
cast as principal comedians may well have had significant  input into the production. 
1924: Majestic Theatre, Newtown (Syd); 20 Dec. 1924 - 17 Jan. 1925 
 - Dir. George H. Ward; Prod. Fullers Theatres Ltd 
 - Cast incl. Daisy Yates (principal boy), Patsy Hill (principal girl), Dot Brown (the Fairy), Bert Le Blanc,  
    George H. Ward, Vernon Sellars (Demon), Yorke Gray (Dancing Vulture), Joe Morris (the goose that laid  
    the golden egg), Carlton Chase (Squire), Billie Jones (Trueheart, a likable boy), Irene Wando (Joybell, a  
    teasing girl), Edna Sanderson, Les Warton, Fullers' Eleven Wonders (Child acrobats).  
 
 "Mother Goose."  SMH: 22 Dec. (1924), 9. 
 
 
AUTUMN LOVE:  [revusical]  Txt. Phil Smith; Mus. [n/e] 
 "As far as the book of this little piece was concerned," writes the Sydney Morning Herald theatre critic in 1927:  
"It was of  a trite and hackneyed order, but the skill with which the players embroidered their lines with droll gestures 
and attitude set the audience to laughing heartily. This applied specially to Mr Nat Hanley. Like George Robey - on 
whom his style is consciously or unconsciously modelled - he had only to walk onto the stage and people were caught 
up into paroxysms of mirth. The most trivial scrap of repartee he would put across the footlights with a blink of the eyes 
or a comic grimace that made it seem really witty. His most successful moments were in a scene with Mr Alec 
McKinnon" (31 Jan. 1927, 6). 
1924: Fullers' Theatre (Syd); 27 Dec. 1924 - 2 Jan. 1925 [return season: 21-27 Feb. 1925] 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
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 - Cast incl. Phil Smith (passenger), William Greene (passenger), Nat Hanley (sailor), Ida Merton, Phyllis  
   Nicholson, Robert Raymond, Al Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
1927: Fullers' Theatre (Syd); 29 Jan. - 4 Feb. 
 - Dir. Nat Hanley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zig Zag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Sydney Smith, Nellie Dean, Bert Keats,  
    Dorothy Grace, Oliver McLennan, Mildred O'Brien. 
- NB: The company was under the leadership of Nat Hanley between Boxing Day 1926 and the season finale  
   due to Phil Smith being engaged by the Fullers for their Melbourne pantomime Puss in Boots.  
1927: Bijou Theatre (Melb); 12-18 Mar. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 
 "Fullers' Theatre." SMH: 31 Jan. (1927), 6.       [rnib] 
"Month in Vaudeville, The." TT: Mar. (1925), 14. 
 
 
CATCHEM AND ROBBEM: [revusical]  Txt. Con Moreni; Mus. [n/e] 
 Produced as part of "The Veterans of Variety," a special event put on by Sir Benjamin Fuller, its story concerns 
a pair of actors, "Ginger Catchem" (Con Moreni) and "Robbem" (Dan Weldon), who are down on their luck. They put 
up at a hotel "and proceed to resuscitate their financial standing by working their heads upon all likely marks with 
whom they come into contact" (GR: July 1925, 14). 
1924: Bijou Theatre (Melb); 27 Dec. - 2 Dec. 
- Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Co. 
 - Cast incl. Con Moreni, Dan Weldon, Harry Moreni, Alex McAllister, Les Austin, Dolly Varni.  
 - NB: This was the final production staged during the Bijou Theatre season.  
1925: Fullers Theatre (Syd); ca. 18 June - 
 - Dir. Con Moreni; Prod. Fullers' Theatres Ltd. 
 - Troupe: Con Moreni Revue Co. 
 - Cast incl.  Con Moreni, Dan Weldon, Harry Moreni, Ivy Davis, Alex McAllister, Les Austin, Linda Dale,  
    Dolly Varni, Will Kenny.  
 
 
STEP LIVELY: [revusical]  Txt. Bert Le Blanc; Mus. [n/e]  
1924: Harry Clay's city and suburban circuit (Syd); ca. Dec.    [incl. Princess Theatre] 
 - Dir. Bert Le Blanc; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Bert Le Blanc Revue Company. 
 - Cast incl. Bert Le Blanc. 
 
 
 
Harry Clay's Bridge Theatre, Newtown  
From the Newtown Diamond Jubilee Souvenir: 1862-1922 
 (Courtesy of the Mitchell Library) 
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1925 
 
The Fullers and Hugh J. Ward, revived Cinderella at Sydney's Grand Opera House, following its Melbourne 
season (1924-25). Although director Frank Neil (Melb/Syd) may have contributed some original material, this 
production is believed to have been essentially the same show that was produced at the London Hippodrome 
(c1923/24). The book and lyrics for that production are by Clifford Harris and Valentine, with music by James W. Tate. 
The principal boy role played by Kitty Reidy in Melbourne was undertaken in Sydney by Amy Rochelle. 
The Optimists Revue Company played a season at the Bijou Theatre (Melb) beginning 17 October. The 
repertoire, including the opening production Odds and Ends, is believed to have been revue rather than revusicals. The 
company comprised such artists as Ed. Warrington, Durham Marcel, Nell Fleming, Alec Kellaway and Bebe Scott. 
__________ 
 
ON THE WHEEL:  [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, notably Nat Hanley and Al Mack. The 
storyline deals with matrimonial entanglements. 
1925: Fullers' Theatre (Syd); 3-9 Jan. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, William Greene, Nat Hanley, Ida Merton, Al Mack, Phyllis Nicholson, Peggy Peate,  
    Robert Raymond, Mildred O'Brien, with the Sunny Smiling Six. 
1927: Fullers' Theatre (Syd); 22-28 Jan. 
 - Dir. Nat Hanley; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Sydney Smith, Nellie Dean, Bert Keats,  
    Dorothy Grace, Oliver McLennan, Mildred O'Brien. A new addition to the troupe was: Florence Hunter.  
1927: Bijou Theatre (Melb); 19-25 Mar. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
1929: Warton and D. B. O'Connor's Frivolities Company regional tour (Qld); Birch, Carroll and Coyle; c June/July 
 - Dir. Paul Warton and D. B. O'Connor; Prod. Birch, Carroll and Coyle. 
 - Cast incl. Phil Smith, D. B. O'Connor, Doris George, Violet Lester, Dorothy Phillips, Louis Garcia. 
 - Tour Itinerary incl.   Mackay 1-6 July (Britannia Hall) 
 
 "Fuller News."  SMH: 5 Jan. (1925), 6.       [rnib] 
 
 
JUST A GIRL: [revusical]  Txt. Phil Smith; Mus. [n/e] 
 The Theatre notes that Phil Smith's revues Just a Girl, are "built on lines that recall some of the musical 
comedies of the past… the plots [are] in many cases quite coherent, and in some cases dramatic. The result is the 
performers have something tangible to work upon, and the revues are more than glorified vaudeville" (Feb. 1925, 12). 
Advertising for the 1927 Bijou Theatre season records: 'The modern girl is used to being criticised but everybody will 
enjoy the pranks of the joyous flapper and her comedy escort in the swirling torrent of laughter' (ARG: 9 Apr. 1927, 
40). 
1925: Fullers' Theatre (Syd); 10-16 Jan. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, William Greene, Nat Hanley (page boy), Ida Merton, Al Mack, Phyllis Nicholson,  
    Peggy Peate, Robert Raymond, Mildred O'Brien, with the Sunny Smiling Six. 
1927: Bijou Theatre (Melb); 9-15 Apr. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 
 "Month in Vaudeville, The."  TT: Feb. (1925), 12, 35. 
 
 
MARY'S LAMB:  [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. 
The plot sees "a gay Lothario of a husband being kept under the eye of a suspicious wife until [she] is bowled out in a 
little indiscretion of her own" (JI: 3 Feb. 1927, 28).  The Sydney Morning Herald review of the 1925 Fullers' Theatre 
season describes Phil Smith's character as Mary's henpecked husband (19 Jan. 1925, 5). 
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1925: Fullers' Theatre (Syd); 17-23 Jan. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, Nat Hanley, William Greene, Ida Merton, Phyllis Nicholson, Robert Raymond, Al  
    Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
1927: Fullers' Theatre (Syd); 29 Jan. - 4 Feb 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Nellie Dean, Bert Keats, Dorothy Grace,  
    Oliver McLennan, Mildred O'Brien, Florence Hunter, Sydney Smith. 
1927: Bijou Theatre (Melb); 2-8 Apr. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 
"Fuller News." SMH: 19 Jan. (1925), 5.       [rnib] 
"Vaudeville."  JI: 3 Feb. (1927), 28.  
 
 
SWEETHEARTS: [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, notably Nat Hanley and Al Mack. 
1925: Fullers' Theatre (Syd); 24-30 Jan. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, Nat Hanley, William Greene, Ida Merton, Phyllis Nicholson, Robert Raymond, Al  
    Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
 
 
AT THE PARTY: [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, notably Nat Hanley and Al Mack. 
Advertising in the Argus prior to the 1927 Bijou Theatre season records: 'You have seen many parties, polite parties and 
rough parties, birthday parties and card parties, wedding parties and Bohemian parties, but never a party like Phil 
Smith's party' (26 Mar. 1927, 44). 
1925: Fullers' Theatre (Syd); 31 Jan. - 6 Feb. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith, Nat Hanley, William Greene, Ida Merton, Phyllis Nicholson, Robert Raymond, Al  
    Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
1927: Fullers' Theatre (Syd); 8-14 Jan. 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Sydney Smith, Nellie Dean, Bert Keats,  
    Dorothy Grace, Oliver McLennan, Mildred O'Brien. 
1927: Bijou Theatre (Melb); 26 Mar. - 1 Apr. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 
 
THE DEATH OF THE APHRODITE:  [revusical]  Txt. Phil Smith; Mus. [n/e] 
 Largely set on the deck of a ship, with Phil Smith as a seasick passenger, the revusical was typically full of 
musical numbers, comedy and dance. The Theatre notes, however, that the patter work of Smith and Greene was "very 
finished, [but] perhaps at times a trifle too subtle for audiences used to knock-about farce." The magazine's critic also 
notes that Phil Smith's revues (and notably Just a Girl) are "built on lines that recall some of the musical comedies of 
the past… the plot is in many cases quite coherent, and in some cases dramatic. The result is the performers have 
something tangible to work upon and the revues are more than glorified vaudeville" (Feb. 1925, 12). 
1925: Fullers' Theatre (Syd); ca. Jan. 
 - Dir. Phil Smith; Prod. Fullers Theatres' Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith (passenger), William Greene (passenger), Nat Hanley (sailor), Ida Merton, Phyllis  
   Nicholson, Peggy Peate, with the Smiling Six (incl. Mildred O'Brien). 
 
 "Month in Vaudeville, The."  TT: Feb. (1925), 12, 35. 
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THE WAGS:  [revusical]  Txt. Art Slavin; Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. Jan/Feb. 
 - Dir. Art Slavin; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Art Slavin Revue Company. 
 
 
ON THE SCENT: [revusical]  Txt. Phil Smith; Mus. [n/e] 
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack, this 
revusical was described in the Sydney Morning Herald as "a new show" containing bright musical numbers, comedy, 
pretty ballets and other dancing and with effective stage settings. The critic goes on to note, that "what little plot there 
was in the [production] was quickly lost in the happy whirl of music and dancing and comedy characteristic of this class 
of show" (16 Feb. 1925, 6). 
1925: Fullers' Theatre (Syd); 14-20 Feb.  
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith (passenger), William Greene (passenger), Nat Hanley (sailor), Ida Merton, Phyllis  
   Nicholson, Robert Raymond, Al Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
1926: Fullers Theatre (Syd); 18-24 Dec. 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag revue Company. 
 - Cast incl. Nat Hanley, William Green, Phyllis Nicholson, Nellie Dean, Bert Keats, Dorothy Grace, Al Mack,  
    Mildred O'Brien; and the Smiling Six Blondes and Brunettes. 
-  Phil Smith was not with the troupe for this production (staged as the opening show), having been engaged by  
   the Fullers for their Melbourne production of the Puss in Boots pantomime. 
 
"Fullers' Theatre." SMH: 16 Feb. (1925), 6.      [rnib] 
 
 
ANY OLD THING: [revusical]  Txt. Phil Smith; Mus. [n/e] 
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. 
1925: Fullers' Theatre (Syd); 21-27 Feb.  
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Phil Smith Revue Company. 
 - Cast incl. Phil Smith (passenger), William Greene (passenger), Nat Hanley (sailor), Ida Merton, Phyllis  
   Nicholson, Robert Raymond, Al Mack, Peggy Peate, Mildred O'Brien; and the Sunny Smiling Six. 
1926: Fullers Theatre (Syd); 27-31 Dec. 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag revue Company. 
 - Cast incl. Nat Hanley, William Green, Phyllis Nicholson, Nellie Dean, Bert Keats, Dorothy Grace, Al Mack,  
    Mildred O'Brien; and the Smiling Six Blondes and Brunettes. 
 - Phil Smith was not with the troupe for this production having been engaged by the Fullers for their Melbourne  
    production of the Puss in Boots pantomime. 
1927: Bijou Theatre (Melb); 30 Apr.  (one night only) 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 -  This was the closing production for the 1927 Bijou Theatre season (5 March - 30 Apr.) 
 
 
BELL TOP: [revusical]  Txt/Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. Feb/Mar. (incl. Princess Theatre, ca. Feb.) 
 - Prod. Clay's Bridge Theatre Ltd. 
  
 
STUNTS: [revusical]  Txt. Dan Thomas; Mus. [n/e]  
 Described in the Theatre as being "rich in topical jokes and elaborate 'business'" (Mar. 1925, 17). 
1925: Harry Clay's Sydney city and suburban circuit; ca. Feb/Mar. (incl. Gaiety Theatre, ca. Feb.) 
 - Dir. Dan Thomas; Prod. Clay's Bridge Theatre Co. 
 - Troupe: Dan Thomas Revue Company. 
 - Cast incl. Dan Thomas, Reg "Kangaroosta" Thornton, Margarita. 
___________________________ 
 
NB:  Phil Smiths' Zigzag Revue Company: Nat Hanley acted as director and manager of the troupe between Boxing Day 1926 and the season 
finale (c Feb. 1927) due to Smith having been engaged by the Fullers for their Melbourne pantomime Puss in Boots.  
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HOW TO TRAIN A HUSBAND: [revusical]  Txt. Dan Thomas; Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. Feb/Mar. 
 - Dir. Dan Thomas; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Dan Thomas Revue Company. 
 - Cast incl. Dan Thomas. 
 
 
THE HUNTSMAN [aka AT THE HUNT]: [revusical]  Txt. Nat Phillips; Mus. [n/e] 
  Little is known about this revusical, believed to have been first staged in 1925. The Age theatre critic simply 
records: "At the Bijou on Saturday Stiffy (Nat Phillips) and Mo (Roy Rene) staged another revue entitled The 
Huntsmen. The adventures of these absurd comedians and the machinations of the villain made a hit with a crowded 
house… Dan Dunbar gave an excellent sketch of an old-time actor, Horatio Muggs, his exaggerated comedy proving 
very popular" (13 Apr. 1925, 5). 
Although the 1928 Whirligig's Bijou season, billed as At the Hunt, is described in advertising as a "new and 
original revue" (A: 26 Dec. 1928, 16), it is likely that it was based on the earlier Stiffy and Mo scenario. Roy Rene's 
part would, in the 1928 version, have most likely been performed by Jack Kellaway (possibly as 'Erb). 
1925: Bijou Theatre (Melb); 21-27 Mar.     
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; Chor. Rosie Bowie. 
 - Troupe: Nat Phillips' Stiffy and Mo Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Dan M. Dunbar (Horatio Muggs), Queenie  
    Paul, Mike Connors, Dot Davis [aka Mrs Roy Rene], Keith Connolly, Gladys Shaw, Rene Albert, David Lyle;  
    and the Dandy Six. 
1928: Bijou Theatre (Melb); 24-30 Dec. [ as At the Hunt] 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Whirligigs. 
- Cast incl.  Nat Phillips, Daisy Merritt, Jack Kellaway, Jack Scott, Tom Collins, Dan M. Dunbar, Kitty  
   Stewart, Winnie Edgerton, Grace Savieri, and the Radio Six.  
- Musicians: Tiny's Varsity Boys. 
 
- NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising. 
 
 
MAM'SELLE ARMENTIERES: [revusical]  Txt. Dan Thomas; Mus. [n/e]  
 The Theatre records that "Dan Thomas as the Dame - a line of work in which he has long been recognised as 
having few equals, is the life and soul of the revue" (Apr. 1925, 15). 
1925: Harry Clay's city and suburban circuit (Syd); ca. Mar/Apr. 
 - Dir. Dan Thomas; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Dan Thomas Revue Company. 
 - Cast incl. Dan Thomas. 
 
 
NEIL WYNNE WINS: [revusical]  Txt/Mus. [n/e]  
 Described as a "humorous racing revue." 
1925: Harry Clay's city and suburban circuit (Syd); ca. Mar/Apr. 
 - Prod. Clay's Bridge Theatre Ltd. 
 
 
SO THIS IS MANLY:  [revusical]  Txt. Reg Thornton; Mus incl. Reg Thornton 
 This production is believed to have been the first of Thornton's one act musical revues for Harry Clay, and 
perhaps the first that he wrote. Previews and reviews indicate that Thornton's revusicals, and this one in particular, 
contained a stronger plot within their story lines than most contemporary productions. Everyone's, for example, wrote in 
May that "all [his productions] are written with a view to continuity of plot and the inclusion of song numbers of an 
appropriate nature" (E: 6 May 1925, 37). 
1925: Harry Clay's city and suburban circuit (Syd); ca. Mar/Apr. 
 - Dir. Reg Thornton; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Reg Thornton. 
 
 
HERE COME THE YANKS: [revusical]  Txt. Reg Thornton; Mus incl. Reg Thornton 
1925: Harry Clay's city and suburban circuit (Syd); ca. Mar/Apr. 
 - Dir. Reg Thornton; Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Reg Thornton. 
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ATHLETIC FROLICS:  [revusical]  Txt. George Wallace; Mus. incl. George Wallace 
1925: Fullers' Theatre (Syd); 18-29 Apr. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Jack White, Tom Lincoln, Marie Nyman, Ivy Moore, Sadie  
    Gale, Nellie Dean. 
 
 
UPS AND DOWNS: [revusical]  Txt/Mus. [n/e]  
 "Bright ballets and melodious songs are the features of the show" (TT: May 1925, 14).  
1925: Harry Clay's city and suburban circuit (Syd); ca. Apr. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale. 
1925: Harry Clay's city and suburban circuit (Syd); ca. Oct. (incl. Gaiety Theatre, c Sept.) 
 - Prod. Clay's Bridge Theatre Co. 
 - Cast incl. Jake Mack, Charles Norman. 
 
 
AINT WE GOT FUN: [revusical]  Txt/Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. Apr/May 
- Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Rev. Frank Gorman. 
  
 
MONEY AND MATRIMONY: [revusical]  Txt. George Wallace; Mus. [n/e] 
This "cowboy musical drama," was described in the Sydney Morning Herald in 1925 being set "in the wilds of 
the West, [where] Mr Wallace appears as a parson endeavouring to reform cowboys" (2 May 1925, 10).  
It is possible that Wallace adapted the setting and some of the characters into Dangerous Dan sometime during 
1925, as both revusicals have a similar "western" theme and no further revivals of Money and Matrimony have been 
located after the Bijou Theatre season. 
1925: Fullers' Theatre (Syd); 2-8 May    
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
- Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Tom Lincoln, Jack White, Ivy Moore, Sadie  
    Gale, Nellie Dean. 
1925: Bijou Theatre (Melb); 11-17 July     
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
- Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Sadie Gale, Olga Muir, Tom Lincoln, Jack White, Nellie Dean,  
    Lulu Fanning, Mercia Elliott, George Lloyd, Fred "Check" Hayes, Ada Scaddan, Alma Stewart. 
 
-   NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
 
"Amusements." SMH: 2 May 1925, 10. . 
"Bijou - Vaudeville." ARG: 13 July (1925), 14.      [rnib] 
 
 
THE BAILIFFS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Stiffy and Mo (Stiffy and 'Erb in 1927) play bailiffs "who attempt all sorts of subterfuge and disguises to affect 
entry into a house, but the occupier (Daisy Merritt) is too astute for them" (BC: 17 Jan. 1927, 16). 
 Among the songs presented in the 1925 Melbourne production were: Queenie Paul's composition "A Smile in 
Everybody" (Mike Connors and Queenie Paul), "Star of the East" and "Pyjama Blues." 
1925: Bijou Theatre (Melb); 9-15 May 
- Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Stiffy and Mo Company 
- Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Dan M. Dunbar, Queenie Paul, Mike Connors,  
   Dot Davis [aka Mrs Roy Rene], Keith Connolly (clerk/butler), Gladys Shaw, Rene Albert, David Lyle; and the  
   Dandy Six. 
1927: Empire Theatre (Bris); 15-21 Jan.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips (Stiffy), Jack Kellaway ('Erb), Daisy Merritt, Dan M. Dunbar, Harry Cash, Hilda  
   Laurence, Dan Weldon, Dorothy Manning, Polly Power; and the Radio Six.  
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-  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 -  The Bailiffs was staged as a first part entertainment, with In the Hospital as the second half of the programme,  
    along with several sketches and  vaudeville turns. 
 -  This revusical was likely to have premiered prior to the Whirligigs' 1926-27 Brisbane season.  
 
NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising.  
 
"Bijou Theatre."  A: 11 May (1925), 13. 
"Empire Theatre."  BC: 17 Jan. (1927), 16. 
 
 
MY MOROCCO MAID: [revusical]  Txt/Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. May/June 
 - Prod. Clay's Bridge Theatre Ltd. 
 - Cast incl. Rev. Frank Gorman, Elsie Sylvaney, Charles Norman, Jake Mack. 
 
 
SCOTCH MIXTURES: [revusical]  Txt. Charles Delavale; Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. May/June 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Co. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale. 
 
ACTORS' TROUBLES: [revusical]  Txt. Reg Thornton; Mus incl. Reg Thornton  
 Described in the Theatre as containing "a novel plot"… which proposes that "actors have more than their share 
of troubles" (July 1925, 14). 
1925: Harry Clay's city and suburban circuit (Syd); ca. June/July 
 - Dir. Reg Thornton; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Reg Thornton and Company. 
 - Cast incl. Reg "Kangaroosta" Thornton, Harry Cash. 
 
 
THE BELLE OF THE BALL: [revusical]  Txt/Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. June/July 
 - Prod. Clay's Bridge Theatre Ltd. 
 
 
THE HONEYMOON TRAIL:  [revusical]  Txt. F. Gayle Wyer; Mus. [n/e] 
 In an article on F. Gayle Wyer's soon-to-open season at Fullers' Theatre (Syd), the Theatre described The 
Honeymoon Trail as "a three act musical comedy reduced to a 75 minute show [that] allows ample scope for real 
character acting on the part of some performers., in addition to the usual song and dance and leg show associated with 
this class of production" (Sept. 1925, 14). Although the authorship of this revusical, as with others in the Bandbox 
repertoire has been established as coming from the pen of Wyer (TT: Oct. 1925, 13), they are also likely to have 
required some degree of collaboration in terms of localisations and topicalities (very likely between Wyer and other 
senior members of the troupe).  
 Virginia (USA)-born comic, Gale Wyer, who turned to professional theatre after having spent some previous 
years in the US military and as a practicing lawyer, migrated to the antipodes in the early 1920s. He joined up with the 
Fullers organisation, at one stage playing a six month engagement at the Empire Theatre in Brisbane, before 
undertaking a tour of New Zealand with his own company, The Gayle Wyer Bandbox Revue Company. The troupe, 
which contained at least two lead Australians - Billy Bovis, and variety entertainer/character actor, Arthur Cornwell 
(well-known for his role in the stage production of The Sentimental Bloke) - was engaged by the Fullers when they 
returned to Australian in mid-1925, which they opened with The Honeymoon Trail. The chorus of "pretty girls" was 
reputedly all-Australian. 
 It is likely that this revusical was staged in New Zealand prior to the Sydney season beginning August 1925. 
1925: Fullers' Theatre (Syd); 22 Aug. - 
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Arthur Cornwell, Heather Jones, Vera Benson, Elsa Scott, Jack  
    Kellaway.  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
 
 
_________________________________ 
 
NB:  Re: F. Gayle Wyer's Bndbox Revue Company (c 1925). Jack Kellaway's surname is often spelled Kelleway in reviews and advertising. 
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1926: Empire Theatre (Bris); 3-9 Apr. 
- Dir. F. Gayle Wyer; Prod. Fullers' Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Vera Benson, Elsa Scott, Len Rich, Sam Ward, Ethel Hartley, Heather  
    Jones, Walter Cornock.  
 
 'Empire: Band Box Revue – Nigger Minstrels."  BC: 5 Apr. (1926), 15.      [rnib] 
"Month in Vaudeville, The."  TT: Sept. (1925), 14, 41. 
 
 
NOTIONS: [revusical]  Txt. Charles Delavale; Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); c Aug/Sept. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale. 
 
 
AN APPEALING PRESENTATION OF MADEMOISELLE FROM 
ARMENTIERES:  [musical sketch]  Txt/Mus [n/e] 
 A theatrical sketch based on the iconic World War One song, "Mademoiselle from Armentieres" (aka "Hinky 
Dinky Parley Voo"), this presentation is believed to have continued the tradition established by soldiers from other 
countries of adapting the words to reflect their own experiences and perspectives of the war.  The authorship of the 
original song has long been disputed. Edward Rowland and Canadian composer Lt. Glitz Rice have been attributed as 
the creators, as have Englishmen Harry Carlton and Joe Tunbridge. Another British song writer, Harry Wincott (aka 
Alfred James Waldon) also claimed to have originated the song.  
 The Argus theatre critic writes of the 1925 Athenaeum production: "With a touch of pathos and well-staged 
"Mademoiselle from Armentieres" was another of the items which gave exceptional pleasure. It was sung by Mr Ern 
Kopke, and the chief acting parts were taken by Miss Jessie Hanna, Mr Clyde Fields, and Miss Rosette Powell. With the 
song most people who patronise amusements are now familiar, it is the acting and the stage effects which make it so 
well worthy of a place in a programme of the kind" (7 Sept. 1925, 14). The Age's theatre critic was similarly taken with 
the theatricality and sentiment of the piece, recording: "The little sketch, admirably conceived and carried out, is 
heartbreaking in a way; and yet the heart does not break, but is stirred to beat faster. There are diggers - real diggers - in 
that little rest house somewhere in France, and when the call comes and they move out and pass the window in a long 
file, some never to come back, one feels that there is a truly simple little relic from the ghastly past now happily over - a 
relic crowded with the dogged spirit and the incomparable valour of those who were men. Nothing quite as touching, 
quite so simply grand has ever been presented here before as that picture of those war-weary men filing past the 
window in the dusk, bound for the inferno of the trenches" (7 Sept. 1925, 12). 
1925: Athenaeum Theatre (Melb); 5-11 Sept. 
 - Dir. G. P. Hanna; Prod. E. J. Carroll. 
 - Troupe:  Pat Hanna's Famous Diggers 
 - Cast incl. Ern Kopke (singer), Jessie Hanna (Mademoiselle), Clyde Fields (the Digger), Rosette Powell  
    (Marie). 
 - Other male members of the troupe are believed to have appeared as soldiers. Possibly involved were: G. P.  
    Hanna, Jock Thompson, Bert Gilbert, Joe Valli, Les Coney, Ray Brimsden, Master Brian Laurence. 
 
 "Athenaeum Theatre - The Famous Diggers." A: 7 Sept. (1925), 12.      [rnib] 
 "Famous Diggers Reappear at Athenaeum." ARG: 7 Sept. (1925), 14.      [rnib] 
 "Sundry Shows." B: 10 Sept. (1925), 35.       [rnib] 
 
 
LOVE, HONOUR AND OBEY: [revusical]  Txt. F. Gayle Wyer; Mus. [n/e] 
 It is likely that this revusical was staged in New Zealand by the Bandbox Revue Company prior to the 1925 
Sydney season (see also The Honeymoon Trail).  Although the authorship of this revusical, as with others in the 
Bandbox repertoire has been established as coming from the pen of Wyer (TT: Oct. 1925, 13), they are also likely to 
have required some degree of collaboration in terms of localisations and topicalities (very likely between Wyer and 
other senior members of the troupe).  
 The Brisbane Courier reviewer writes of the 1926 season: "A musical comedy in one act and three scenes, 
constructed by Mr Wyer for laughing purposes only… [its] moral [is] that the way of marital transgressors is hard. As 
the wronged husband, Albert Simpson, whose wife is discovered dining with another man, Gayle Wyer is most 
amusing. Angered by his wife's indiscretions, and bitterly disappointed with his childless home, he leaves for 
Melbourne, vowing he will never return, but thanks to the wit of Kitty Taylor (Elsa Scott), Mrs Simpson's friend, who 
conceives the idea of adopting a baby, Albert joyfully returns. As Tommy Taylor (baby hunter and clandestine diner-out 
with Mrs Simpson – he swears he will have all his meals at home in future, even if he is killed by indigestion), Walter 
Cornock, a natural comedian, had the audience roaring with laughter. Ethel Hartley, who appears as an Italian woman, 
whose baby has been stolen by Tommy, and Patrick Murphy (Billy Davis), husband of the washerwomen whose twins 
 597 
have also been kidnapped by the baby hunter, to help his friend in her extremity, were also convincing. Sam J. Ward 
made an excellent policeman… The plot was interspersed with sparking vaudeville tit-bits and the Steppers, with Miss 
Scott and Miss Jones in solo numbers, graced the scenes with beautiful dancing" (12 Apr. 1926, 16). 
1925: Fullers' Theatre (Syd); ca. Sept.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Arthur Cornwell, Heather Jones, Vera Benson, Elsa Scott (Kitty), Jack  
    Kellaway.  
 - Musicians: Charleston Super Six Jazz Symphonists. 
1926: Empire Theatre (Bris); 10-16 Apr. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Vera Benson, Elsa Scott (Kitty), Len Rich, Sam Ward, Ethel Hartley,  
    Heather Jones, Walter Cornock.  
  
 "Empire, The."  BC: 12 Apr. (1926), 16. 
 
 
WHILE THE CAT'S AWAY: [revusical]  Txt. F. Gayle Wyler; Mus. [n/e] 
 Also known as When the Cat's Away, it is likely that this revusical, about which little is yet known, was staged 
in New Zealand by the Bandbox Revue Company prior to the Sydney season beginning August 1925 (see The 
Honeymoon Trail). Although the authorship of this revusical, as with others in the Bandbox repertoire has been 
established as coming from the pen of Wyer (TT: Oct. 1925, 13), they are also likely to have required some degree of 
collaboration in terms of localisations and topicalities (very likely between Wyer and other senior members of the 
troupe).  
 Songs incorporated into the 1926 production included "A Pretty Girl is Like a Melody" and "Has Anybody Here 
Seen Nancy?" 
1925: Fullers' Theatre (Syd); ca. Sept.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Arthur Cornwell, Heather Jones, Vera Benson, Elsa Scott, Jack  
    Kellaway.  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
1926: Empire Theatre (Bris); 15-21 May. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer (a man about town), Walter Cornock (Izzy Long), Sam J. Ward (Wuzzy Short), Billy  
    Bovis, Vera Benson (Mrs Long), Elsa Scott (Maggie Pepp, the cigar girl), Leonard Rich (the head waiter),  
    Ethel Hartley (Mrs Short), Heather Jones (a vamp), Ethel Shepherd (the baby); and the Broadway Belles. 
 
"Empire Theatre: Remarkable Revue, The." BC: 17 May (1926), 9. 
 
 
THE LADY BUCCANEERS: [revusical]  Txt. F. Gayle Wyer; Mus. [n/e] 
 This revusical, one of several presented by the Bandbox Revue Company under the direction of F. Gayle Wyer, 
is  set on a corsair's ship run by women pirates. The storyline allowed the "original lines" to unfold within the 
"picturesque scene" of the ship's "bridge and flying deck built up… [with] the starboard and port lights turning, and the 
main deck alive with pretty lady pirates" (TT: Oct. 1925, 13-14). Although the authorship of this revusical, as with 
others in the Bandbox repertoire has been established as coming from the pen of Wyer (TT: Oct. 1925, 13), they are 
also likely to have required some degree of collaboration in terms of localisations and topicalities (very likely between 
Wyer and other senior members of the troupe).  It is likely that this revusical was staged in New Zealand by the 
Bandbox Revue Company prior to the Sydney season beginning August 1925 (see The Honeymoon Trail). 
The Brisbane Courier reviewer writes of the 1926 season: "F. Gayle Wyer's Band-box Revue deals with the 
doings of the Lady Buccaneers on board the pirate ship, 'Chaffindish'… Wyer played the part of Captain Robert Wrong, 
nonplussed by the band of female pirates in mid-ocean [led by Captain Kiddo]. Comedy honours fell to Walter 
Cornock, who had a role after his own heart in the character Isadore Fitscohan [and] Sam Ward was an excellent foil as 
Hiram Spivins" (26 Apr. 1926, 16).  Song highlights from this production included Heather Jones "Cheerio Sailor Boy 
and Vera Benson's "If it Was Not for You." 
1925: Fullers' Theatre (Syd); ca. Sept.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer (Captain Robert Wrong), Billy Bovis (Bozo), Arthur Cornwell (The Jew), Heather  
    Jones , Vera Benson (Captain Kiddo), Elsa Scott, Jack Kellaway.  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
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1926: Empire Theatre (Bris); 24-30 Apr. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer (Captain Robert Wrong), Billy Bovis, Vera Benson (Captain Kiddo), Elsa Scott, Len  
    Rich, Sam Ward (Horam Spivins), Ethel Hartley, Heather Jones (Second Officer Sweet), Walter Cornock  
    (Isadore Fitzcohan).  
 
 "Empire Theatre, The."  BC: 26 Apr. (1926), 16. 
"Month in Vaudeville, The."  TT: Oct. (1925), 13, 14. 
 
 
DANGEROUS DAN: [revusical]  Txt. George Wallace; Mus. [n/e] 
 Possibly adapted from Money and Matrimony (1925) this "cowboy musical drama saw Wallace appears as 
"Dangerous Dan (his other name is McGrew), who has been holding up peaceful residents in the mountainous country 
of the west, where the cowboys flourish, and his unlawful aptitudes furnish the material for an hour of fun and frolic. 
The sheriff is after him and enlists the aid of the company at the Golden West Hotel - a company whose members prove 
to be not quite so innocent as the surface indications would lead one to believe… In the wild and whirling incidents 
connected with the pursuit of Dangerous Dan, in the mountain roads," the audience is presented "in the intervals" with 
pistol shots and songs such as "Bring a Friend for Me" (Fanning), "Gimme Me Hat" and "Coat" (Wallace), "Somewhere 
in the World" (Nyman) and "Roaring Days of '60" (Crosby)' (18 Jan. 1926, 10).  An Age review from 1930 further 
notes: "Most of the action takes place at 'Peaceful Pete's saloon, where revolver shooting, dancing, songs, music and 
comic situations contribute to a crowded, laughter-provoking show" (3 Mar. 1930, 10). 
Musical numbers known to have been incorporated in the 1928 production are: "Get Out and Get Under the 
Moon" (Jones and chorus) and "Dear Little Irish Mother" (Crosby).  
1925: Empire Theatre (Bris); 31 Oct. - 6 Nov.       [return season: 16-22 Jan. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
    White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - NB: Sadie Gale was not with the company from late October 1925 onwards. 
1926: Empire Theatre (Bris); 16-22 Jan.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
    White Frank, Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
1927: New Bijou Theatre (Melb); 1-7 Jan. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 1-7 Dec.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
- Although Dangerous Dan was the final "revusical" for the 1928 Bijou season, Wallace staged as final night on  
   8 December, with the show comprising highlights from the past few months. 
- The revusical was advertised in the Age as "the most screamingly funny of revues… [Wallace's] Six-Shooter  
   Gun Spoke and Seven Indians 'Bit the Dust'… Yes George is Dangerous" (1 Dec. 1928, 32).  
1930: Tivoli Theatre (Melb); 1-7 Mar. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
-   NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
 
"Bijou Theatre."  A:  3 Dec. (1928), 15.  
"Empire."  BC: 18 Jan. (1926), 10.        [rnib] 
"Empire Theatre."  BC: 2 Nov. (1925), 21. 
"Tivoli Theatre." A: 3 Mar. (1930), 10. 
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AFTER THE STORM: [revusical]  Txt. F. Gayle Wyer; Mus. [n/e] 
 The Theatre notes that "novelty was imparted to the revue staged on October 17 by the locale being placed in 
Sydney." With a greater emphasis on localised dialogue and topicalities, "this smart concoction of song, dance and 
interlude… possessed like all Gayle's works, a clear-cut story, which was punctuated at times by introduced songs and 
the ever welcome dancing of the clever Australian girls" (Nov. 1925, 13, 41). The story is set in a Darlinghurst flat 
owned by Timothy O'Sullivan, who, during the absence of his wife, gets an old bachelor friend Bill Utterman (Gayle 
Wyer) to keep him company. The two have a night out, and arrive home to find that Mrs O'Sullivan has unexpectedly 
returned from the country. To make matters worse, La belle Farnois, a chorus girl, turns up to get her handbag that the 
now much-tangled O'Sullivan took by mistake. Much humour is supplied, too, by the character Jones, a "darky" servant, 
who has to repeatedly unpack and pack his mistresses bags as she and her husband continually shift between arguing 
and making up (41). Two song and dance numbers known to have been incorporated into the Sydney production was 
the Irish piece "The Robert Emmett" performed by Elsa Scott, and the Heather Jones number "Hop, Skip and Jump." 
Although the authorship of this revusical, as with others in the Bandbox repertoire has been established as 
coming from the pen of Wyer (TT: Oct. 1925, 13), they are also likely to have required some degree of collaboration in 
terms of localisations and topicalities (very likely between Wyer and other senior members of the troupe).  
1925: Fullers' Theatre (Syd); ca. Oct.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Arthur Cornwell (Timothy O'Sullivan), Heather Jones, Vera Benson  
    (La Belle Farnois), Elsa Scott, Jack Kellaway, Ethel Hartley (Mrs O'Sullivan), Sam Ward (Jones).  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
1926: Empire Theatre (Bris); 29 May - 4 June. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Walter Cornock, Billy Bovis, Vera Benson, Elsa Scott, Leonard Rich, Sam J. Ward,  
    Ethel Hartley, Heather Jones; and the Broadway Belles. 
 - Walter Cornock left the troupe after this production. His place was taken by Elton Black. 
 
"Month in Vaudeville, The."  TT: Nov. (1925), 13, 41. 
 
 
THE NEW LANDLORD:  [revusical]  Txt. F. Gayle Wyler; Mus. [n/e] 
Although the author of this revusical, as with other Bandbox shows, has been established as Wyer (TT: Oct. 
1925, 13 and Dec. 1925, 13), it also likely to have required some degree of collaboration in terms of localisations and 
topicalities (very likely between Wyer and other senior members of the troupe).  
1925: Fullers' Theatre (Syd); ca. Nov.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Billy Bovis, Arthur Cornwell, Heather Jones, Vera Benson, Elsa Scott, Jack  
   Kellaway.  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
 
 
IN OLD JAPAN: [revusical]  Txt. F. Gayle Wyer; Mus. [n/e] 
Reviving memories of The Mikado and The Geisha, In Old Japan is set in the Yokohama of ancient times 
during poppy season. A Yankee poses as the son of a former President of the United States so that he can marry the 
Empress of Japan and reap the monetary reward for his temerity - 100,000 yen. According to the Theatre, the revusical 
was punctuated by "haunting airs, graceful dances by pretty Geisha girls, and a medley of whimsical quips and banter" 
(TT: Dec. 1925, 13). 
1925: Fullers' Theatre (Syd); ca. Nov.  
 - Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
 - Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer (the Yankee), Billy Bovis, Arthur Cornwell (Timothy O'Sullivan), Heather Jones,  
    Vera Benson (La Belle Farnois), Elsa Scott, Jack Kellaway, Ethel Hartley (Mrs O'Sullivan), Sam Ward  
    (Jones).  
 - Musicians:  Charleston Super Six Jazz Symphonists. 
1926: Empire Theatre (Bris); 22-28 May. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer  Walter Cornock (a droll "coon"), Billy Bovis (a Japanese high official), Vera 
  Benson, Elsa Scott (a Japanese woman), Leonard Rich, Sam J. Ward, Ethel Hartley, Heather Jones (a Japanese  
   woman); and the Broadway Belles. 
 
"Empire Theatre's Lively Programme." BC:  24 May (1926), 9.  
 "Month in Vaudeville, The."  TT: Dec. (1925), 13, 15. 
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 A WARMER FAIR: [revusical]  Txt. Arthur Helmsley and Elsa Brull; Mus. [n/e]  
1925: Harry Clay's city and suburban circuit (Syd); ca. Nov.     (incl. Bridge Theatre and Hippodrome, ca. Nov.) 
 - Dir. Arthur Helmsley; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Brull-Helmsley Company. 
 - Cast incl. Arthur Helmsley, Elsa Brull. 
 
 
THE SPARKLERS: [revusical]  Txt. George Wallace; Mus. incl. George Wallace 
 "A merry melange of fun and melody," The Sparklers' story-line is played out over six scenes and concerns 
diamond thieves, French police, customs officials, sailors and passengers. Wallace's role is recorded in the Age as being 
"the Nuisance" (15 Oct. 1928, 9). The Brisbane Courier notes, too, that "the story, tinged with tragedy, is woven around 
the attempts of a crook and his accomplice to rob a millionaire artists of jewels worth thousands of pounds" (7 Dec. 
1925, 11).  
In reviewing the 1930 Tivoli production the Age theatre critic further notes: "As the title implies diamonds, a 
plot to obtain the collection of diamonds of Mr Denver, the millionaire artist, is the basis of the revue. A prince who had 
witnessed an attempt on the life of a man in the street by a man and woman is subsequently approached by this pair to 
secure the diamonds under the pressure that they will inform the police that he committed the crime. It is developed on 
board a liner bound for America. The plot is quietly communicated to the millionaire by Wallace, who as the nuisance, 
or moneyed man's valet, is also approached to reveal the safe. Then he discloses the plot and the prince is charged by 
his accomplices with the supposed murder. But Wallace was the victim of the attack. The conspiracy in France, the 
voyage across the Atlantic, the scene at the New York custom's office, and in the studio, where Wallace shows his 
versatility as a sketch artist, give him plenty of scope to indulge his brimming humour and wit. There are many 
entertaining musical numbers, but the diversified items of Maida Jones, as a violinist, dancer and vocalist are 
outstanding" (20 Jan. 1930, 11). 
1925: Empire Theatre (Bris); 5-11 Dec.        [return season: 20-26 Feb. 1926] 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lalla Fanning, Ada Scaddan, Tom  
    White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
1926: Empire Theatre (Bris); 20-26 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
    White Frank, Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 - Staged as the second half entertainment following a novelty programme billed as "Veterans of Variety," which  
    starred such artists such as George Campbell, Jake Friedman, Florence Hinton and Arthur Slater. 
1926: Bijou Theatre (Melb); 18-24 Dec. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1928: Bijou Theatre (Melb); 13-19 Oct. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 18-24 Jan.  
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
-   NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
 
"Bijou Theatre."  A: 15 Oct. (1928), 9. 
"Empire Theatre." BC: 7 Dec. (1925), 11.     
"Revue at Tivoli - Mr Wallace as Detective." ARG: 20 Jan. (1930), 10. 
"Tivoli Theatre - Musical Revue Sparklers." A: 20 Jan. (1930), 11. 
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CINDERELLA:  [pantomime]  Lib. Robert Roberts; Mus incl. Robert Roberts and William Butland 
 Based on the familiar fairytale, the principal characters, apart from Cinderella, are her ugly sisters (Araminta 
and Clementia) and Prince Charming (heir to the throne of Hilaria) include: Tallistoff (a Russian giant with a sepulchral 
voice) and a page boy (played by Robert Roberts) whose remarkable tumbling constantly gets him in and out of trouble. 
The pantomime's musical programme included a song by Roberts and William Butland, and Paderewski's 
"Minuet," used to accompany a dance by very young juveniles.  
1926: Cremorne Theatre (Bris); 19 Dec. 1925 - 16 Jan. 1926 
 - Dir. Robert Roberts ; M Dir. William Butland; S Mngr. Fred Monument; S Art. Selwyn Armstrong; Cost.  
    Irene McGuire, Mary Glyn and Mme Pauline; Prop. John N. McCallum (Dandies Qld Ltd). 
 - Cast incl. Louise Meadows (Cinderella), Syd Beck (Baroness de Phanacker - both bold and bad), Doreen May  
    (Prince Charming), Robert Roberts (a page boy), Dory Warby (Fairy Godmaother), Fred Monument (Demon  
    King), Gwen May (Nurse), Arlene Patterson and Murray le Bruin (dancers), Irene McGuire (Araminta),  
    Laurie Senior (Clementia), Little Maida Jones (Marjorie Daw - Boy Blue's sweetheart), Mary Massey, Eileen  
    Moran, Eve Fenelly, Edna Barlow, Nellie Dyer, Edna Flitcroft, Rosie O'Brien, Grace Bromley, Pearl Harvey,  
    Myrtle White, Rita Haston, Gean Cole, Beryl French, Thora Bishop, Mimi Jones, Nellie Money, Thelma  
    Gollan, Mabel Priestly, Beatrice Relf, Flossie Bell, Valerie Hanson, Minnie Hase.  
 
 "Brilliant Pantomime - Cinderella at Cremorne."  BC: 21 Dec. (1925), 10. 
"Cremorne Theatre - Cinderella."  BC: 9 Jan. (1926), 22. 
 
 
CHOW CHU CHIN:  [pantomime]  Lib. [n/e]; Mus incl. Frank Fitzgerald 
 Very possibly based on (and perhaps spoofing) Oscar Asche's Chu Chin Chow, this pantomime included among 
its characters, Chow Chu Chin, Chang, Cherry Blossom (a good fairy played by Peggy Young – described as "the 
youngest performer in the Commonwealth"), Fairy Godmother, and a miniature dame. One of the songs performed in 
the pantomime was "The Rose of Queensland," specially written for Doris White by Mr Frank Fitzgerald. 
1925: Majestic Theatre (Bris); 26 Dec. 1925 – 16 Jan. 1926 
 - Troupe: The Joy Bell Panto Kiddies 
- Cast incl. Doris White (principal boy), Baby Peggy Young (Cherry Blossom), Eileen Pringle (Fairy  
    Godmother), Nellie Steel (the dame). 
 - A second edition was staged from 9 January 1926 
 
 "Oriental Pantomime."  BC: 5 Jan. (1926), 11. 
 
 
ROBINSON CRUSOE:  [pantomime]   Lib. Nat Phillips; Mus. [n/e] 
 Billed in advertising as: "A colossal collection of funny folk, gorgeous scenes and grandeur... a multitude of 
novelties, beautiful dresses, whimsical ideas and charming music... the show of a thousand and one delights [that is] fun 
for all from five to eighty-five" (BC: 27 Dec. 1925, p2), the pantomime is also said to have contained "the usual 
allusions to events and men of the moment and ambiguities in the best Fuller style" (SMH: 28 Dec. 1925, 4).  
The action, which unfolds over two acts (16 scenes), including such settings as: "Davy Jones' Locker," 
"Cannibal Island," "The Wedding Palace," "Aboard the Good Ship Nancy Lee" and "The Palace of Rainbow Land," 
begins in Hull, where we meet the principal characters, Robinson Crusoe, his mother (Mrs Crusoe), Will Atkins 
(Crusoe's rival for the affection of Polly Perkins), Angelina (a disappointed lover and the daughter of the villainous 
Baron Deadbroke), Alice (the village belle) and her lover, a mate on the good ship Nancy Lee. After Crusoe sails off to 
seek his fortune his ship is sunk by Will Atkins, and he finds himself stranded on Rainbow Island. It is here that 
he meets Friday and gets into all sorts of impossible situations involving cannibals, fairies, sea-nymphs and a giant 
octopus and its ally King Microbe. Other characters include: village maidens, sailors, castaways, and a cannibal king, 
along with acrobats, tumblers and ballet girls.  
 One of the songs known to have been incorporated into the 1926 Brisbane season was the concerted number, 
"Baby's Rainbow Trail" (sung by Mary Laurence). A "realistic cannibal ballet" staged in the second half of the 
pantomime is said to have been a replica of an actual Zulu war dance.  
1925: Fullers' Theatre (Syd); 26 Dec. 1925 - 22 Jan. 1926 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; S Art. Rege Robins; Chor. Sylvia Garner. 
- Cast incl. Queenie Paul (Robinson Crusoe), Nat Phillips (Will Atkins, Captain of the Nancy Lee), Harry  
   Huley (Crusoe's much married mother), Ness Bent (Angelina, daughter of Baron Deadbroke), Mike Connors  
   (Baron Deadbroke), Elsie Sylvaney (Alice), Jack Kellaway (her lover, a mate on the Nancy Lee). 
1926: Empire Theatre (Bris); 27 Dec. 1926 - 14 Jan. 1927 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; S Art. Rege Robins; Chor. Sylvia Garner. 
 - Cast incl. Jack Kellaway (Dame Crusoe), Dan Weldon (Baron Deadbroke), Mary Laurence (Polly Perkins),  
    Dorothy Manning (Robinson Crusoe), Nat Phillips (Will Atkins), Harry Cash (Lazy Lazarus), Daisy Merritt  
    (Angelina), Dan Dunbar (The Old Man of the Sea), Polly Power (second boy). 
- Staged during Nat Phillips' Whirligig season (ca. Oct 1926-Feb. 1927). 
- This production was staged in opposition to another Robinson Crusoe pantomime, produced by John N.  
   McCallum at the Cremorne Theatre.  
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- NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising. Mary Laurence's surname is sometimes  
    spelled Lawrence (her Christian name is also known to have been billed as May). 
 
 "Christmas Pantomime: Display at the Empire."  TBRS: 21 Nov. (1926), 9.  Prev. 
 "Nymphs and Cannibals."  TBRS: 12 Dec. (1926), 9. 
"Robinson Crusoe."  BC: 28 Dec. (1926), 15.                 [see also prev. - BC: 27 Dec. 1926, 6] 
 "Robinson Crusoe."  TBRS: 2 Jan. (1927), 9. 
 "Robinson Crusoe : Pantomime at Fullers."  SMH: 28 Dec. (1925), 4. 
 
 
   CINDERELLA:  [pantomime]  Lib. Frank Neil; Mus. [n/e] 
 Staged over 16 scenes, the pantomime follows the basic fairytale storyline, with the action set up at the start 
through an argument between Silverlight, Queen of the Fairies, and Demon Nightshade. Interestingly, Neil departed 
from pantomime tradition by introducing the harlequinade at the beginning of the production (he did, however, bring 
the characters back at end of the evening to help close the show).  
 Two of the songs incorporated in the pantomime were: "Girl of my Dreams" (sung by Amy Rochelle) and "Are 
You?, Yes I Am" (sung by Willie Lancet). 
1925: Grand Opera House (Syd); 26 Dec. 1925 – ca. Feb. 1926 
 - Dir. Frank Neil; Prod. Hugh J. Ward/Fullers' Theatres Ltd; M Dir. Harry Barton; Chor. Alice Parkes. 
 - Cast incl. Roma Phillips (Cinderella), Amy Rochelle (Prince Charming), Leonard Byron (Demon Nightshade),  
    Elsie Parkes (Dandini), Emmie Adams (Silverlight), William Hassan (Cutie, the cat), Walter George (Baron  
    Mumm), Willie Lancet (Buttons, Cinderella's cat), May Beatty (Maximillian), Maxwell Caraw Minnimumm),  
    Clivalli's Miniature Circus, Fullers Royal Wonders (10 boy and girl acrobats); Harlequinade incl. Fred  
    Carpenter (Harlequin), Harold Reeves (Harlequin), Elma Hardman (Columbine). 
 
 "Cinderella: Tale Fully Illustrated."  SMH: 28 Dec. (1925), 4. 
 
 
 
 
 
Phil Smith  
Theatre June (1915), 21. 
(Courtesy of the Fryer Library, University of Queensland) 
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 From 31 July the Fullers began presenting The Midnight Frolics (Fullers' Theatre, Syd), a variety show quite 
different from the programs which the company had been staging over the preceding years.  Produced under the 
direction of Eric Edgley and Clem Dawe (aka Eric and Clem White), the Frolics productions were more typical of the 
revue genre - sketches, songs and dance linked by an umbrella theme. Each week's show was presented under a new 
title, for example, All the Favourites (built around a horse-racing theme) and Step Right Inside. It would appear, too, 
that the production values for the season were raised considerably, an attempt by the producers to match the Tivoli 
extravaganza.  "This is a London revue," records Just It, "freely studded with burlesques, songs and dances… The 
Fullers deserve credit for introducing such a high-class show to Sydney" (JI: 30 Sept. 28-9). Reviews of the season 
published in Just It, indicate that while much of the material was written by local writers, or the artists themselves, a 
number of the sketches were also taken from recent London successes, including, for example, The Music Box. 
Presented by a largely Australian (or Australian-resident) troupe of performers, The Frolics ran until the end of October, 
changing the entertainment and guest artists on a weekly basis.  
 Two operettas and a burlesque operetta were staged at the South Brisbane Town Hall (17 July) by students of A. 
H. Taylor. Although the burlesque can be identified as an Australian-written work (see Cinderella below) the other two 
works (Dame Nature's Picnic Party and Cinderella) may also have been locally-created (BC: 19 July 1926, 9). 
 The Moon and Morris Revue Company staged a series of revues on the Fullers' Australian circuit during the 
year, along with one or two revusicals and/or musical comedies. Many of the sketches staged in the revues were written 
by the troupe's director, Ed Warrington (BC: 24 July 1926, 19). The Brisbane Courier further records in its 3 July 1926 
issue that Warrington was responsible for nearly all the material in the troupe's Brisbane premiere show, Make it 
Snappy (19).  Other revues known to have been staged by the company (but which are not entered into this chronology) 
are: Words and Music, Wit and Wisdom, Issues, Chuckles, A Mixed Grill, This and That, Next Please, Salads, Some, 
Heads or Tails and Oh, Oh Oh (see A/ARG: 8 May - 25 June; BC: 3 July - 15 October and SMH: 28 Oct. - 17 Dec. for 
further details).  Two narrative-driven works, My Mountain Maid and Dad, Choom and Co are entered in this year's 
chronology (see below).  
The Moon and Morris Sydney season gave way on 18 December to Phil Smith's Zigzag Revue Company, led 
temporarily by Nat Hanley while Smith was in Melbourne playing the dame role (Queen of Donowhereske) in the 
Fullers Puss in Boots pantomime. The Zigzag season saw a return to revusicals at the theatre.  
__________ 
 
RISING TIDES: [revusical]  Txt. George Wallace; Mus. [n/e] 
 The Brisbane Courier indicates that the 2-8 January 1926 production was Wallace's newest creation, with the 
comedian starring as Lazy Joe, an indolent young fisherman who cannot summon enough energy to go out with the fleet 
but proves a hero when put to the test. The part of Captain Ben, a robust fisherman (with a fine baritone voice) was 
played by Marshall Crosby. Other characters included: Martin ("a quaint old sea dog brimful of dry humour), Jed Flint 
(the villain), the stuttering Ginger Jimmy, Nell Dwye (the heroine) and Mother Daly (a sad old lady whose husband had 
been swallowed up by the sea). 
1926: Empire Theatre (Bris); 2-8 Jan. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace (Lazy Joe), Marshall Crosby (Captain Ben), Marie Nyman, Nellie Dean, Lulla  
    Fanning (Nell), Ada Scaddan (Mother Daly), Tom White Frank Haining (Jed), Frederick Hayes (Ginger  
    Jimmy), Tom Lincoln (Martin); and the Six Rascals (Alma Stewart, Eileen Smith, Hilary Salmon, Phyllis  
    Lough, Doris Whimp, Isobel Broadfoot). 
 
 "Empire, The."  BC: 4 Jan. (1926), 2. 
 
 
DINGO CREEK:  [revusical]  Txt. Keith Dalton; Mus. [n/e] 
1926: Elite Theatre (Bris); 4-8 Jan. 
 -  Dir. Keith Dalton 
 -  Troupe: Keith Dalton's Musical Comedy Co. 
 -  Cast incl. Jean Dalton, Mr X, John Curtis, Maudie Shipp, the Adriennes (dancers). 
 
 
THE GIRL WITH A WINK:  [revusical]  Txt. Keith Dalton; Mus. [n/e] 
1926: Elite Theatre (Bris); 9-15 Jan. 
 -  Dir. Keith Dalton 
 -  Troupe: Keith Dalton's Musical Comedy Co. 
 -  Cast incl.  Jean Dalton, Mr X, John Curtis, Maudie Shipp, The Adriennes (dancers). 
__________________________ 
 
NB:   Re: George Wallace Revue Company. The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
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THEY'RE OFF:  [revusical]  Txt. Keith Dalton Mus. [n/e] 
 Described in advertising as a "racing musical revue." 
1926: Elite Theatre (Bris); 23-29 Jan. 
 -  Dir. Keith Dalton 
 -  Troupe: Keith Dalton's Musical Comedy Co. 
 -  Cast incl. Jean Dalton, Mr X, John Curtis, Maudie Shipp, The Adriennes (dancers). 
 
 
THE TROUBLES OF HECTOR: [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 Jim Gerald plays the part of Hector, a well-meaning but feeble-witted valet. The Brisbane Courier records in a 
review of the 1927 Empire Theatre production that one of the best things of the evening was a scene in which Reg 
Hawthorne's character endeavoured to initiate his valet into the mysteries of the gentle art of bar tending (9 May 1927, 
26). One of the more popular sketches written into the story involved Betty Lambert's character, "a dainty little lady" 
who gives Hector "a lesson in the art of flirtation" (BC: 9 May 1927, 26). During the course of the story, too, Hector 
accepts a position as a lion tamer ("with the result that a promising career comes to a sudden end") and attempts a career 
as an opera singer (BC: 1 Aug. 1927, 21).  
One of the musical highlights of the 1926 Bijou Theatre production is said to have been Jim Gerald's duet with 
Laurel Barrett, "Waiter;" while Ray and Dot McLean's novel whirlwind dance in scarecrow costumes during the 1927 
Empire Theatre season apparently created a furore (BC: 1 Aug. 1927, 21). Songs known to have been incorporated into 
the revusical at that time were: "The Moon" (a male quartet), and "Pale Moon" and "I'm Looking at the World Through 
Rose-coloured Glasses" (both sung by May Geary). Reg Hawthorne also drew much applause for his yodeling songs.  
1926: Fullers' Theatre (Syd); 30 Jan. - 5 Feb.     [return season: 5-11 June] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald (Hector), Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas,  
   Ernest Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six  
   Twinklers. 
- The second production for Jim Gerald's 1926 Fullers' Theatre season, Troubles of Hector was staged along  
   with the first part entertainment, Olde Time Nigger Minstrels. The opening production has not yet been  
   identified (for further details see Not Likely below). 
1926: New Bijou Theatre (Melb); 7-13 Aug.    
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Lance Vane, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
 - This was the first time that the revusical had been staged in Melbourne (ARG: 7 Aug. 1926, 38). 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 7-13 May   [return season: 30 July - 5 Aug.] 
 - Dir. Jim Gerald; Prod. Fuller's Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners, Bert Chadwick; and the Six Twinklers. 
- Bert Chadwick, "a coloured performer," joined the troupe for this production. It is not yet known this was  
   temporary engagement or whether he had joined on a more permanent basis (BC: 1 Aug. 1927, 21). 
1927: Fullers' Theatre (Syd);  5-11 Nov. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 10-16 May 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
1934: Tivoli Theatre (Melb); 5-11 May 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Six Twinklers. 
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- It is unclear why the 1934 Age review (7 May 1934, 10) mentions a character (the vamp) and a dramatic  
   situation that should otherwise be part of the Don't Tell the Wife scenario. In that revusical Gerald played a  
   meek and neglected husband vegetating in a world of completely emancipated women. Neither of these  
   aspects seem to fit in with the above abstract. 
 
 "Empire, The."  BC: 9 May (1927), 26. 
 "Empire Theatre."  BC: 1 Aug. (1927), 21. 
"Fullers Theatre."  SMH: 1 Feb. (1926), 6. 
"Fullers' Theatre."  SMH: 7 June (1926), 6.       [rnib] 
"Tivoli Theatre."  A: 7 May (1934), 10.      [rnib] 
  
 
MOONLIGHT REVELS:  [revusical]   Txt. Harry Cash; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Jan. 
 - Dir. Harry Cash; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Cash Revue Company. 
 - Cast incl. Harry Cash, Bert Barton, Alen Walsh, Clay's Vocal Quintet. 
 
 
NOT LIKELY [aka THE NAUGHTY EARL]:  [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 Described as "an adventurous revue in five scenes (A: 2 June 1930, 14), "the plot concerns a case of mistaken 
identity in which an 'electrician of lowly degree' (Mr Jim Gerald) is elevated to a baronetcy." The Brisbane Courier 
theatre critic further notes: "This leads to a multitude of amusing situations, which allow the comedians full scope for 
their capabilities. As 'Sir Michael Mifikins,' Mr Gerald doffs his well-known baggy suit and battered hat and appears 
attired in a toga, in which he cuts many humorous capers. While comedy, of course is the principal element in Not 
Likely, the singing side has not been neglected, and many bright vocal numbers are introduced" (23 May 1927, 18).  
 Among the songs incorporated into the 1927 Brisbane season were: "Because" and "Smile a Bit" (sung by May 
Geary), "No Fooling" (Messrs. Hawthorne, Crawford and Payne), and "Kippers" (Dalton Payne). The 1930 revival (as 
The Naughty Earl) included the duet Land of Tummyjollibad," sung by Jim Gerald and Reg Hawthorne. 
1926: Fullers' Theatre (Syd); 6-12 Feb. [return season: 15-21 May]   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald (Michael Mifikin), Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona  
   Thomas, Ernest Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the  
   Six Twinklers. 
- As with the previous week's production (Troubles of Hector) Not Likely was staged along with the first part  
   entertainment, Olde Time Nigger Minstrels. 
- [NB: Some confusion exists as to whether Not Likely was also the opening production for the 1926 Fullers' Theatre season.  While the  
   revusical was advertised in the Sydney Morning Herald as being staged during the week  30 Jan. - 5 Feb., it is highly unlikely that Gerald  
   staged it again two weeks later (following Troubles of Hector). Had there been a call for its repetition this would have been undertaken as  
   a 2 week season, a policy Gerald sometimes did with popular shows like 1914-1918 and Whips and Quips. It is equally unlikely that Not  
   Likely received two revivals during the same season. The advertisements may therefore have been an error. Unfortunately no reviews for  
   the Fullers' Theatre appeared in the Sydney Morning Herald for the week 6-12 Feb. making ready identification a problem.] 
1926: New Bijou Theatre (Melb); 14-20 Aug.     [return season: 27 Nov. - 3 Dec.] 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Lance Vane, Polly McLaren, May Geary, Howard  
    Hall, Ernest Crawford, Mona Thomas, Betty Lambert, Myra Rowe; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 21-27 May   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
1928: Fullers' Theatre (Syd);  3-9 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1929: Majestic Theatre (Adelaide); 9-15 Mar. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd. 
 - Troupe: Jim Gerald Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Phyllis Du Barry, Ron Shand, Letty Craydon. 
1930: Tivoli Theatre (Melb); 31 May - 6 June     [as The Naughty Earl] 
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 - Dir. Jim Gerald; Prod. Tivoli Celebrity Theatres Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
 - The 1930 Age review reports Gerald's character as being called Mifkins (with out the third "i") 
1933: Tivoli Theatre (Syd); 17-23 Mar. [as The Naughty Earl] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
 
 "Empire, The."  BC: 23 May (1927), 18. 
 "New Tivoli Theatre: The Naughty Earl." SMH: 20 Mar. (1933), 4.       
 "Tivoli Theatre." A: 2 June (1930), 14. 
 
 
NIGHT LIGHTS: [revusical]  Txt. George Wallace; Mus. [n/e] 
 "The versatile George Wallace hit upon the plan of a Labour Agency as one of the methods of keeping patrons 
amused," writes the Brisbane Courier theatre critic. "With himself as the chief recruiting agent, the plan succeeded even 
beyond expectations. Other members of the company came round looking for employment, but were all after something 
very different from that provided by the ordinary agency.  As they found George very accommodating – he was after 
something more than a prosaic job himself – the fun was fast and furious while the agency lasted. It did not last too 
long, however, as the agency business was only one of several mirth-provokers in the Night Lights revue. A serenading 
scene to which weird music, the "Last Rose of Summer," and an irate father played effective parts, particularly the irate 
father – caused many laughs. George Wallace takes you to the wild and woolly west and adds to his accomplishments 
that of an expert lassoer and a midnight cabaret scene provides pathos and thrills aplenty…. In these revues… there is 
an artistic touch behind the laughter and buffoonery that gives a flavour of permanence to the performance" (BC: 15 
Feb. 1926, 9). 
1926: Empire Theatre (Bris); 13-19 Feb. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
    White Frank Haining, Frederick Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen Smith,  
    Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
1927: Bijou Theatre (Melb); 8-14 Jan. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
 
 "Empire Theatre, The."  BC: 15 Feb. (1926), 9. 
 
 
SCRAMBLED FUN:  [revusical]  Txt. George Wallace; Mus. [n/e] 
1926: Empire Theatre (Bris); 27 Feb. - 5 Mar.  
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
    White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
 
 
HAPPY MOMENTS:  [revusical]  Txt. George Wallace; Mus. [n/e] 
The Brisbane Courier indicates that Happy Moments was "the 27
th
 product from the fertile brain of George 
Wallace."  The review goes on the note, too, that it "caused much laughter and wonderment. Father Time mixed all the 
dancers of the nations in the bowl of life – and when the pie was opened we got jazz. That according to George Wallace 
was the origin of jazz" (15 Mar. 1926, 7). 
The 1930 Tivoli Theatre (Melb) season was advertised as featuring "the latest fibro gymnasium novelty" (ARG: 
22 Feb. 1930, 32). 
1926: Empire Theatre (Bris); 20-26 Mar. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Marie Nyman, Nellie Dean, Lulla Fanning, Ada Scaddan, Tom  
   White Frank Haining, Frederick "Check" Hayes, Tom Lincoln; and the Six Rascals (Alma Stewart, Eileen  
    Smith, Hilary Salmon, Phyllis Lough, Doris Whimp, Isobel Broadfoot). 
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1927: New Bijou Theatre (Melb); 22-28 Jan. 
- Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
1930: Tivoli Theatre (Melb); 22-28 Feb. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
"Empire Theatre, The." BC: 15 Mar. (1926), 7. 
 
 
THE GARDEN PARTY:  [musical comedy]  Txt/Mus. [n/e] 
 The Brisbane Courier theatre critic previewed the 1926 Brisbane season, writing: "Today will be a red-letter 
day for the Tivoli Theatre for it will mark the return of the Sunbeam Pantimime Children in the biggest musical comedy 
production of their career, The Garden Party. Never has such a strong combination of children been brought to this city, 
and while several old favourites will again be associated with the company, the majority of the kiddies will be entirely 
new to Brisbane audiences" (19 Apr. 1926, 10).  
Songs performed during the pantomime included: "How Cleopatra Got the Needle" (sung by Stella Lamond) 
and "Too Many Parties and Too Many Pals" (Bruce Aim),  
1926: Haymarket Theatre (Syd); ca. Mar/Apr. (Easter attraction) 
 - Troupe: Sunbeam Pantomime Children. 
 - Cast incl. Stella Lamond (Woop Woop), Bruce Aim, Jackie Clarke, Muriel Flood, Lawrence Foran, Tessie  
    Scully, Sid Willows, Hazel Jennings, The Royal Eleven Wonders; and The Garden Ballet. 
1926: Tivoli Theatre (Bris); 19 Apr. - 
 - Troupe: Sunbeam Pantomime Children. 
 - Cast and production mostly as for previous Sydney season. 
 - This production marked Stella Lamond's return to Brisbane after 18 months absence. 
 
 "Tivoli."  BC: 19 Apr. (1926), 10. 
 
 
ROBINSON CRUSOE AND MAN FRIDAY: [pantomime]  Lib/Mus. [n/e] 
Possibly written by its director Miss Bedford Young, a Brisbane teacher of stage and classical dancing, this 
version of the Jack the Giant Killer pantomime comprised four scenes staged over two acts, and was presented as a 
special feature alongside the Majestic Theatre's usual selection of moving pictures. The scenes were: Sc 1. The Ship; Sc 
2. The Wreck; Sc 3. The Island; Sc 4. The Palace. 
1926: Majestic Theatre (Bris); 3-16 Apr. 
 - Dir. Bedford Young; M Dir. Charles Heather.  
 - Troupe: Brisbane Joybells. 
 - Cast incl. Doris Whyte (Robinson Crusoe), Eileen Pringle (Polly Perkins), Ivy Burns (Queen  
    Kackumboowolfumpop), Cal Thompson (Mother Crusoe), Doris Stanley (The Missionary), Josie Chippendale  
    (Man Friday), Syd Fane (Captain Doughnut), Bonny Young (Georgy Porgy), Nellie Steel (Tilly Green),  
    Kathleen Walsh (Tom Tom), Leila Andrews (Amy Amy), George Rose (Ampjah), Leslie Drought (The  
    Parrot), Doris Youe (The Cat), Baby Peggy Young (Cannibal Queen), Joyce Dodds, Velma Chippendale, Joan  
    Forsyth. 
 - Chorus and ballet: Iris Tolcher, Marjorie Brown, Milly McVea, Lillie Kelly, Daphne Miles, Anita Joyce, Mary  
    Steel, Sylvia Grice, Mary Martin. 
 - Other characters incl. Bunyips, Hobbs, Trianwablygongs, Spalpeens, Dingbats, Banshees, Demons, Cannibals  
    and Walawalas. 
 
 
OVERNIGHT:  [revusical]   Txt. F. Gayle Wyer; Mus. [n/e] 
"Delectable musical comedy is offered by Gayle Wyer's Bandbox Revue. Overnight [aka Over the Night] is a 
laughable one act musical comedy in two scenes constructed and produced by Mr Wyer…. [who] does not sacrifice his 
plot for the music and the trappings of his entertainment, and it is this, combined with his excellent sense of humour, 
that makes his revues interesting and enjoyable right to the grand finale. This week's plot tells of the adventures of two 
newly-married couples who, unfortunately, get mixed up, and scandal and divorce looms largely as they sign 
themselves as man and wife in the hotel register (BC: 19 Apr. 1926, 10).  
1926: Empire Theatre (Bris); 17-23 Apr. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
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- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Walter Cornick, Billy Bovis, Vera Benson, Elsa Scott, Leonard Rich, Sam J. Ward,  
    Ethel Hartley, Heather Jones, the Syncopated Steppers (dancers); and the Broadway Belles. 
 
"Empire Theatre, The." BC: 19 Apr. (1926), 10. 
 
 
JACK THE GIANT KILLER: [pantomime]  Lib/Mus. [n/e] 
 Possibly written by its director Miss Bedford Young, a Brisbane teacher of stage and classical dancing, this 
version of the Jack the Giant Killer pantomime comprised four scenes staged over two acts, and was presented as a 
special feature alongside the Majestic Theatre's usual selection of moving pictures. The scenes were: Sc 1. The Village 
of "Googy"; Sc 2. The Tower of Orfeinorty; Sc 3. The Awful Combat; and Sc 4. Wedding Bells. 
The cast comprised mostly children (approximately 40) from Brisbane's Joybell juvenile troupe. Advertising for 
the production quotes Sir Harry Lauder who said of the children: "Brisbane kiddies are born 'theatricals,' there are no 
children in either Sydney or Melbourne, or any other town in the Commonwealth - in the same class as Brisbane kiddies 
as dramatic and vaudeville artists" (BC: 17 Apr. 1926, 2). 
1926: Majestic Theatre (Bris); 17-23 Apr. 
 - Dir. Bedford Young; M Dir. Charles Heather. 
 - Troupe: Brisbane Joybells. 
 - Cast incl. Bedford Young (Queen of the Glenn). 
 - See also Robinson Crusoe (above) for other possible cast members. 
 
 "Majestic."  BC: 19 Apr. (1926), 10.       [rnib] 
 
 
ONCE ABOARD A LUGGER [A WAY WE HAVE IN THE NAVY]:  [revusical]  Txt.  
 Jim Gerald; Mus. [n/e] 
 Described in advertising and reviews as 'a dreamy romance of blood-curdling pirates, Chinese mandarins, pretty 
girls and Jim as a rushin' Russian Admiral' (ARG: 6 Nov. 1926, 42); a 'picturesque Chinese Phantasy' (Brisbane 
Courier 11 June 1927, p2); and "a hilarious revue of Lotus Land (SMH: 6 Feb. 1933, 4); a review published in the 
Argus in 1926 also reports that Gerald's character was an admiral in the (fictitious) Ruritanian navy. Once Aboard a 
Lugger was claimed to be the best of the snappy revues staged by Gerald's company at the Empire (Brisbane) in 1926. 
'It is brimful of colour, action and humour from start to finish,' writes the Brisbane Courier's theatre critic, "and there is 
plenty of bright and catchy music. The revue has a Chinese setting, which lends itself to spectacular scenic effects, and 
the opportunities in this direction are fully availed of. Jim Gerald fills the role of Admiral Pitchitoffski (an admirable 
admiral) and he revels in his burlesque of "the silent navy". There is a complete setting for intrigue and for laughter, 
with a beautiful white girl betrothed to a Chinese mandarin, pompous Russians, inscrutable Chinese, and a tang of the 
salt sea, but everything comes out right in the end' (13 June 1927, 16). Gerald's character is further described in 1926 as 
'a rather decrepit admiral who has as the entire personnel of his fleet an unobtrusively funny sailor" (the part of the 
officer and crew of the navy was played by Reg Hawthorne). The critic also further records: 'Not the least humorous 
part of the revue was that revealing the submissions of the mandarin by the artifice of wireless' (SMH: 26 Apr. 1926, 4). 
The 1934 Melbourne season, described in the Age as "a hilarious revue of lotus land" (30 Apr. 1934, 12), saw the 
revusical billed as A Way We Have in the Navy.  
 The musical programme in 1927 included such songs as "East is East" (sung by Howard Hall), "Flies on 
Auntie" (Jim Gerald), "China Girl" (Betty Lambert and the Twinklers), "Sailing Home" (May Geary), "Down in China 
Town" (Essie Jennings and the Twinklers) and "Build a Bungalow" (Lambert and Hawthorne). One of the ballets 
presented was titled "Yellow Peril." For the 1934 revival Gerald included a Maori pah scene which included a realistic 
haka (led by Tom Dale) and a Maori love song  (performed by Vilma Kaye). 
1926: Fullers' Theatre (Syd); 24-30 Apr. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald (Admiral Pitchitoffski), Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane,  
   Mona Thomas, Ernest Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary; and the Six  
   Twinklers. 
1926: New Bijou Theatre (Melb); 6-12 Nov. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 11-17 June   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
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- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
1927: Fullers' Theatre (Syd);  3-9 Dec. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1933: Tivoli Theatre (Syd); 3-9 Feb.    [as A Way We Have in the Navy] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn (Ting Ting), Reg Hawthorne (Smutskoff), Howard Hall (Low Pun),  
   Frieda Bohning (Me-Sing), Thelma Duff (Pitti Sing), Will Perryman (Grand Duke Michael), Lou Cottam,  
   Tom Dale (Harry Sandon), Heather Jones (Sergeant of the Guards), Thelma Bryce, Jess Gillam, Vilma Kaye  
   (Mah Jong); and the Twelve Twinklers. 
1934: Tivoli Theatre (Melb); 28 Apr. - 4 May       [as A Way We Have in the Navy] 
 - Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy;  
   and the Six Twinklers. 
 
 "Bijou - Jim Gerald Revue Co."  ARG: 8 Nov. (1926), 9.       [rnib] 
"Empire Theatre."  BC: 13 June (1927), 16.  
 "Fullers' Theatre." SMH: 26 Apr. (1926), 4. 
 "New Tivoli Theatre." SMH: 6 Feb. (1933), 4.        
 "Tivoli - Jim Gerald in the Navy." A: 30 Apr. (1934), 12. 
 
 
LOVEY DOVEY:  [revusical]   Txt. Charles Delavale; Mus. [n/e]  
 "The clever jokes and, above all, the delightful dancing of the Gaiety Girls," reports the Theatre, in its May 
1926 issue, "all contribute muchly to the general success of this well-built piece, a sample of revue that compares more 
than favourably with the imported article" (41). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Apr/May 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Letty Craydon, Dale and Barling, Vivian and Dunn, Bert and Evelyn Dudley; and  
    the Gaiety Girls,  
 
 "Month in Vaudeville, The."  TT: May (1926), 41. 
 
 
MARRIED LIFE:  [revusical]   Txt. F. Gayle Wyer; Mus. [n/e] 
1926: Empire Theatre (Bris); 1-7 May. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Walter Cornock, Billy Bovis, Vera Benson, Elsa Scott, Leonard Rich, Sam J. Ward,  
    Ethel Hartley, Heather Jones, the Syncopated Steppers (dancers); and the Broadway Belles. 
 
 
THE BEACH AT WAIKIKI:  [revusical]   Txt. F. Gayle Wyer; Mus. [n/e] 
 With its programme indicating that the revusical had been "devised for laughing purposes only" (BC: 10 May 
1926, 20), the action largely takes place on the lawn of the Moana Hotel, Honolulu.  
1926: Empire Theatre (Bris); 8-14 May. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Walter Cornock (Boob McNutt), Billy Bovis, Vera Benson, Elsa Scott, Leonard  
    Rich, Sam J. Ward, Ethel Hartley, Heather Jones; and the Broadway Belles. 
 
"Empire Theatre, The." BC: 10 May (1926), 20. 
 
 
 
 
__________________________ 
 
NB: Re: Jim Gerald Revue Company. Frieda Bohning's surname is sometimes referred to as 'Bonning.' It is unclear which name is correct. 
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BUBBLE AND SQUEAK [aka A WHIRL OF YOUTH and A WHIRL OF JOY]:  
 [revusical]  Txt. Jim Gerald; Mus. [n/e] 
 One Sydney critic wrote of this production: "The entertainment has no connecting plot, being just a series of 
comedy sketches, interspersed with gay music, ballets, and colourful tableaux. The dancing corps, which is a valuable 
asset of this company, is given unusual opportunity in the new programme, the result being a succession of modern, 
costume and symbolic dances. Swiftly changing scenes place the action successively in Spain, Egypt and Iceland. Mr 
Gerald is exuberant in his fun making, and the central figure in several amusing sketches. One of the funniest is that in 
which the humorist forecasts the decadence of husbands and home life in 1950. A snowball battle between the company 
and the audience, in an artic setting makes a merry and lively close to the evening's fun" (SMH: 31 Oct. 1927, 6).  
The Brisbane Courier similarly reports that Bubble and Squeak "is aptly named from the fact that is just a 
succession of merry concerted items comedy gags, up to the minute sketches, bright dancing ensembles and haunting 
and ear-catching melodies," writes the Brisbane Courier's theatre critic in a preview of the Empire Theatre season (23 
July 1927, 6). A review of the premiere published two days later indicates, however, that the vaudeville elements were 
fashioned around a dramatically-organised narrative. Set thirty years in the future the story explores the proposition that 
men might "be relegated to the position now occupied by women." The review also reports that "in the role of the 
neglected husband who stays at home and minds the baby while his wife goes out to the club, Jim Gerald rose superior 
to his previous efforts, if indeed it requires any effort on his part to keep the audience in roars of laughter at his clever 
acting and witty sayings. It was evident that much of his by-play was spontaneous, and for that reason most effective. A 
charming actress, Miss Essie Jennings created a great impression as the neglectful wife, while as the un-blushing 
temptress of the "easily-led husband, Miss May Geary imparted to the role the keenest interest" (25 July 1927, 21).  
 A 1930 Age review records also indicates that the plot "concerns the eternal triangle with two women and one 
man" with the time set in 1950. "The man stays home and minds the baby, cooks, sews and does the house work. Jim is 
the poor neglected husband of a member of parliament. The vamp wants him to flee with her. Torn between duty and 
love he chooses love, and is leaving when the crying of the baby recalls him to his responsibilities." The critic 
concludes "Let's hope Mr Gerald is not a good prophet." According to the critic, the revusical started with a scene in 
which Gerald enters into a competition with Lord Birkenhead in forecasting the future (5 May 1930, 10).   
 Two songs known to have been inserted into the 1927 Brisbane season story were: "Where Did You Get Those 
Eyes" and "Bubble and Squeak" (both sung by Betty Lambert). 
1926: Fullers' Theatre (Syd); 22-28 May 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary, Neva Carr-Glynn; and the Six Twinklers. 
1926: New Bijou Theatre (Melb); 11-17 Sept. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 30 Apr. - 6 May [return season: 23-29 July]  
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
1927: Fullers' Theatre (Syd);  29 Oct. - 4 Nov. [as A Whirl of Youth] 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 3-9 May  [as A Whirl of Youth] 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
1934: Tivoli Theatre (Melb); 30 June - 6 July [as A Whirl of Joy] 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Six  
   Twinklers. 
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"Empire Theatre." BC: 25 July (1927), 21.             [see also prev. - BC: 23 July 1927, 6] 
"Fullers' Theatre."  SMH: 31 Oct. (1927), 6. 
"Tivoli." A: 5 May (1930), 10. 
 
 
THE BLUE GOANNA:  [pantomime]  Lib/Mus. [n/e] 
1926: Majestic Theatre (Bris); 31 May – ca. 6 June 
 - Dir. Miss Rahilly Brown. 
 - Troupe: The Sunshine Kiddies 
 - Cast incl. Carmen Burgess (The King), Nancy Zumpner (Harem Scarem), Jack Warren (Nutty Noodle),  
    Doreen Albert (Gold Locks), Dorothy Brawn (Nora), Mona Sugrue (Cora), Vivian Rich (Dora), Myrtle White  
    (Flora), Dorothy Steer (Laura), Gladys Titoff (Queen Delia), Marlon Albert (The Blue Goanna), Joe Lawson  
    (The Dame). 
 - Other characters incl. Fairies, Bunyips, Demons and Goblins. 
 - This engagement marked the Sunshine Kiddies' return to their home city of Brisbane after "a triumphant tour  
    of the Southern States. The Blue Goanna may therefore have been staged earlier than May 1926. The troupe  
    comprised some 40 children. 
 
 
DODGING A WIFE:  [revusical]   Txt. Bert Desmond; Mus. [n/e]  
 Described in the Theatre as "a rollicking, button-bursting extravaganza… containing good advice to Sydney's 
harassed hubbies" (June 1926, 41). 
1926: Harry Clay's city and suburban circuit (Syd); ca. May/June 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little. 
 
 
ALIAS MR (W)RIGHT:  [revusical]   Txt. F. Gayle Wyer; Mus. [n/e] 
 Billed as a "mystery comedy." 
1926: Empire Theatre (Bris); 5-11 June. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer (Harry Wright), Elton Black (Wally Jones, his aristocratic friend), Les Pierce  
    (George Nelson, a crook), Billy Bovis, Vera Benson, Elsa Scott, Leonard Rich, Sam J. Ward, Ethel Hartley,  
    Heather Jones; and the Broadway Belles. 
 - This production was Elton Black's first with the company, having joined the troupe following the departure of  
    Walter Cornock. 
 
"Empire Theatre, The." BC: 7 June (1926), 9.  
 
 
LOVE AND POLITICS:  [revusical]   Txt. F. Gayle Wyer; Mus. [n/e] 
 Two candidates, one a Jew and the other an Irishman, stand for the office of alderman, while at the same time 
become involved in the love entanglements of their two children (BC: 12 June 1926, 2). Elton Black is said to have 
played in the 1926 Brisbane production a " widow of sorts." The Brisbane Courier theatre critic also reports that 
nothing funnier that [Sam J.] Ward's speech to the electors seeking their suffrage [had] been heard at the Empire 
Theatre" (14 June 1926, 9). 
 One of the songs included in the production was "That Old Gang of Mine," performed by F. Gayle Wyer. 
1926: Empire Theatre (Bris); 12-18 June. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Sam J. Ward (The Jewish candidate), Billy Bovis (the Irish candidate), Elton Black  
    (a dame), Vera Benson, Elsa Scott, Leonard Rich, Ethel Hartley, Heather Jones; and the Broadway Belles. 
 
"Empire Theatre, The." BC:  14 June (1926), 9.  
 
 
OH YOU WONDERFUL GIRL F. Gayle Wyer; Mus. [n/e] 
 Harry Dale, a commercial traveler, finds himself in a wayside town and in love with a young country girl, 
Grace, on Christmas Eve. Grace is an orphan and her house is about to be sold over her head by a rejected lover. Harry 
steps in and in a gallant and heroic way pays the mortgage and in return wins the girl (BC: 21 June 1926, 9). 
1926: Empire Theatre (Bris); 19-25 June. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
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- Cast incl. F. Gayle Wyer, Elton Black, Billy Bovis, Vera Benson, Elsa Scott, Leonard Rich, Sam J. Ward,  
   Ethel Hartley, Heather Jones; and the Broadway Belles. 
 
"Empire Theatre, The." BC:  21 June (1926), 9.  
 
 
THE NAUGHTY HUSBAND [aka HONEYMOON TROUBLES]:  [revusical]  Txt. Jim  
 Gerald; Mus. [n/e] 
 Described in the Sydney Morning Herald as "a new revue written by Jim Gerald" (19 June 1926, 10), this one 
act musical comedy is set in a hotel where two couples have come on their honeymoons. Jim Gerald as the naughty 
husband, Teddy Short, manages to lose his masterful wife and finds himself caught up with a beautiful actress, Mrs 
Loveday, who has also mislaid her new husband. The increasingly angry Percy Loveday meanwhile has to endure the 
nagging of Mrs Short, while they search in vein for their missing spouses. The Brisbane Courier's theatre critic writes 
that "the threads of the story were kept intact from the beginning to the end, allowing for the introduction of scenic 
interludes and by-play. A most laughable farce ended the dramatic meeting of the two couples in the lounge of the Hotel 
Riviera, where hitherto 'henpecked' Teddy lays down the law to a meek and respectful wife" (16 May 1927, 16). 
 One of the best received songs of the 1933 revival, according to the Sydney Morning Herald, was Reg 
Hawthorne's rendition of "When Dixie Stars" (13 Feb. 1933, 5). 
1926: Fullers' Theatre (Syd); 19-25 June 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald (Teddy Short) Essie Jennings (Mrs Short), Reg Hawthorne, Polly McLaren, Lance Vane,  
   Mona Thomas, Ernest Crawford (Percy Loveday), Howard Hall, Myra Rowe, Betty Lambert, May Geary  
   (Mrs Loveday), Neva Carr-Glynn; and the Six Twinklers. 
- The troupe was joined for this production by Leslie Pearce. 
1926: New Bijou Theatre (Melb); 16-22 Oct. 
- Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren.  
 - Troupe: Jim Gerald Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Polly McLaren, Lance Vane, Mona Thomas, Ernest  
   Crawford, Howard Hall, Myra Rowe, Betty Lambert, May Geary; and the Six Twinklers. 
- Iris McKenzie's name is mentioned in several reviews during the Bijou Theatre season. It is unclear at this  
    stage if she had been elevated an ensemble cast member or was still one of the Six Twinklers. 
1927: Empire Theatre (Bris); 14-20 May   
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane; Chor. Polly McLaren. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Polly McLaren, Lance Vane, Ernest  
   Crawford, Howard Hall, May Geary, Betty Lambert, Dalton Payne, Harry Payne, Flora McDonald, Ray and  
   Dot McLean, Jack Manners; and the Six Twinklers. 
1927: Fullers' Theatre (Syd);  10-16 Dec. 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
 Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance Vane, Phyllis Du  
   Barry, Ray McLean, Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les Pearce, Neva Glynn-Carr,  
   Betty Lambert; and the Six Twinklers. 
1930: Tivoli Theatre (Melb); 19-25 Apr. 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale, Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston (the actress); and  
    the Six Twinklers. 
1933: Tivoli Theatre (Syd); 10-16 Feb.  [as Honeymoon Troubles] 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
 
"Fun at the Empire."  BC: 16 May (1927), 16. 
"New Tivoli Theatre: Honeymoon Troubles." SMH: 13 Feb. (1933), 5.       
 
 
DEIRDRE IN EXILE:   [opera]  Lib. [n/e]; Mus. Fritz Hart 
 The second of Fritz Hart's Deirdre operas (the first being Deirdre of the Sorrows) the story of Deirdre in Exile 
is again based on an Irish legend concerning the fulfillment of a prophecy that Deirdre would bring ruin to the House of 
Usna and subsequently misery on the land of her birth. Knowing of the prophecy the King of Ulster initially calls for 
her death as an infant. He later recants his order and instead decides to leave the matter to fate and so banishes her to 
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isolation with her nurse Lavarcham in an attempt to keep her from Naisi and his brothers (the sons of Usna). When 
Deirdre comes to womanhood, and in spite of the precautions, she meets Naisi (without knowing who he is) and falls in 
love. When the King hears of this meeting he (to her grief and terror) determines to make her his queen. She at first 
pleads with the King and finally tells him that she will not marry him because it t has been declared to her in a vision 
that she belongs to Naisi.  
 Hart begins the opera with a prologue, in which a young girl lies ill in a bed in a modern English midland town. 
She is attended by a kind old woman, (with theses characters suggesting they are reincarnations of Deirdre and 
Lavarchum). As the girl begins to see a vision of three fine young men striding up the hill she tries to remember his 
name…. and the scene changes to the "dun" of Lavercham in prehistoric Ireland - where we find the original Deirdre at 
the age of 16 or seventeen years. The opera finished with a brief epilogue, where the young girl, still in bed, at the exact 
moment we last saw her, cries out in sudden recollection "Naisi, Naisi, Naisi," and sinks back on her pillow - dead. 
The 1926 performance of Deirdre in Exile (Opus 66), in which Lillian Crisp recreated her role as Deirdre (from 
the 1916 production at the Melbourne Playhouse of Hart's Deirdre of the Sorrows), accompanied the opera Pagliacci as 
a double-bill put on by the Fullers. In general the critical responses to Hart's opera were not overly favourable. The 
Argus, for example, suggested that the staging, even by a professional company, did not work to the advantage of the 
opera as it was more suited to a small theatre (qtd Alison Gyger 261). The Bulletin noted further that although there was 
much to admire in the score, with it being "full of original and sometimes daring modern ideas," the work failed to 
please as an opera as "it had no dramatic interest" (qtd. Gyger 275-6). The 1928 production, on the other hand, saw a 
much more positive reaction from the critics. The Age, records, for example, that "the selection of [this] work, by a 
resident composer, is an acknowledgment of [its] value… the composer has captured the psychological involutions of 
the plot with the intuition of a master. Being his own librettist he has conceived his drama as unity… the virtue of Fritz 
Hart's power lies not only in his ability to create an atmosphere for his characters, but in sustaining and developing his 
method of portrayal… the originality of the music is striking, and the trained musician finds the score rich, luminous 
and effective" (23 June 1928, 23). 
1926: (Melb); 22 June 
 - Cond. Fritz Hart; Prod. Fullers' Theatres Ltd. 
 - Troupe: Fuller-Gonsalez Company. 
 - Cast incl. Lillian Crisp (Deirdre), Lillian Stott (Lavarcham), John Brownlee (King Conchubar). 
1928: His Majesty's Theatre (Melb); 22 June 
 - Dir. Fritz Hart; Prod. J. C. Williamson's Ltd and Nellie Melba. 
 - Troupe:  Williamson-Melba Opera Company. 
 - Cast incl. Lillian Crisp (Deirdre), Lillian Stott (Lavarcham), John Brownlee (King Conchubor). 
 
 "Deirdre in Exile."  A: 22 June (1928), 11. 
 "Grand Opera: Deirdre in Exile - Fritz Hart's Success."  A: 23 June (19238), 23. 
 Spry, Henry E. "Deirdre in Exile: Fritz Hart's Opera."  A: 9 June (1928), 20.    Letter. 
 
 
THE DALMATION:  [opera]  Lib Adapt/Mus. Mona McBurney 
 Presented in aid of the Queen Victoria Hospital, this original four act opera by Melbourne musician and 
composer, Mona McBurney, is based on the novel Mareitta by Marian Crawford. The story concerns Zorzi, a glass 
maker, who is in love with Marietta, his benefactor. He is entrusted by her to reply to a marriage alliance with 
Contarini, which has been brought by Beroviero, a fellow glassmaker. In Act Two Zorzi gains admittance to the palace 
of Contarini and finds himself in the company of a group of conspirators. He is befriended by Venir, and in order to 
protect his own life, he joins the opposing brotherhood. Act Three sees Marietta still waiting for Zorzi to avowal his 
love for her before she refuses Contarini. Zorzi, on the other hand, although very much in love with her, continues to 
conceal his true feelings out of loyalty to her. Marietta therefore comes to the belief that he does not love her. A sub-
plot has also developed by this stage, and concerns an attempt by Beroviero to re-discover Tyrian Red, "the wondrous 
hue long lost in art."  In the final act Marietta and Zorzi, who undertake an experiment trying to create Tyrian Red 
themselves, mutually declare their love during the excitement of accidentally succeeding in the task. This discovery 
proves dangerous to Zorzi, however, and leads to his denouncement by the brotherhood of conspirators. He is arrested 
and accused by Beroviero of having been responsible for the original theft of an important manuscript. Marietta 
implores her father to save Zorzi, declaring her love for the glassmaker. The epilogue finds the council approving 
Zorzi's artistry, and he is created a master artist in glass. 
 The Age theatre critic appears to have found much in the opera that was pleasing: "The music throughout… is 
scholastically sound, illustrative and pleasing. It has the vivacity, naturalness and spontaneity of our British school.  
There are many rich veins of melody graphically supported by free-moving harmonies. The dramatic and lyric styles are 
in evidence according to the requirements of the plot. The rhythms are strong and varied both in the arias and concerted 
numbers… the composer's scheme is broadly planned, and devised to sustain a growing interest to the end. Success is 
secured also by a series of judicious and equally forceful periods of climax" (26 June 1926, 16). 
1926: Playhouse (Melb); 25-26 June 
 - Dir. Leslie Middleton; Cond. Alberto Zelman; Prod. Mr and Mrs Leslie Middleton. 
 - Cast: Raymond Carey (Zorzi), Elizabeth Pinschoff (Marietta), Maud Harrington (Arisa), Armaldo Bartolini  
    (Aristarchi), Howard King (Beroviero), Alex Raff (Pasquale), A. C. Bartleman (Venier), Ferne Boyle (the  
    nurse). 
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- Musicians incl. Mrs Raff (piano). 
 
"Dalmation: Miss McBurney's Grand Opera, The." A: 26 June (1926), 16.   [see also prev. - ARG: 21 June 1926, 14] 
 
 
A REVIEW OF REVUE:  [revue]   Txt. F. Gayle Wyer; Mus. [n/e] 
 Possibly more a revue in its own right than a "by request" or compilation of material previously staged by the 
company. The Brisbane Courier records: "There are many things upon which the management of the Empire Theatre 
must be congratulated, and not the least of these is the magnificent way its revues are dressed and staged. In the 
Bandbox revue presented on Saturday evening by Gayle Wyer there were costumes and robes whose richness and 
originality were worthy of a great Christmas pantomime.  The initial ballet - black and white - was a triumph of 
effectiveness, the old-fashioned crinoline making one doubt if feminine grace were greater today than in times long 
past. There was surprising colour tones in many of the other ballets, and a quaintness of creation which had an instant 
appeal. The revue has many lilting and attractive songs and a good deal of smart dialogue. One of the cleverest things in 
it was the impersonation of old-time notabilities in the song 'Smarty' (28 June 1926, 16). 
1926: Empire Theatre (Bris); 26 June - 1 July. 
- Dir. F. Gayle Wyer; Prod. Fullers' Theatres Ltd. 
- Troupe:  F. Gayle Wyer's Bandbox Review Company. 
 - Cast incl. F. Gayle Wyer, Vera Benson, Elton Black, Billy Bovis, Elsa Scott, Leonard Rich, Sam J. Ward,  
    Ethel Hartley, Heather Jones; and the Broadway Belles. 
 
"Empire Theatre: Bandbox Revue." BC: 28 June (1926), 16 .  
 
 
CINDERELLA:  [burlesque operetta]  Lib. A. H. Taylor; Mus. [n/e] 
 Presented along with two other operettas, Cinderella and Dame Nature's Picnic Party, this burlesque version of 
Cinderella reportedly "shows how Australian aboriginals [sic] would play the operetta" (BC: 19 July 1926, 9).  
1926: South Brisbane Town Hall (Bris); 17 July 
 - Prod/Dir. A. H. Taylor 
 - Cast incl. Vi Sneddon, Godfrey Buck, Jack Culmer, Kathleen Britton and Joyce Chapman. 
 
 "Three Operettas in One Night."  BC: 19 July (1926), 9. 
 
 
MY MOUNTAIN MAID [aka THE MOUNTAIN MAID]: [revusical]  Txt. Edmund  
 Warrington; Mus. [n/e] 
 Described as an "alluring… picturesque and romantic revue," this production was unlike most of the Moon and 
Morris Revue Company repertoire in that it was plot-driven (see also Dad, Choom and Co below). According to the 
Brisbane Courier the story dealt largely with Spanish bandits and marauding gypsies. 'George Moon,' writes the paper's 
theatre critic, 'was funny as the proverbial circus as 'Tony' a sort of suburban mountaineer. Especially comical was when 
he confided in song to his hearers how he "hated women like 'ell," not merely because they were "blots on the landscape 
of life" but because they were ''slugs on the cabbage of bliss" (2 Aug. 1926, 10). 
 [NB: Another revusical, similarly titled A Mountain Maid, was produced by the Skeeta (Billy) Cass Revue Company in 1927. There is no 
evidence to suggest that these two works are related]  
1926: Empire Theatre (Bris); 31 July - 6 Aug.   
- Dir. Edward Warrington; Prod. Fullers' Theatres Ltd. 
- Troupe: Moon and Morris Revue Company. 
- Cast incl. George Moon, Dan Morris, Nell Fleming, Shannon Raye, Alec Kellaway (Brigand Chief), Edmund  
   Warrington, Irene Vando, Tony O'Brien, Durham Marcel, 
 
"Empire Theatre."  BC: 2 Aug. (1926), 10. 
 
 
DAD, CHOOM AND CO:  [revusical]  Txt. Edmund Warrington; Mus. [n/e] 
 Unlike most of the Moon and Morris Revue Company productions Dad, Choom and Co was built around a 
"well-constructed story" rather than being merely a series of sketches and vaudeville acts. A Brisbane Courier review 
also indicates that nothing had been left undone to infuse an "outback atmosphere," there being "many deft touches in 
this direction." The opening scene is set in London and "shows in satirical vein the booking up of a batch of immigrants 
at Australia House. Later the [scene] is changed to a drought-stricken area of Australia, and depicts the trials and 
tribulations of "Dad" during this troublesome period. His labours are not lightened by a couple of raw recruits to the 
farming industry, and the efforts of the new arrivals to 'make good' leads to much hilarity. The brunt of the fooling falls 
on the capable shoulders of Messrs George Moon, as Jacob, and Dan Morris as Dad (BC: 30Aug. 1926, 9). 
Along with numerous songs (four of which were sung by Alec Kellaway) was a trio dance, "Spirit of the Land," 
performed by Nell Fleming, Shannon Raye and Irene Vando. 
1926: Empire Theatre (Bris); 28 Aug. - 3 Sept.   
- Dir. Edward Warrington; Prod. Fullers' Theatres Ltd. 
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- Troupe: Moon and Morris Revue Company. 
- Cast incl. George Moon (Jacob), Dan Morris (Dad), Nell Fleming, Shannon Raye, Alec Kellaway, Edmund  
   Warrington, Tony O'Brien, Durham Marcel, Irene Vando.  
 
"Empire - Bright Australian Revue, The."  BC: 30 Aug. (1926), 9. 
 
 
SEE ME:  [revusical]   Txt. Harry Ross; Mus. [n/e]  
 Described as an oriental revue. 
1926: Harry Clay's city and suburban circuit (Syd); ca. Aug/Sept. 
- Dir. Harry Ross; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd).  
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Will and Dora Gilbert, Doris Tindall, Charles Aston, Drummond and  
    Rochfort, the Dorsetts. 
 
 
SOLD:  [revusical]   Txt. Billy Cass; Mus. [n/e]  
 It is likely that some of the songs, particularly those by the Courtney's, were written by Vince Courtney. 
1926: Harry Clay's city and suburban circuit (Syd); ca. Aug/Sept. 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy and Ivy Cass, Vince and Eva Courtney, Ivy Davis, Courtney Ford. 
 
 
OH MR KELLY:  [revusical]   Txt. Billy Cass; Mus. [n/e]  
 "Oh Mr Kelly provides the usual amount of scope for the introduction of songs, dances, interludes, sketches and 
jokes that is allied more or less to this jolly type of entertainment" (JI: 16 Sept. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Sept. 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe. Skeeta Cass Revue Company. 
 - Cast incl. Billy and Ivy Cass, Vince and Eva Courtney, Ivy Davis, Courtney Ford. 
 
 "Vaudeville."  JI: 16 Sept. (1926), 29. 
 
 
SHERRY AND BITTERS:  [revusical]   Txt. Charles Delavale; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Sept. 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd); Dir. Charles Delavale. 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Mabelle Morgan, Scott and Graham, Stan Cartnell. 
 
 
A MIDNIGHT CABARET:  [revusical]   Txt. Bert Desmond; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Sept/Oct. 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little. 
 
 
SPAIN:  [revusical]   Txt. Harry Ross et al; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Sept/Oct. 
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Will and Dora Gilbert, Doris Tindall, Violet May, Charles Aston,  
    Hartley Court, Bill and His Little Piece of Fluff (toreadors). 
 
 
IKE: [revusical]   Txt. Charles Delavale; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Oct. 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Mabelle Morgan, Scott and Graham, Stan Cartnell. 
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FUN ON THE FARM: [revusical]   Txt. Billy Cass; Mus. [n/e]  
 Just It records that Billy Cass's "very diverting revue" Fun on the Farm "shows the abilities of the troupe to the 
very best advantage and enables them to present a panorama of songs, interludes and humorous sketches" (14 Oct. 
1926, 29).  
Several other revues of a similar nature, and with similar titles, are known to have been staged in Australia 
between c1915 and the late 1920s. These include: Fun on the Farm (Paul Stanhope, 1915); Arthur Morley's On the 
Land (1916); Art Slavin's On the Ranch (1916) and Fooling the Farmer (also sometimes referred to as Fun on a Farm) 
produced on the Clay circuit in 1917. It is not known then whether any of these revusicals are adaptations of any others, 
to what degree any such adaptations may have required, or if some or all are entirely new works. 
 [NB: It is also not clear whether there is any relationship between these revusicals and a minstrel farce staged in 1897 under the title Fun on 
a Farm (produced by Harry Rickards at the Melbourne Opera House from 17 July)] 
1926: Harry Clay's city and suburban circuit (Syd); ca. Oct. 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe. Skeeta Cass Revue Company. 
 - Cast incl. Billy and Ivy Cass, Vince and Eva Courtney, Ivy Davis, Courtney Ford. 
 
 "Vaudeville."  JI: 14 Oct. (1926), 29. 
 
 
BAGDAD: [revusical]   Txt. Harry Ross; Mus. [n/e]  
 "Reminiscent of Chu Chin Chow… [with] catchy and enchanting music, backed up by … Eastern scenery and 
dresses, and plenty of alluring dances" (JI: 28 Oct. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Oct. 
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd); 
- Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Will and Dora Gilbert, Doris Tindall. 
 
 "Vaudeville."  JI: 28 Oct. (1926), 29. 
 
 
TIC-TACS: [revusical]   Txt. Bert Desmond; Mus. [n/e]  
 A revue with a military setting and featuring "bright jazzy music and pretty dancing girls." 
1926: Harry Clay's Sydney city and suburban circuit (Syd); ca. Oct.  (incl. Gaiety Theatre) 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little. 
 
 
SEARCHLIGHTS: [revusical]   Txt. Charles Delavale; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Oct/Nov.   (incl. Gaiety Theatre) 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd); 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Mabelle Morgan, Les Shipp, Mark Erickson and Bonnie, Hal Scott, Connie  
    Graham. 
 
 
OH AUNTIE:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
Stiffy and 'Erb are two 'soldiers of sort' on leave who visit the home of Miss Amelia, the aunty of their mate, 
Harry. The visit is complicated by Aunt Amelia's worry over her soldier nephew's supposed misalliance, the presence of 
her ward, Phoebe, and the arrival of the soldiers' superior, Captain Andrews.  
Songs incorporated into the 1926 Brisbane season included: 'Grey Hair, Grey Eyes' (Mike Connors and Queenie 
Paul), 'No Foolin'' and 'Row, Row, Rosie' (Elsie Hoskins and chorus), and 'Cobber of Mine' (Dan Weldon). 
1926: Empire Theatre (Bris); 13-19 Nov.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips (Stiffy), Jack Kellaway ('Erb), Mike Connors, Queenie Paul, Daisy Merritt, Dan  
   Dunbar, Dan Weldon, Elsie Hoskins; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo) and Les Clements (piano). 
 -  NB: Connors and Paul left the company following the staging of In Spain (week ending 3 Dec.1926). 
-  NB: Jack Kellaway's surname is often spelled Kelleway in reviews and advertising.   
 
 "Oh Auntie  at the Empire." BC: 15 Nov. (1926), 19. 
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FIREMEN AND FLAPPERS:  [revusical]   Txt. Billy Cass; Mus. [n/e] 
 Firemen and Flappers is known to have played in several other states prior to its presentation on the Clay 
Sydney circuit. Describing the production as a "rattling and mirth-provoking revue," the Just It reviewer wrote of the 
Gaiety (Syd) season - "the jokes and the comical situations of the plot never fail to please, and the sentimental side of 
the revue is well looked after. Firemen and Flappers has an alluring title and the author and composer, aided by the 
company made the piece very fascinating" (11 Nov. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Nov. 
- Dir. Billy Cass; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy and Ivy Cass. 
  
 "Month in Vaudeville, The."  JI: 11 Nov. (1926), 29. 
 
 
WILLIE'S FRIVOLS: [revusical]   Txt. Bert Desmond; Mus. [n/e]  
 "The revue [is] as usual, built on the broad lines of vaudeville, with a plot liable to be dislocated at any moment 
by lively song and dance incidents" (JI: 18 Nov. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Nov. 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (for Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little. 
 
 "Vaudeville."  JI: 18 Nov. (1926), 29. 
 
 
 SCOTLAND: [revusical]   Txt. Harry Ross; Mus. [n/e]  
 "Filled with bonnie lassies, Highland dances and excellent foolery" (JI: 25 Nov. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Nov/Dec. 
 - Dir. Harry Ross; Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Ron Shand, The Six Dorsetts, Will and Dora Gilbert, Patton and  
    Meredith. 
 
"Vaudeville."  JI:  25 Nov. (1926), 29. 
 
 
SPANISH SPASMS: [revusical]   Txt. Charles Delavale; Mus. [n/e]  
 "The stage is full of attractive ladies, picadors, matadors and toreadors… [with a] picturesque Spanish setting 
and lively music" (JI: 2 Dec. 1926, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Nov/Dec.  
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Mabelle Morgan, Les Shipp, Mark Erickson and Bonnie, Hal Scott, Connie  
    Graham. 
 
 "Vaudeville."  JI: 2 Dec. (1926), 29. 
 
 
BO-PEEP:  [pantomime]  Txt/Mus. [n/e] 
 Normally a film only venue during the 1920s, the management of Brisbane's Majestic Theatre decided to 
present a number of live pantomimes throughout the year as a "Two in One" (pantomime/pictures) programme. As with 
the production that followed, The Little Old Woman Who Lived in a Shoe, Bo-Peep was staged by the students of 
Brisbane dance teacher, Patricia Cullen. The pantomime was staged over two acts and four scenes. The Brisbane 
Courier reports that special lighting was used in the production to help make the children appear "twice as big, or vice 
versa, as they actually are so that they might be giants one moment and pigmies the next" (13 Dec. 1926, 17).   
[NB: It is unclear if Les Williams was also responsible for the libretto. Although his name is only mentioned in reference to the scenery, 
Williams is known to have written a number of more adult-orientated music theatre works in Brisbane during the late 1910s and early 1920s] 
1926: Majestic Theatre (Bris); 11-17 Dec. 
 - Dir. Patricia Cullen; S Art. Les Williams. 
 - Troupe: The Famous "Jinglebell" Panto Kiddies 
 - Cast incl. Hazel Ruska (Bo-Peep), Ronda Scella (Peter pan), Hazel Brown (The Dame), Olive Dawes (The  
    Gnome), Stephen Doo (The Robber, Jack Sheppard), Eunice Brown (The Prince), Evelyn Doo (Lenora), Elma  
    Jorgensen (Robin Red); Sheep - Rosie Freese, Joyce Crockett, Lorna Rosen, Kitty Kelly, Mary Kent, Pafay  
    Dunleavy; Fairies - Lily Brown, Marjorie Dalton, Ellen Jerome, Connie Gagen; Chorus and Ballet - Irene  
    Wilson, Irene Phillips, Kathleen Sohattling, Gwen Northcote, Nancy Dalton, Eileen Noll, Lois Griffiths,  
    Molly Clarke, Marie Gentner, The Short Sisters; Specialties - Levina Rosen and Frances Rodgers. 
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 - The cast comprised 57 local children. Other characters included: Demons, Golliwogs, Wraiths, Banshees,  
    Uggugoogulums, Hobos and Birds. 
 
 "Majestic, The." BC: 13 Dec. (1926), 17. 
 
 
THE LITTLE OLD WOMAN WHO LIVED IN A SHOE:  [pantomime]  Txt/Mus. [n/e] 
 Normally a film only venue during the 1920s, the management of Brisbane's Majestic Theatre decided to 
present a number of live pantomimes throughout the year as a "Two in One" (pantomime/pictures) programme. As with 
the previous production, Bo-Peep, The Little Old Woman Who Lived in a Shoe was staged by the students of Brisbane 
dance teacher, Patricia Cullen. 
Songs known to have been written for, or incorporated into, the narrative were: "The Possum Paradise" (sung by 
Stephen and Evelyn Doo), the latest Southern song hit "Rose Marie" (Elma Jorgensen), and "Pat Malone Thought That 
He Was Dead" (Mary Kent). 
[NB: Although an advertisement in the Brisbane Courier includes "(And Vic Jensen made it)" under the title, it is not clear at this stage if 
Jensen was the author or whether the reference is to some other aspect of the production (18 Dec. 1926, 2)] 
1926: Majestic Theatre (Bris); 18-24 Dec. 
 - Dir. Patricia Cullen. 
 - Troupe: The Famous "Jinglebell" Panto Kiddies 
 - Cast incl. Hazel Brown (The Dame), Stephen Doo, Evelyn Doo, Elma Jorgensen, Mary Kent. 
 - The cast comprised fifty local children. 
 
 "Majestic Theatre." BC: 20 Dec. (1926), 9. 
 
 
ROBINSON CRUSOE:  [pantomime]   Lib./Mus. [n/e] 
 Starring Queenie Paul (making her first ever appearance at the Cremorne) and Mike Connors, this version of the 
Robinson Crusoe pantomime was advertised as "a real pantomime, not a revue" (BC: 27 Dec. 1926, 2). One of the stars, 
Carrie Aitken, was also a young Brisbane girl. Staged in opposition to another Robinson Crusoe pantomime, the 
Fullers/Nat Phillips version (Empire Theatre), the Cremorne production was also presented in 16 scenes.  The musical 
numbers included a French version of 'Horsey, Keep Your Tail Erect' (sung by Mike Connors) and 'Captain Mack' 
(Cyril James). 
1926: Cremorne Theatre (Bris); 18 Dec 1926 – ca. Jan. 1927.  
 - Dir. Mike Connors; Prod/Prop. John N. McCallum (Dandies Qld Ltd). 
 - Cast incl.  Mike Connors (the Baron), Queenie Paul (Robinson Crusoe), Walter Cornock (Dame Crusoe),  
    Carrie Aitken (Polly Perkins), Elsie Sylvaney (Anestacia).  
 
 "Robinson Crusoe at the Cremorne."  BC: 20 Dec. (1926), 9.   Prev. 
"Pantomime at Cremorne."  BC: 27 Dec. (1926), 6. 
 "Pretty Panto."  TBRS: 19 Dec. (1927), 9. 
 
 
JACK AND THE BEANSTALK: [pantomime]   Lib/Mus. [n/e] 
 The Sydney Morning Herald indicates that this version of the popular pantomime story, contained variations 
from the original narrative, with the producers having also contrived a number of unusual situations, notably the scene 
in which Jack climbs the beanstalk (28 Dec. 1926, 6). Another unusual scene was the cattle market (staged with wooden 
animals that had wagging heads).  
 Songs known to have been performed were: "Are We?" (Godden), "Honeybunch" and "Red Red Robin Comes 
Bobbing Along" (Elsie Prince). Some other highlights were apparently, The "March of the Little Wooden Soldiers" by 
Alma Mackay and Mrs Royston McDonnell, "The Bean Ballet," and Africander and his performing lions.  
1926: St James Theatre (Syd); 27 Dec. 1926 – ca. Jan. 1927 
 - Prod. Fullers' Theatres Ltd. 
 - Cast incl. Joe Brennan (dame), Jimmie Godden, Charlton Morgan (the King), Elsie Prince (Jack), Renee  
    Dixon (Princess), Gladys Hermes, Alma Mackie, Mrs Royston McDonnell, Edna Saunderson, Dave Loffman  
    (Giant), Alex Johnson and Jack Smith (the cow), Africander. 
 
 "Jack and the Beanstalk." SMH: 28 Dec. (1926), 6. 
 
 
PUSS IN BOOTS:  [pantomime]   Lib. Jim Gerald and Frank Neil; Mus. incl. W. Hamilton Webber  
 This pantomime version of the classic fairytale Puss in Boots is likely to have been adapted from Frank Neil's 
1922 version. The company largely comprised members of Jim Gerald revusical troupe, with added attractions being 
Phil Smith as the Dame, Sadie Gale as the principal boy, Eileen Castles as the Fairy Queen, and specialty acts like Bert 
Elliot (acrobat) and Apdale's trained animals. The Argus theatre critic describes the production as being rich in its 
spectacle. "There was a great variety of scenes," the review records, "of which just a few were the attractive village, the 
King's palace, a giant meccano set [sic], the Ogre's den of mystery and the candy cave… The transformation scene - a 
feature which has not been given in recent pantomimes - was reintroduced. From an old-world garden it took the 
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spectator to the lands of bluebell, of daffodils, and of roses, and then to the hall of roses, ending with a shower of gold" 
(28 Dec. 1926, 16). Another effective transformation, according to the Age critic was the transformation at the 
conclusion of the pantomime of the Ogre (played by Howard Hall) into a mouse (28 Dec. 1926, 7). 
Of Jim Gerald as Puss in Boots, the Argus critic writes: "Mr Gerald can be comic, very comic, even when he is 
a cat, but his humour has freer play when he is human, and those who had enjoyed his fun-making in revue found quite 
as much reason to enjoy it in pantomime. There was certainly a considerable share of audacity in the character of the cat 
who caused his master to become Marquis of Carabas… Did he not instruct the Marquis not only in the way to make a 
fortune, but also in the art of winning the affections of Princess Rose? He melodiously instructed the audience, too, on 
life in a garden suburb and on many other matters quaint and amusing. None of the ogres with whom one has been 
acquainted could have failed to yield to Billy's more or less gentle persuasions, which ensured a marquisate and vast 
estates for Colin, the miller's youngest son" (ibid, 16). One particular novelty was the stunt whereby Gerald wandered 
around the auditorium at interval, creating much amusement with his agility as he made his way from "the stalls to the 
circles to the gods" (A: 28 Dec. 1926, 7).  
At the conclusion of the premiere, Jim Gerald addressed the audience, thanking them for their support and 
informing them that the production was all-Australian and had been put together in a very short period.  
1926: Princess Theatre (Melb); 26 Dec. 1926 - 23 Feb. 1927 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd; M Dir. W. Hamilton Webber; Chor. Miss M. Bray. 
- Cast incl. Jim Gerald (Billy the Cat), Eileen Castles (Fairy Felina), Sadie Gale (Colin), Betty Lambert  
    (Princess Rose), Phil Smith (Queen of Donowhereske), Reg Hawthorne (The King of Donowhereske ), Ward  
    Lear (Carolus), Lance Vane (Busbestos), Ernest Crawford (Caleb), Polly McLaren (Jean, a maid in waiting to  
    the princess), Howard Hall (The Ogre), Elma Hardman, Will Kenny (The Notary), Elma Hardman  
    (Heartease), Bert Elliott, Apdale's Animal Circus. 
 
"Princess Theatre - Puss in Boots Pantomime."  A: 28 Dec. (1926), 7. 
"Puss in Boots - Attractive Pantomime."  ARG: 28 Dec. (1926), 16. 
 
 
SINBAD THE SAILOR:  [pantomime]  Lib. Mr O'Donnell and Bert Ray; Mus. [n/e] 
 Most likely written or adapted by O'Donnell and Ray, the production was described by the Age reviewer as 
"glorified vaudeville" (28 Dec. 1926, 7). The Argus theatre critic that although the "the story begins as an Arabian 
Nights story should… before the first act is over the thread of the narrative becomes tangles, and disappears altogether 
before the play ends. Like other pantomimes, too, Sinbad the Sailor is amusing not so much for the jokes contained in 
the 'book' of the piece, which have all been heard many times before, as for the bewildering anachronisms it contains" 
(28 Dec. 1926, 16). The scenic effects included: Wonders of the Deep, The Sunken Pirate Ship, The Maze of Coral, 
Frolic of the Mermaids, The Ocean Monster, The Garden of the Deep, Neptune's Throne, Treasure Island, The Sultan's 
Palace, The Magic Wood, and Flowerland (A: 25 Dec. 1926, 16).  
1926: Playhouse Theatre (Melb); 26 Dec. 1926 - 22 Jan. 1927 
 - Dir. Mr O'Donnell and Bert Ray; Prod. Rupert Foyle; M Dir. Gladys Thomas; Chor. May Downs. 
 - Cast incl. Bert Ray (dame), Hazel Nutt (Sinbad), Darval Thomas, Nellie Hall, Eric Haslem, B. S. Monty,  
    Kathleen Howard, Freda Spry, Jack Armstrong, Ray Fisher, Alex Hozie, Stanley Ebden, Little Isabel ("the  
    wonder child"), Cestria ("the continental clown/stilt walker"), the Cyclone Six (acrobats/dancers). 
- The premiere was beset with several unfortunate circumstances, including Bert Ray losing most of his voice  
   after three days without sleep, and thus was barely audible to the audience (ARG: 28 Dec. 1926, 16). 
 
"Sinbad the Sailor at the Playhouse." A: 28 Dec. (1926), 7. 
"Sinbad the Sailor: Pantomime at Playhouse." ARG: 28 Dec. (1926), 16. 
 
 
PUFF PASTE: [revusical]   Txt. Bert Desmond; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Dec. 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Nellie Kolle, Harry Little, the Five Georges, Eileen and Bessie  
    Phillips, George Lloyd, George Horder. 
 
 
KISS ME GOODNIGHT:  [revusical]  Txt/Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Dec. 
 - Prod. Maurice Chenoweth (for Clay's Bridge Theatre Pty Ltd). 
 
 
CHRISTMAS SPOOKS:  [revusical]   Txt. Harry Ross; Mus. [n/e]  
1926: Harry Clay's city and suburban circuit (Syd); ca. Dec.   (Gaiety Theatre, Syd; 18-24 Dec.) 
 - Dir. Harry Ross; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Edyth Cowley, Hartley Court, Charles Aston, Six Dancing Dorsettes. 
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THE OLD WOMAN WHO LIVED IN A SHOE:  [pantomime]   Lib/Mus. [n/e]  
 In its 13 January issue, Just It records, "the show at [Clay's] Gaiety is on the evergreen subject of Puss in Boots, 
but the Bridge Theatre, Newtown, is credited with originality for the panto there is founded on the long dormant subject 
of The Old Woman Who Lived in a Shoe" (29).  The following week the journal wrote: "Out Newtown way a clever 
librettist has concocted an excellent pantomime on the rather unusual idea of The Old Woman Who Lived in a Shoe. The 
scenery, ballets and costumes of these suburban shows are on a most liberal scale and reflect credit on the enterprising 
Clay management" (JI: 20 Jan. 1927, 29). 
1926: Harry Clay's city and suburban circuit (Syd); ca. Dec.1926 - Jan. 1927  (incl. Bridge Theatre; 26 Dec. 1926 - ) 
- Dir. Charles Delavale; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
 - Cast incl. Billy "Skeeta" Cass (dame), Mabelle Morgan (principal boy), Charles Delavale, Elvie Stagpoole  
    (principal girl), Ivy Cass. 
 
"Vaudeville."  JI: 20 Jan. 1927, 29.     
 
 
PUSS IN BOOTS:  [pantomime]   Lib. Bert Desmond; Mus. [n/e]  
 Puss in Boots at the Gaiety, Oxford Street, does not contain one dull moment. It is a pantomime that does the 
Clay management infinite credit; and the story, a favourite yarn from the storehouse of French fairy lore, is faithfully 
followed, being of course punctuated at times with songs and dances and specialties, true to the tradition of pantomime. 
The principles are all well up to their work, and the ballet is another ad for the grace and ability of young Australian 
girls" (JI: 6 Jan. 1927, 28). 
 It is possible that the production was adapted and directed by Bert Desmond. 
1926: Harry Clay's city and suburban circuit (Syd); ca. Dec. 1926 – ca. Jan. 1927 
- Dir. Bert Desmond; Prod. Maurice Chenoweth (for Clay's Bridge Theatre Ltd). 
- Cast incl. Bert Desmond (dame), Nellie Kolle (principal boy), Mattie Jansen (principal girl), Harry Little. 
 
 "Vaudeville."  JI: 6 Jan. (1927), 28. 
 
 
* DICK WHITTINGTON AND HIS CAT:  [pantomime]  Lib. Les Williams; Mus. [n/e] 
 #  Fryer Library, U of Queensland (Nat Phillips Collection) 
The characters appearing in this version of the popular pantomime are typically those of most earlier versions. 
They include: King of the Rats, Fairy Dulcibelle, Idle Jack, Mary Pickleport, Alice Fitzwarren, Dick Whittington, Felix  
the Cat, Emperor of Morocco, Ahmed, Princess Balbordour, Captain Barnacle and Rupert. 
 1926: Wintergarden (Bris), Birch, Carroll and Co;  
  - Mngr. Joseph Scales; Chor. Billie Blake. 
 
 
 
F. Gayle Wyer  
Everyone's 15 Dec. (1926), n. pag. 
(Courtesy of the Mitchell Library) 
 
 
Charles Norman  
A member of George Wallace's and F. Gayle Wyer's 
revusical companies during the late 1920s 
Everyone's 15 Dec. (1926), n. pag. 
(Courtesy of the Mitchell Library) 
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 Phil Smith's Zigzag Revue Company, engaged by the Fullers from December the previous year continued its 
season at the New Theatre (Syd) under the leadership of Nat Hanley, with Smith being otherwise engaged by the Fullers 
for their Melbourne pantomime Puss in Boots.  The troupe then moved to Melbourne where it played a season at the 
Bijou Theatre, with Smith back on board. The repertoire still comprised a number of revusicals dating back to at least 
1925. These included: On the Wheel, Just a Girl, Mary's Lamb, Sweethearts and At the Party. 
Stiffy and Mo opened at the Fuller's Sydney vaudeville headquarters on 19 March, having just completed four 
weeks in Brisbane. The 29 week season, during which time they staged almost as many different revusicals, saw the 
pair break the Fullers' record for consecutive performances on 9 September - their 300
th
 show (the previous record was 
held by Jim Gerald). Phillips and Rene pushed this to 348 by the close of the season on 7 October. A number of reviews 
from this period indicate that Phillips (as director) began extending the traditional one act length show (generally 
occupying around half the program) to almost the entire program. Just It records in its 31 March issue: "The bill is 
practically all revue, punctuated with sundry vaudeville turns to allow the stars to change into other clothes and think 
out fresh jokes" (28). Several weeks later (21 Apr.) the magazine's critic notes: "There are many quick changes in the 
two acts of the present show… the revue at present has just enough patter to preserve a semblance of continuity 
throughout, and the comedians are always about during the whole performance" (28). M. A. Keup, vaudeville critic for 
Just It, provides some further insights into the Nat Phillips-produced revues of 1927. The (unnamed) production for the 
week beginning 30 July, for example, contained at least five sketches  - "Three Doors in a Passage," "The Sailors," 
"Have a Drink," "Becky" and "The Nervous Patient" (4 Aug. 1927, 28). The Phillips and Rene combination moved to 
the Fullers Melbourne theatre following their Sydney season.  
Robert Roberts' Bon-Bon Revue Company, comprising some 30 performers and musicians, toured the Fuller 
circuit during the year, including a season at the Bijou (Melbourne) ca. September. The repertoire is believed to have 
been essentially revue - unrelated songs, dance and comedy sketches rather than plot-driven works. Among the troupe's 
best known performers were Will Gilbert and George Edwards. 
The Bon-Bon company's Bijou Theatre (Melb) season was followed by Cyril Northcote and Joe Brennan's 
Crack-a-Jack Revue Company (ca. Sept/Oct.). The troupe's repertoire is also believed to have been a largely revue 
format rather than the plot-driven revusical. 
The Jim Gerald Revue Company moved from Newcastle (NSW) to the Fullers Theatre (Syd), opening there on 
8 October. During 1927 and 1928 Gerald' company also staged its own version of The Honeymoon Girl, an English 
musical success originally produced at the Shaftesbury Theatre, London. It was also reportedly staged in Australia some 
years previous by Hugh J. Ward's Company of Comedians (BC: 2 Aug. 1927, 17). While M. Keup (Just It) records that 
the production was made up-to-date by Jim Gerald through the inclusion of some new songs, jokes and dances (and 
changes were also made following the Melbourne production, so as to make it "quite fresh to Sydney audiences"), the 
narrative is believed to have remained essentially the same.  The seasons identified to date are Empire Theatre, Brisbane 
(6-19 Aug.  1927); Fullers Theatre, Sydney (8-28 Oct. 1927, return season 17-23 Mar. 1928), Adelaide (ca. 22 Dec. 
1928), Tivoli Theatre, Melb (17-23 May 1930), Tivoli Theatre, Syd (22-28 Jan. 1933) and Tivoli Theatre, Melb (10-22 
Aug. 1934).°  
 
__________ 
 
 
WILD OATS: [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. A 
review of the 1927 Fullers' Theatre production records: "The curtain went up to discover a theatrical producer and 
author in full evening dress making arrangements for the presentation of a new piece. The ballet, consisting of girls 
dressed in the neat black frocks and white caps of ladies' maids, was first instructed in its duties; then the two officials 
(played by Sydney Smith and Al Mack) found they had omitted to provide for a comedian. Just at this moment a sweet 
seller in the side aisle began to cry his wares loudly; and the audience, momentarily taken by surprise, turned round to 
see Nat Hanley standing there, equipped with a striped hat and a tray of confectionary. After some repartee, he was 
coaxed onto the stage, and there caused roars of mirth by his simulations of coyness. 
1927: Fullers' Theatre (Syd); 15-21 Jan. 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Sydney Smith, Nellie Dean, Bert Keats,  
    Dorothy Grace, Oliver McLennan, Florence Hunter, Mildred O'Brien. 
 
 
________________________________ 
 
° M. A. Keup indicates that Gerald presented The Honeymoon Girl at the Grand Opera House (Melb) in 1927. A search of the Age and Argus 
for that year has so far failed to locate this season. The musical score for the original English production was by Rudolph Nelson, H. Sullivan Brooke 
and Herman Dareweski (BC: 8 Aug. 1927, 28). 
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THE WEDDING PARTY:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 A newly wedded couple set out on their honeymoon but unexpectedly encounter the antics of Stiffy and Erb, "a 
couple of 'buttinskis' whose fate in the ladder of life had called upon them to act as waiters in a fashionable restaurant" 
(BC: 24 Jan. 1927, 16). The action and laughs are played out in the restaurant as the couple, their friends and the bride's 
parents attempt to cope with each other and the two larrikin waiters.  
 Songs incorporated into the 1927 Brisbane production included: "A String of Pearls" and "Tiptoe" (performed 
by May Laurence), "Every Time I See You" (Polly Power), "Lonesome and Sorry" (Dorothy Manning), and a yodeling 
song performed by Harry Cash. 
1927: Empire Theatre (Bris); 22-28 Jan.  
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips (Stiffy), Jack Kellaway ('Erb), Daisy Merritt (the bride's mother), Dan M. Dunbar (the  
   bride's father), Harry Cash (the best man), Hilda Laurence (the bride's friend), Dan Weldon, Dorothy  
   Manning, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 -  The Wedding Party was staged as a first part entertainment, with The Shopwalkers (a revusical previously  
     presented by Phillips' Stiffy and Mo company) as the second half of the programme. 
 -  This revusical was likely to have premiered prior to the Whirligigs' 1926-27 Brisbane season.  
 
"Empire Theatre."  BC: 24 Jan. (1927), 16. 
 
 
BUYING A BUSINESS:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 The Brisbane Courier records: "As usual Stiffy (Mr Nat Phillips) plays an important part in the success of the 
production… Everything he does has a quaintly original touch, and his humour never flags. The 'buying of the business' 
by Stiffy and 'Erb leads to a host of amusing situations, and many weird and wonderful business deals are finalized - 
always to the discomfiture of the gullible Stiffy. His efforts to recoup himself invariably ended in further monetary 
loses, in which the ethics of true business were not always rigidly observed. Woven into the revue are many colourful 
ballets which are daintily executed by as bright a bevy of girls as ever stepped [on] a stage" (31 Jan. 1927, 18). 
 One of the songs incorporated in the revusical was "Maggie Dooly" (sung by Daisy Merritt). 
1927: Empire Theatre (Bris); 29 Jan. - 4 Feb.   
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips (Stiffy), Jack Kellaway ('Erb), Daisy Merritt, Dan M. Dunbar, Dan Weldon, Dorothy  
   Manning, Polly Power; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 -  NB: This revusical was likely to have premiered prior to the Whirligigs' 1926-27 Brisbane season.  
 
"Empire, The."  BC: 31 Jan. (1927), 13. 
 
 
MARY'S LAMB:  [revusical] Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. 
The plot sees "a gay Lothario of a husband being kept under the eye of a suspicious wife until [she] is bowled out in a 
little indiscretion of her own" (JI: 3 Feb. 1927, 28).  
1927: Fullers' Theatre (Syd); 29 Jan. - 4 Feb 
 - Dir. Nat Hanley (for Phil Smith); Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Nat Hanley, Al Mack, Bertie Wright, Phyllis Nicholson, Nellie Dean, Bert Keats, Dorothy Grace,  
    Oliver McLennan, Mildred O'Brien, Florence Hunter, Sydney Smith. 
  
"Vaudeville."  JI: 3 Feb. (1927), 28.  
 
 
FADS AND FOLLIES:   [revusical] Txt. Harry Ross; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Jan.   
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd).  
- Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating. 
 
 
_________________________ 
 
NB:   Re: Nat Phillips Whirligigs Co - Jack Kellaway's surname is often spelled Kelleway in reviews and advertising.  
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THE MUSTARD POT:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 "The Mustard Pot was what it pleased Nat Phillips to call his revuette," records the Brisbane Courier, "because 
that was the name of the inn which formed the setting for the antics of himself and his supporters. Stiffy and 'Erb were 
in their favourite roles as two knights of the road with voracious appetites and no money. The shifts they put on to get 
something to eat and then evade payment provide all the fun that could be desired" (14 Feb. 1927, 22).  
 Songs known to have been incorporated into the 1927 Brisbane production included: "Dreams of Long Ago" 
(sung by Hal Cooper) and "Cavelier" (Dorothy Manning).  
 [NB: It is not clear what relationship this revusical has with an earlier Stiffy and Mo production, What Oh Tonight (1916). Both works 
appear to have similar plots and situations] 
1927: Empire Theatre (Bris); 12-18 Feb.    
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs [aka Stiffy and 'Erb] 
- Cast incl. Nat Phillips (Stiffy), Jack Kellaway ('Erb), Daisy Merritt, Dan M. Dunbar, Dan Weldon, Dorothy  
   Manning, Polly Power, Hal Cooper; and the Radio Six.  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 -  NB: This revusical was likely to have premiered prior to the 1926 Brisbane season. The Brisbane season was 
     the final Stiffy and 'Erb revusical, with Nat Phillips and Roy Rene teaming up again as Stiffy and Mo the  
     following week. The first Stiffy and Mo production, billed as Back Again, co-starred Jack Kellaway as 'Erb.  
 
"Empire Theatre."  BC: 14 Feb. (1927), 22. 
 
 
HAVE A BATH, SIR!:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 It has not yet been established whether this revusical is the same as, or has been adapted from, another Nat 
Phillips' production In the Sanatorium (1919). Both works appear to be set in the same asylum location and comprise 
similar characters.  
As Have a Bath, Sir!, the first known production was undertaken during the second week of the 1927 Stiffy and 
Mo reunion.  The Brisbane Courier reports on the occasion: "So great is their popularity that once again many had to be 
turned away, the house having been full long before 8 o'clock… There was a healthy mixture of nonsense in Have a 
Bath, Sir which was billed as 'a musical comedy revuette,' in which Dr Dapper (Dan Weldon), the matron (Dorothy 
Manning), Dr Mo (Roy Rene), Stiffy (Nat Phillips), the lunatic who wheels his barrow upside down for fear someone 
might put bricks in it (Jack Kellaway), Miss Monotony (Polly Power), Mr Nearly Better (Hal Cooper), and the neurotic 
patients (the Charleston Boys) appeared at their best" (28 Feb. 1927, 16). 
1927: Empire Theatre (Bris); 26 Feb. - 4 Mar.   
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd; M Dir. Frank Wilson. 
 - Troupe: Nat Phillips' Whirligigs  
- Cast incl. Nat Phillips (Stiffy), Roy Rene (Dr Mo), Jack Kellaway (the lunatic), Daisy Merritt, Dan M.   
   Dunbar, Dan Weldon (Dr Dapper), Dorothy Manning (Matron), Polly Power (Miss Monotony), Hal Cooper  
   (Mr Nearly Better); the Radio Six (nurses) and Charleston Super Six Symphonists (patients).  
 -  Musicians: Charleston Super Six Symphonists - incl. Frank Wilson (trombone/accordion), "Tiny" Douglas  
    (violin), Art Dewar (banjo), Frank Morton (banjo), Les Clements (piano). 
 
"Empire, The."  BC: 28 Feb. (1927), 16. 
 
 
HIS ROYAL HIGHNESS: [revusical]  Txt. George Wallace; Mus. [n/e] 
 George Wallace plays Tommy Dodds, a down and out, accident-prone pie-stall vendor. When the Ambassador 
from Betonia walks by his stall one day he is hailed as the country's long lost prince and subsequently installed as king. 
In the Petonian palace the new king proves himself a good-hearted ruler, despite his uncouth Australian manner and 
somewhat scandalous behaviour - which includes the disturbing habit of hurling the lady-in-waiting halfway across the 
stage. When the rightful heir to the throne is discovered Tommy is forcibly removed from the palace, at which time he 
wakes up from his dream 
. A 1930 Argus review indicates that the story "opens on the New York waterfront, [with] the hero of the piece 
[being] a New York youth who nurses an ambition to become the proprietor of a pie-stall, this does not prevent Mr 
Wallace from giving another of his amusing portraits of an Australian hobbledehoy, or from entertaining his audience 
with the incongruous use of Australian slang." The review goes on to record: On a negative note the critic suggests that 
Wallace's style would be improved "if he relied less on knocking people about and more upon his gift for less noisy 
humour" (17 Feb. 1930, 11). 
[NB: His Royal Highness later became the first of three George Wallace revusicals to be adapted into film by Frank Thring's EFFTEE Film 
Productions (the others being Harmony Row in 1933 and A Ticket in Tatts in 1934)] 
1927: Bijou Theatre (Melb); 26 Feb. - 4 Mar. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Ada Scaddan, Frank Haining, Tom Lincoln; and  
    the Six Rascals. 
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 - Last week of Melbourne season. 
1928: Bijou Theatre (Melb); 22-28 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman (Babette), Maida Jones (Molly), Ada Scaddan,  
    Frank Haining, Tom Lincoln, Jack Scott; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
1930: Tivoli Theatre (Melb); 15-21 Feb. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Theatres Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals 
- Musicians: Five Flaming Youths Jazz Band. 
 
NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon) 
 
'At the Tivoli - George Wallace in Musical Farce." ARG:17 Feb. (1930), 11. 
"Bijou Theatre."  A: 24 Sept. (1928), 12. 
 
 
OFF TO BED:  [revusical]  Txt. Bert Desmond; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Feb.    (incl. Gaiety Theatre; 5-11 Feb.)    
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe:  Mugsy Desmond Company. 
 - Cast incl.  Bert Desmond, Mattie Jansen, Hal Scott, Connie Graham, George Lloyd, Fred Deal, The Three  
    Loraynes, The Five Georges. 
 
 
MY WIFE'S BABY:  [revusical]  Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Feb.   (incl. Gaiety Theatre; 12-16 Feb.) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott, Will Miller, Laurie Lorraine; and the Six Ramblers. 
  
 
JOE'S JEST:   [revusical]  Txt. Harry Ross; Mus. [n/e] 
1927: Harry Clay's city and suburban circuit (Syd); ca. Feb.  
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating. 
 
 
MARRIED BACHELORS:  [revusical] Txt. Billy Cass; Mus. [n/e]  
 "An amusing domestic tangle is well portrayed per medium of sparkling music, jolly dialogue and exceptional 
dances" (JI: 10 Mar. 1927, 29). 
1927: Harry Clay's city and suburban circuit (Syd); ca. Mar.      (incl. Gaiety Theatre; 5-11 Mar.) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott, Will Miller, Laurie Lorraine; and the Six Ramblers. 
 
 
BY COMMAND:  [revusical] Txt. Harry Ross; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Mar/Apr.   (incl. Gaiety Theatre; 19-25 Mar.) 
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating, Sylvaney and Scott. 
 
 
WANTED, A WIFE:  [revusical]  Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. 
1927: Bijou Theatre (Melb); 16-22 Apr. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
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A HOT NIGHT:  [revusical]  Txt. Phil Smith; Mus. [n/e]  
 Possibly written with input from several of the artists in the company, particularly Nat Hanley and Al Mack. 
1927: Bijou Theatre (Melb); 23-29 Apr. 
 - Dir. Phil Smith; Prod. Fullers' Theatres Ltd. 
 - Troupe: Phil Smith's Zigzag Revue Troupe. 
 - Cast incl. Phil Smith, Nat Hanley, Tony O'Brien, Syd Smith, Vernon Sellars, Mildred O'Brien, Florence  
    Hunter, Patsy Hill, Dulcie Thorne. 
 
 
GOANNA CREEK:  [revusical] Txt. Bert Desmond; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Apr.   (incl. Gaiety Theatre; 2-8 Apr.) 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
- Cast incl.  Bert Desmond, Mattie Jansen, Hal Scott, Connie Graham, George Lloyd, Fred Deal, 
  
 
C. O. D:  [revusical]   Txt. Harry Ross; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Apr.   (incl. Gaiety Theatre; 9-15 Apr.) 
 - Dir. Harry Ross; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Harry Ross Revue Company. 
 - Cast incl. Harry Ross, Clara Keating. 
 
 
WILD WOMEN:   [revusical]   Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Apr/May   (incl. Gaiety Theatre, 30 Apr. - 6 May) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott (Queen of Jambo Island), Will Miller, Laurie Lorraine; and the  
    Six Ramblers. 
 
 
THE LURE OF THE RING: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 7-13 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 - This was the opening production for the 1927 Bijou engagement (the season lasted up until 15 Sept.) 
 
 
KEEPING FIT: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 14-20 May 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
COHEN'S VACATION: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 28 May - 3 June  
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
IN MEXICO:  [revusical]  Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. May/June   (incl. Gaiety Theatre; 28 May - 3 June) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott, Will Miller, Laurie Lorraine; and the Six Ramblers. 
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RECORDS: [revusical] Txt. Charles Delavale; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. May/June (incl. Gaiety Theatre; 21-27 May) 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Bessie and Eileen Phillips, Mark Erickson, Elvie Stagpoole, Hartley Court,  
   Frank Moran, The Gaiety Girls. 
 
 
KU-KLUX-KLAN: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
 Advertising notes that Ward's character, Little Hermie, was in this revusical the 'world's greatest detective' 
(ARG: 11 June 1927, n. pag.) 
1927: Bijou Theatre (Melb); 11-17 June 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
THE SUFFRAGETTES: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
 [NB: It is unclear if this revusical is related to a similarly titled production staged by Charles Delavale (see 1928 entry)] 
1927: Bijou Theatre (Melb); 2-8 July 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
CONVICTS IN CLOVER:  [revusical]  Txt. Nat Phillips; Mus. [n/e] 
#  FHC, n. yr.  [character parts - Nat Phillips Collection; Fryer Library – UQFL9, Box 1] 
 M. A. Keup, writing in his Just It column "Vaudeville" says of this Nat Phillips revusical: "Golf with the 
governor of the prison as one of the means of the prisoners recreation, afternoon tea served by a very attractive waitress, 
and solicitous warders constantly inquiring if there [are] any complaints, [make] life behind prison bars an idyllic 
experience" (14 July 1927, 28). One of the vaudeville-style musical sketches introduced into the narrative, with Stiffy 
and Mo in the leading roles, was titled "Ham-let."  
 Songs performed in the 1927 production included: "Clap Hands" and "My Hero," both sung by Amy Rochelle.  
 [NB: The Nat Phillips Collection, held by the Fryer Library, University of Queensland, contains the character parts "The Comic" and "The 
Governor."] 
1927: Fullers' Theatre (Syd); 9-15 July 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
- Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Daisy Merritt, Jack Kellaway, Alec Davidson, Sadie Gale,  
   Amy Rochelle, Harry Ross, Statler Sisters, and the Six Radio Girls. 
- Musicians: Charleston Symphony Jazz Band. 
 
Keup, M. A.  "Vaudeville."  JI: 14 July (1927), 28. 
 
 
BOMBS AND BEAUTIES: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
 [NB: It is unclear if this revusical is related to a similarly titled production staged by Nat Hanley (see 1919 entry)] 
1927: Bijou Theatre (Melb); 23-29 July 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
OH BOY: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 30 July - 5 Aug. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
 
 627 
THE ROARING RAJAH:  [revusical]  Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. July    (incl. Gaiety Theatre; 2-8 July) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott, Will Miller, Laurie Lorraine; Clyde and Yvette, Marjory  
    Seymour; and the Six Ramblers . 
 
 
ALASKA:  [revusical]  Txt. Bert Desmond; Mus. [n/e]  
 "A bright revue bearing on the land that Russia considered useless and sold to Uncle Sam many moons ago." 
The settings included the Alaskan towns of Nome and Valdez, as well as picturesque snow-clad country (JI: 21 July 
1927, 28). 
1927: Harry Clay's city and suburban circuit (Syd); ca. July/Aug. (incl. Gaiety Theatre; 16-22 July) 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Hal Scott, Connie Graham, the Five Georges. 
 
 
MONKEY GLANDS:  [revusical]  Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. July/Aug. (incl. Gaiety Theatre; 23-29 July) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott, Will Miller, Laurie Lorraine; Clyde and Yvette, Marjory  
    Seymour; and the Six Ramblers. 
 
 
BANG BANG:  [revusical] Txt. Charles Delavale; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); c July/Aug. (incl. Gaiety Theatre; 30 July - 5 Aug.) 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Elvie Stagpoole. 
 
 
VARIETY ISLE: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 6-12 Aug. 
 - Dir. George Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
PRINCE CHARMING:  [pantomime]  Lib/Mus. [n/e] 
 Enacted entirely by Brisbane children, Prince Charming was staged for one week as an additional entertainment 
to accompany the Majestic Theatre's usual fare of films. Although the authorship is unclear, the story contains several 
typically Australian character names (Demon Bunyip and Princess Wattleblossom, for example) suggesting that if not 
an original creation then is was likely adapted and localised for the Majestic season (possibly by Peggy Hearle). 
 The story comprised four scenes: Sc 1. The King's Palace; Sc 2. The Prince's Castle; Sc 3. The Demon's Cave; 
and Sc 4. Wedding Bells. 
 The musical program compiled for the pantomime included solos, duets, trios, quartets and choruses.  
1927: Majestic Theatre (Bris); 8-13 Aug. 
 - Dir. Peggy Hearle. 
 - Cast incl. Lorna Hoar (The Prince), Daphne Geary (The Princess), Del Fleming (The King), Flossie Bell  
    (Jester), Sylvia Coleman (Fairy Wattleblossom), Florence Athouse (Demon Bunyip), Lois Griffith (Fairy  
    Rosepetal), Hazel Hart (Ace of Hearts), Freda Rosalie (Ace of Spades), Doris May (Ace of Clubs), Vera Frost  
    (Ace of Diamonds), Joan Sandow, Eulalie Lasky (Queen of the Harem), George Rose and Mervyn Nuden  
    (Mighty Man of Valour). 
 - Other characters incl. Hoboes, Booboos, Triantiwobligongs, Banshees, Demons, Wraiths, Hobgoblins, Fairies,  
    Soldiers and Robbers.  
- The films exhibited during the season included: For the Term of His Natural Life, The Grand Stampede  
    (starring Hoot Gibson) and Charlie Chaplin's Work. 
 
 "Majestic Theatre." BC: 8 Aug. (1927), 28.  Prev.       [rnib] 
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HOTEL TOPSY TURVEY: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 13-19 Aug. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
IN MEXICO: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
 [NB: It is unclear if this revusical is related to any one of several similarly titled productions staged between 1916 and 1927. These include 
productions staged by Les Bates (1916), and Billy Cass (1927). Stiffy and Mo also presented a revusical set in Mexico, and which was sometimes 
billed as In Mexico (see Mexicans, 1918) ] 
1927: Bijou Theatre (Melb); 20-26 Aug. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
A TRIP TO MOROCCO: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 27 Aug. - 2 Sept. 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
    Edgerton, Valerie Rougal, Grace Savieri. 
 
 
A MOUNTAIN MAID:  [revusical] Txt. Billy Cass; Mus. [n/e]  
 M. A. Keup, the Just It vaudeville critic, notes that this production "is no relation to the enchanting opera The 
Maid of the Mountains, which has scored so many successful runs in Australia. There is, however, some question as to 
the relationship between this work and another revusical, similarly titled The Mountain Maid, produced by Moon and 
Morris Revue Company in 1926. As there is no evidence found to date of the two being linked, either through the 
efforts of the same author(s) or through similar cast/production members, they have been treated as separate works. 
1927: Harry Clay's city and suburban circuit (Syd); ca. Aug.   (incl. Gaiety Theatre; 13-19 Aug.) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Ivy Cass, Violet Elliott (the Maid), Will Miller, Laurie Lorraine; and the Six Ramblers. 
 
 
LAW AND ORDER:   [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 In this Stiffy and Mo revusical Rene played Mo as a judge, with other characters including several defendants, 
notably a shoplifter, a bigamist, a "Bolshie," and a sheep stealer. 
1927: Fullers' Theatre (Syd); 27 Aug. - 2 Sept. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe: Stiffy and Mo Revue Company. 
 - Cast incl. Nat Phillips (Stiffy), Roy Rene (Mo), Amy Rochelle, Sadie Gale, Statler Sisters, Jack Kellaway,  
    Harry Ross, Will Kenny; and the Six Radio Girls. 
- Musicians: Charleston Symphony Band. 
 
 
JIM JAMS:  [revusical] Txt Adapt. Charles Delavale; Mus. [n/e]  
 Although very likely adapted from the Paul Stanhope revusical of the same name (1919), with Charles Delavale 
having been a member of Stanhope's company around 1920, it is also likely that Delavale updated and topicalised the 
production - introducing new comic business and songs, as well as new characters. 
1927: Harry Clay's city and suburban circuit (Syd); ca. Aug/Sept.  (incl. Gaiety Theatre; 20-26 Aug.) 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Elvie Stagpoole. 
 
 
THE HEALTH RESORT:  [revusical] Txt. Bert Desmond; Mus. [n/e]  
 A revue of the same name was presented on the Clay circuit in 1924 by Charles Delavale and Company. The 
relationship between the two productions is unclear. 
1927: Harry Clay's city and suburban circuit (Syd); ca. Aug/Sept.   (incl. Gaiety Theatre; 27 Aug. - 2 Sept.) 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
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 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little, Hal Scott, Connie Graham, Clara Keating, Alf Driscoll. 
 
 
BELOVED VAGABOND:  [musical]  Lib/Lyr. Adrian Ross; Mus. Dudley Glass 
 The Beloved Vagabond was inspired by W. J. Locke's novel (1906) and the 1908 stage adaptation (produced in 
London at His Majesty's Theatre by Sir Herbert Tree). Dudley Glass, described as "Melbourne’s Brilliant Young 
Composer," left Australia for New York, and later settled in London. Shortly afterwards he wrote the score for this 
musical version. Englishman Adrian Ross was commissioned to write the libretto.  The production premiered at 
London's Duke of York Theatre on 1 September, later transferring to the New Theatre, where it continued until 3 
December. With a run of 107 performances, The Beloved Vagabond made the Who's Who in the Theatre listing of 
record London runs. 
 The impassioned story is told in retrospect by the aged Paragot, a pious man who once loved a beautiful but 
faithless English lady. Paragot bears himself through the many loveless years waiting for Joanna's eyes to be opened, 
only to find what he desired on his own doorstep when Blanquette, who has herself waited the long years, opens his 
eyes to her love.  
For the Australian production The Age noted that Glass had "found a truly romantic theme in his [this] popular 
story" and that "his music transformed it" (23 Apr. 1934, 12); while the Argus critic indicated that he or she found the 
songs "tuneful and varied; they fit in gracefully with the story, and are very much better in texture and quality than the 
songs we expect in the usual musical play" (23 Apr. 1934, 12). However, such comments were a far cry from the view 
expressed by the London Times critic, who wrote "[Ranalow] has little to sing that is worth singing, but neither has 
anybody else; the music, in short, is characterless" (2 Sept. 1927, 10). The Sydney Morning Herald's "Music and 
Drama" column includes several insights into the 1921 English premiere published in London newspapers. "'Paragot 
would no doubt have detested jazz,' the Daily Telegraph reviewer suggests. 'Mr Glass was probably wise in harking 
back in his music to an earlier and far less strident mode and manner. On the whole," he writes, "he catches happily 
enough the spirit of Mr Adrian Ross's prettily-fashioned lyrics, and if his music nowhere reveals a personal note, the 
composer at least follows good models, and never offends the ear with vulgarity or meaningless noise. He aims, indeed, 
at refinement and generally achieves it.' The Daily News finds that Mr Glass has real talent for fluent vocal writing."  
Eric Irvin in his paper on Dudley Glass makes the following observation concerning the relative success of the 
Australian production of The Beloved Vagabond's. It was a "smash hit," writes Irvin. "Population size for population 
size, this figure [48 performances in Melbourne] at least equals, and may even have excelled, the record London run" 
(404). The Sydney season was almost as successful as the Melbourne one, running for 41 performances. 
1927: Duke of York's Theatre (London, UK); 1 Sept. – ca. 23 Oct; New Theatre (London); 24 Oct. - 3 Dec. 
 - Dir. Dion Boucicault.  
 - Cast incl. Frederick Ranalow (Paragot), Lillian Davies (Joanna Rushworth), Mabel Russell (Mrs Hilton  
    Philipson M. P.), Walter Bird, Carlito Ackroyd, Leslie French (Blanquette), Frank Harvey (an English major). 
1934: Princess Theatre (Melb); 21 Apr. - 16 June   [48 pfms] 
 - Dir. Claude Flemming; Prod. F. W. Thring (Efftee Stage Productions); M Dir.  Fred Quintrell; Chor. Jennie  
    Brennan and Margaret Berry; S Mngr.  Claude Flemming; S Art. W. R. Coleman, George Kenyon and Rupert  
    Brown; Vocal Ensemble Arr. Howard Carr. 
 - Cast incl Gladys Moncrief (Joanna, Contessa De Vernet), Robert Chisholm (Paragot), George Wallace  
    (Asticot), Bryl Walkley (Blanquette De Veau), John Dobbie (Wellington), Eve Alwyn, Thelma Kurtzman,  
    Francis Ogilvie, Ashton Jarry,  Nancy Cocking, Phillip Peake, Patricia Wenman, Phillis Glen, Noel Boyd,  
    Harold Meade, Phyllis Baker, Russell Scott, Norman Shepherd. 
 -  Most of the cast for this production had been involved in Collits' Inn, produced by F.W. Thring the previous  
    year. As with that production The Beloved Vagabond also utilised the revolving stage. 
1934: New Tivoli Theatre (Syd) 24 Aug. - 10 Oct.   [41 pfms] 
 - Cast and production mostly as for Melbourne season. The lessee was Tivoli Circuit Australia Pty Ltd 
 - A special excursion/theatre offer was made to residents of the Blue Mountains for 3 Oct., allowing them a full  
    day’s trip to Sydney to see the Harbour Bridge plus attend a performance that evening, all for 9/- return train  
    trip and theatre ticket.    
 
 "Beloved Vagabond, The." SMH: 15 Oct. (1927), 12. 
"Beloved Vagabond - Colourful, Romantic Musical Play, The."  A: 23 Apr. (1934), 12. 
 "Beloved Vagabond - Charming Musical Play, The."  SMH: 25 Aug. (1934), 16. 
 "Duke of York's Theatre: The Beloved Vagabond."  LT:  2 Sept. (1927), 10. 
 Irvin, Eric.  "Around the World with Music."  AJHS:  10 (1989), 401-4. 
 "Mr Thring Scores Again."  ARG: 23 Apr. (1934), 12. 
 SMH: 27 Aug. (1934), 2.  Advert. 
 
 
MY BOY JOHNNY: [revusical]  Txt. George H. Ward and Bert Le Blanc; Mus. [n/e]  
1927: Bijou Theatre (Melb); 3-9 September 
 - Dir. George H. Ward; Prod. Fullers' Theatres Ltd. 
 - Troupe: George Ward Revue Co. 
 - Cast incl. George H. Ward, Bert Le Blanc, Carlton Chase, Ern Delavale, Will Beresford, Lily Vockler, Winnie  
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    Edgerton, Valerie Rougal, Grace Savieri. 
 - This was the second last revusical for the 1927 Bijou season. The troupe's final production, titled Cheerio  
    Melbourne (10-16 Sept.) is believed to have comprised requests or popular material from earlier shows. 
 - The season went from 7 May to 16 Sept. 
 
 
THAT'S MY WIFE:  [revusical] Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Sept.   (incl. Gaiety Theatre; 3-9 Sept.) 
 - Dir.  Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Mark Erickson, Blanch Jones; Rose Brennan, Will Miller; and the Six Ramblers. 
 
 
PUZZLES:  [revusical] Txt. Charles Delavale; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Sept.   (incl. Gaiety Theatre; 10-16 Sept.) 
 - Dir. Charles Delavale; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: "Ike" Delavale and Company. 
 - Cast incl. Charles Delavale, Elvie Stagpoole, Frank Moran, Bob Raymond, the Gaiety Girls. 
 
 
WICKY-WACKY ISLE:  [revusical] Txt. Bert Desmond; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Sept/Oct. (incl. Gaiety Theatre; 17-25 Sept.) 
 - Dir. Bert Desmond; Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Troupe: Mugsy Desmond Revue Company. 
 - Cast incl. Bert Desmond, Mattie Jansen, Harry Little, Hal Scott, Connie Graham, Alf Driscoll, Clara Keating. 
 
 
LIVE WIRES:  [revusical] Txt/Mus. [n/e]  
 Possibly written by Bert Dudley. 
1927: Harry Clay's city and suburban circuit (Syd); ca. Sept/Oct.   (incl. Gaiety Theatre; 24-30Sept.)  
 - Prod. Maurice Chenoweth (Clay's Bridge Theatre Ltd). 
 - Cast incl. Bert Dudley, Dan Niblo, Millie Doris, Tom Preston, the McPhersons, Jim Caldwell, Tom Brown,  
    Violet Mae. 
 
 
HOME FROM SEA:  [revusical] Txt. Billy Cass; Mus. [n/e]  
1927: Harry Clay's city and suburban circuit (Syd); ca. Oct.   (incl. Gaiety Theatre; 1-7 Oct.) 
 - Dir. Billy Cass; Prod. Maurice Chenoweth (Clay's Bridge Theatre Pty Ltd). 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass, Violet Elliott, Mark Ericksen, Blanche Jones, Will Miller, Stan Iveson; and the Six  
    Ramblers. 
 
 
PANTOMIME REVELS:  [revue] Txt. Jim Gerald; Mus. [n/e] 
 It is still unclear what relationship this pantomime had with the typical pantomime production of the 1920s. The 
Sydney Morning Herald records in 1927: "In the guise of Mrs Dolly Dimples, a virago whose redeeming characteristics 
were an unlimited fund of repartee and a keen sense of humour, Mr Gerald provoked rounds of applause… Phyllis du 
Barry was warmly applauded for her dancing and singing, and Betty Lambert, as Mrs Dimple's wayward daughter, 
Marjorie, was well received. Mickie the cat whose antics were enhances by malevolently flashing eyes and a constantly 
moving under-lip was ably played by Ray McLean" (27 Dec. 1927, 2). Other characters included: the Wicked Demon 
King, a bad boy and girl, the Fairy Queen, and beautiful swans. "Pantomime novelties" were also advertised as being 
presented. Four years later Argus reports: "The pantomime atmosphere is present, but Mr Gerald has done without a 
story. Mr Gerald is exceedingly funny a the dame, and he has excellent support from Miss Heather Jones as principal 
girl, Miss Vilma Kay as principal boy, Mr Reg Hawthorne as the baron and Mr Howard Hall as the demon. A feature of 
the performance, and one which delighted the large audience on Saturday night, is that provided by the Chong Chan Fat 
troupe of eight Chinese conjurers, magicians and jugglers" (28 Dec. 1931, 9).  
A 1932 Sydney Morning Herald review provides perhaps the best description, recording: "Many of the pleasant 
traditional things of Christmas pantomime are included… The happiness of the principal boy and the principal girl, 
though menaced at the beginning by a demon in green tights, is finally assured by 'the fairy queen who always spots, the 
wicked demon and his plots.'" The review also indicates such features as "trap doors and windows for imps to leap 
through, a haunted castle with buried treasure, a resplendent Palace of happiness, and a mysterious forest where the 
dancers may be white rabbits or nymphs, or even a strange-looking but accomplished donkey." Jim Gerald's costume 
comprised in part white stockings and elastic-sided boots (26 Dec. 1932, 2). 
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 The principal cast largely comprised members of Jim Gerald's revusical troupe, supplemented by specialty acts 
and other artists contracted to the Fullers. For the 1931 Melbourne production the company comprised some 80 
performers, while the 1932 revival involved more than 100 performers. 
1927: Fullers' Theatre (Syd);  24 Dec. 1927 - 27 Jan. 1928 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd; S Mngr. Lance Vane. 
- Troupe: Jim Gerald's Revue Company. 
- Cast incl. Jim Gerald (Dolly Dimples), Essie Jennings, Reg Hawthorne, Harry Burgess, Howard Hall, Lance  
   Vane, Phyllis du Barry, Ray McLean (Mickie), Mona Thomas, Cecil Scott, May Geary, Dot Creswell, Les  
   Pearce, Neva Glynn-Carr, Betty Lambert (Marjorie), the Eleven Wonders; and the Six Twinklers. 
1931: Tivoli Theatre (Melb); 26 Dec. 1931 - 15 Jan. 1932 
 - Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
 - Cast incl. Jim Gerald, Reg Hawthorne, Heather Jones, Vilma Kay, Howard Hall, Chong Chan Fat Troupe, The  
   Diabolos. 
1932: Tivoli Theatre (Syd); 24 Dec. 1932 - 19 Jan. 1933 
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn (Emma, Dame Dimples' daughter), Reg Hawthorne (Baron Flint), Frieda  
   Bohning (Fairy Queen), Thelma Duff (Spirit of the Dance), Will Perryman (Demon), Lou Cottam (Horace),  
   Howard Hall, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye, The Cleveres, Beryl Martin  
   and Allan Boyd (adagio dancers), Sport (a performing dog); and the Twelve Twinklers. 
 
"Fullers' Theatre."  SMH: 27 Dec. (1927), 2.       [rnib] 
"Pantomime Revels: Holiday Show at Tivoli." ARG: 28 Dec. 1931, 11.      
"Pantomime Revels." SMH: 26 Dec. (1932), 2. 
"Tivoli - Pantomime Revels." A: 28 Dec. 1931, 9.      
 
 
MOTHER GOOSE:  [pantomime]  Lib. Bert Ray; Mus. [n/e] 
 The Age records that this O'Donnell and Ray production was a rather successful attempt at presenting 
pantomime for the two fairly different audiences that attended the shows, In this respect, the matinee were "produced 
with the avowed object of giving the children a real theatrical treat, while] the evening performances [were] slightly 
altered, so as to make the show more interesting to the older folks" (27 Dec. 1927, 10). The purpose of this exercise see 
by the critic as having to a large degree solved one of the major problems besetting the pantomime in recent years, 
whereby producers attempted to compromise between the two audiences. In particular the sheer number of vaudeville-
style acts was seen to be disrupting the narrative flow for the more mature tastes.  
 Musical numbers known to have been incorporated into the narrative include: "Shadow Land" (duet between 
Fairy Goldenlocks and the Demon), a "quaint" child song and dance turn titled "Ginger Meggs" performed by Bonnie 
Little, and a terpsichorean dance. 
1927: Playhouse Theatre (Melb); 24 Dec. – ca. Jan. 1928 
 - Dir. Bert Ray; Prod. Bert Ray and Mr O'Donnell; Chor. May Downs. 
 - Cast incl. Nellie Kolle (Colin), Hazel Nutt (Alice), Bert Ray (dame), Victor Elliot (Mother Goose), Jack  
    Kearns (Baron Fizzlewump), Florence Sutherland (Fairy Goldenlocks), Darval Thomas (Demon of Darkness),   
    Dorrie Thompson and Edna Riley (dancers), Miss Due Raynor, Master Jimmy Dunston, Miss Bonnie Little. 
  
"Mother Goose:  Children's Treat at the Playhouse."  A: 27 Dec. (1927), 10. 
 
 
ROBINSON CRUSOE AND HIS MAN FRIDAY:  [pantomime]  Lib/Mus. [n/e] 
 Although the authors, both libretto and music, are yet to be established, the content of this Fullers' Christmas 
pantomime (produced by arrangement with Richard White and Eric Edgley) indicates a largely Australian-focused 
narrative with Melbourne topicalities. The Age review of the Melbourne premiere notes, for example: "Canberra, the 
depletion of the police force, tin hares and electric trams provide scope for much witticism, and a topical song that 
aroused the mirth of the audience, depicted Melbourne as seen by shipwrecked mariners not far from land. In the course 
of this we are informed that Melbourne's chief imports include tin hares, tin trams and tin totalisers, while among its 
exports were civic pride and policemen" (10).  The musical aspects, which utilised a number of favourite songs tunes, 
were seen by the Age critic as bright, but not containing the typically catchy and tuneful airs usually found in 
pantomimes.  
 [NB: It is not clear at this stage if there is any relationship between this Robinson Crusoe pantomime and another presented by the Fullers 
the year previous. The earlier production, produced under the direction of Nat Phillips, is first known to have been staged in Brisbane over 
Christmas/New year 1926/27] 
1927: Princess' Theatre (Melb); 24 Dec. – ca. Jan/Feb. 1928 
 - Dir. Eric Edgley; Prod. Fullers' Theatres Ltd; M Dir. Roland Stafford; Chor. Gregory Ivanoff, Marjory Bray. 
 - Cast incl. Mabs Howarth (Robinson Crusoe), Violet Lester (Good Fairy), Lou Cottam (Friday), Clem Dawe  
    (Will Atkins), D. Hoffman (Davy Jones), Gertie Cremer (Polly Perkins), Les White (dame), Dorothy White  
    (the dame's daughter), Alec Regan, Frank Carno, John Robertson, Phyllis Amery (Spirit of the Sea), Nancy  
    Lee, Eric Edgley. 
 
 "Bright Pantomime: Robinson Crusoe at Princess Theatre."  A: 27 Dec. (1927), 10. 
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MOTHER GOOSE:  [pantomime]  Lib. Frank Neil; Mus. [n/e] 
 "The story of Mother Goose," writes the Sydney Morning Herald theatre critic, "with its conflict of virtue and 
wickedness and the triumph of the former, is told connectedly and with enough emphasis to make it intelligible to the 
youngest child. No children could restrain their delight at the tremendously large goose, Anastasia, who is big enough to 
lay golden houses… the striking weakness of this version of Mother Goose [however] was the poverty and staleness of 
the humour. Comedians could hardly be expected to display exceeding brilliance with parts made up almost wholly of 
chestnuts. The critic notes, on the other hand, that a number of features, including several lavish scenes, helped make 
the production an attractive entertainment. These included the acrobatic display by Storey and Brooks, in which the pair 
"threw themselves about the stage with a terrifying disregard for their personal comfort;" and an underwater ballet in 
which performers dressed as coral danced amongst jellyfish "through the murky depths in a gorgeous blaze of tinsel and 
light" (27 Dec. 1927, 2).  
 The Argus reports that the 1929 revival involved a succession of brilliant scenes. "A complete world of colour 
and magic was created for the children," writes the paper's critic, "by a clever use of lights and rapid changing of 
backcloths, each unfolding a part of the stage elaborately decorated" (27 Dec. 1929, 8). At one stage the curtain was 
drawn out over the audience with the reverse side disclosing a maze of artificial roses. Some of the settings included an 
Eastern fantasy, Cotton fields on the Mississippi, and Cloudland. The Age also indicates some of the effects from Frank 
Neil's previous production at the King's Theatre - Clown's in Clover were adapted to the pantomime (27 Dec. 1929, 8). 
 One of the songs performed in the 1927 production was "Mother, Speak to Ethel," which was sung by Toddles 
Johnson.  
 [NB: See also the 1934 Mother Goose pantomime, which is believed to have been adapted from this version by its author, with new material 
by Jim Gerald] 
1927: Grand Opera House (Syd); 24 Dec. 1927 - 3 Feb. 1928 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd; Chor. Chrissie Royal. 
 - Cast incl. Dorothy Dewar (principal boy), Mary Gannon (Silverbell, principal girl), Phil Smith (Mother  
    Goose), Bert Le Blanc (Fitz), Ted Stanley (Starts), Frank Neil (Rastus, a negro servant), Jefferson Taite  
    (Demon Vulture), Joe Morris (Anastasia), Linda Joy (Fairy Paradise), Field Fisher (Squire Hardflint), Viola  
    Rene, Lily Coburn, Lydia Carne (dancer), Toddles Johnson, Zenda Banks and Pal Sherry (specialty dancers),  
    Storey and Brooks (acrobats), Clivalli's Miniature Circus. 
1929: King's Theatre (Melb); 26 Dec. 1929 - 25 Jan. 1930 
 - Dir. Frank Neil; Chor. Jennie Brennan. 
 - Cast incl. Bert Ray (Maggie Dooley), Sadie Gale (Idle Jack), Mary Gannon (Silverbell), Roy Rene, John V.  
    Dobbie, Hector St Clair, Eric Masters, Violet Elliott, Carr and Carlotta, George Hargrove, John Hardgrove,  
    Anne Penn, The Famous Littlejohns, Lois Green, Dossie Darling, William Hassan (Anastasia, the Goose). 
 
 "Mother Goose: Gorgeous Entertainment at the King's." A: 27 Dec. (1929), 8. 
 "Mother Goose: Humour and Colour at King's." ARG: 27 Dec. (1929), 8. 
"Mother Goose:  Opera House Pantomime."  SMH: 27 Dec. (1927), 2. 
 
 
 
 
Frank Neil (above) 
Writer, director and actor. 
Fuller News 4 Mar. (1922), 2. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
Polly McLaren (left) 
Choreographer, dancer with Jim Gerald's Revue Co. 
(1922-1927) 
Green Room February (1922), 7. 
(Courtesy of the Fryer Library, University of Queensland) 
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1928 
 
 
 Many more variety companies were presenting by 1928 shows that resembled revue rather than revusical. 
Among the newly formed troupes was The Midnight Frolics, featuring Clem Dawe (aka Clem White, brother of Eric 
Edgely). One of the company's seasons identified to this date was at the Fullers' Bijou Theatre (Melb) beginning 4 June. 
Mike Connors and Queenie Paul began staging a series of production on the Fullers Australian and New 
Zealand (ca. July) circuits under the season title, The League of Notions. These were essentially revue rather than plot-
driven revusicals. The company also included such performers as Ivy Davis, Bert Rayne, Valerie Rougal, Syd Beck and 
Leslie Pearce. The musical ensemble was Linn Smith's Jazz Band. 
The Stiffy and Mo company continued to tour Australia during the year. Unfortunately few advertisements or 
revues published in Sydney or Melbourne, where the company played extended seasons, identify which productions 
were being staged. The few known to have been presented in Melbourne (27 Oct. 1927 - 11 May 1928) for example 
were: Lords, Mexicans, At the Grand and Wharfies. 
__________ 
 
OVER AND UNDER: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Jan. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale Revue Company. 
 - Cast incl. Charles Delavale. 
 
 
HIGH UP IN THE HILLS:  [revusical]  Txt. Charles Delavale; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Feb. 
 - Dir. Charles Delavale; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: "Ike" Delavale Revue Company. 
 - Cast incl. Charles Delavale. 
 
 
ON THE RIO GRANDE: [revusical]  Txt. George H. Ward; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Feb. 
 - Dir. George H. Ward; Prod. Clay's Bridge Theatre Ltd. 
 
 
MARRIED AND SETTLED: [revusical]  Txt. Billy Cass; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Feb. 
 - Dir. Billy Cass; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass. 
 
 
ON UNCLE: [revusical]  Txt Billy Cass; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Feb. 
 - Dir. Billy Cass. Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Skeeta Cass Revue Company. 
 - Cast incl. Billy Cass. 
 
 
A WILD NIGHT:  [revusical]  Txt. George Storey; Mus. [n/e] 
1928: Bijou Theatre (Melb); 12-18 May 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Troupe: Storeyettes Revue Company. 
 - Cast incl. Robert Roberts, Arthur Aldridge, Nell Fleming, Phyllis Whisken, Jack Morrison, Dulcie Milner,  
    Patsy Hall, Vernon Sellars, Airline Patterson, May Webster. 
 
 
ORANGE PIPS:  [revusical]  Txt. George Storey; Mus. [n/e] 
1928: Bijou Theatre (Melb); 19-25 May 
 - Dir. George Storey; Prod. Fullers' Theatres Ltd. 
 - Troupe: Storeyettes Revue Company. 
 - Cast incl. Robert Roberts, Arthur Aldridge, Nell Fleming, Phyllis Whisken, Jack Morrison, Dulcie Milner,  
    Patsy Hall, Vernon Sellars, Airline Patterson, May Webster. 
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PLEASE GET MARRIED:  [play with music]  Txt. Lewis Allen Browne; Add Txt/Lyr. Frank Neil;  
 Mus/Lyr. Jack O'Hagen 
 Director Frank Neil is believed to have adapted portions of the original text (as well as contributing some lyrics) 
from this three act musical farce by New Yorker Allen Lewis Browne, while the musical score (and lyrics) were written 
and composed by Australian Jack O'Hagen. The Age critic records that despite containing questionable dialogue and 
embarrassing situations the comedy was "good." Even better, however, were O'Hagen's musical numbers which the 
critic indicates were "tuneful" and "entertaining" (11 June 1928, 14). Indeed, the composer was brought before the 
audience at the completion of the play's opening night and warmly applauded for his efforts.  The story concerns the 
love making of Muriel Ashley and Ferdinand Oliver Walter who are ultimately married at the hands of a crook. 
1928: Palace Theatre (Melb); 9 June - 
 - Dir. Frank Neil. 
 - Troupe: Frank Neil's Comedians. 
 - Cast incl. Frank Neil (Ferdinand), Mary Gannon (Muriel), Betty Bright, Lily Molloy. 
 - There is some confusion over how long the season lasted. Although an advertisement in the Age (11 June)  
   indicates that matinees are set to be held on the forthcoming Wednesday and Saturday, no more  
   advertisements were published after the 11
th
, nor was there any further mention in the Amusements section of  
   the paper. 
 
 "Please Get Married."  A: 11 June (1928), 14. 
 
 
THE DINKUM OIL:  [revusical]  Txt Con Moreni; Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. June 
 - Dir. Con Moreni; Prod. Clay's Bridge Theatre Ltd. 
 - Troupe: Con Moreni's "Ideals" Revue Company. 
 - Cast incl. Con Moreni, Harry Moreni.  
 
 
MERRY WHIRL:  [revusical ] Txt. Eric Masters; Mus. [n/e] 
1928: Bijou Theatre (Melb); 7 July - 
 - Dir. Eric Masters; Prod. Fullers' Theatres Ltd. 
 - Troupe: Eric Masters Revue Company. 
 - Cast incl. Eric Masters, Stud Foley, Nell Fleming, Al Maurice, William Beresford, Winnie Edgerton, Alma  
    Vader, Lance Vane, Nan Taylor, Iris Ackworth. 
- Musicians: Vasco's Syncopating Seven Jazz. 
 
 
MIDNIGHT FROLICS: [revusical]  Txt/Mus. [n/e] 
1928: Victoria Theatre (Newcastle); 7 July - 
 - Prod. Fullers' Theatres Ltd. 
 - Cast incl. Clem Dawe, Alec Regan, Ronald Stafford, Oscar Beck, Violet Lester, Gertie Cremer, Dorothy  
    White, Phyllis Amery, John Robertson, Eric Edgley, Gregory Ivanoff, Louis Cottam.  
 
 
CHUCKLES:  [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 Charles Delavale is "Ike" is a janitor "no bank manager could reject" in this "musical revuette," which concerns 
itself with the matrimonial differences between a jealous husband and his wife. Other characters include a woman, 
Susie, and a bank manager. 
1928: Bijou Theatre (Melb); 14-20 July 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl.  Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale (the Husband), Freda Spry  
   (the Wife), Lulla Fanning (Susie), Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan, Tango  
   Six Ballet.  
- Chuckles was the opening production of Charles Delavale's Bijou Theatre season in 1928. 
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas 
1931: Theatre Royal (Bris); 28 Nov. - 4 Dec. 
 - Dir. Charles Delavale; M Dir. Nina Hutton. 
 - Troupe: Ike Delavale's Metropolitan Star Company. 
 - Cast incl. Charles Delavale, Ron Shand, Elvie Stagpoole, Marie La Varre, Lewola Brothers, Colleen Hope,  
    Reg Desmond, Doris Tindall, Lee Murray, Jeanette and Vince, Alma Patterson; and the Red Hot Peppers. 
 - Musicians: Six Royal Syncopators.  
 
"Bijou Theatre."  A:  16 July (1928), 11.  
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COLLEGE DAYS: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 Described as "a collegiate revuette" the comedy of College Days was sustained through the animosities between 
Charles Delavale's character and that portrayed by Charles Megan, both members of an all male group of university 
students called the "Crazy Quintette" (A: 23 July 1928, 12). 
1928: Bijou Theatre (Melb); 21-27 July 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl.  Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan; and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas 
 
"Bijou Theatre."  A:  23 July (1928), 12.  
 
 
IKE'S VACATION: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
1928: Bijou Theatre (Melb); 28 July - 3 Aug. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl. Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan; and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
 
 
SUFFRAGETTES: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 "An hilarious burlesque on the suffragettes provides an outstanding feature on a programme of high excellence 
presented by Ike Delavale and his Revue Company," writes the Brisbane Courier's theatre critic in 1931. "In the 
revue… Miss Marie Le Varre, as can well be imagined is responsible for the creation of many astonishing situations in 
the position of president of a band of ladies seeking equal rights, and she is ably supported by the secretary and 
treasurer…. The plot is one of comedy throughout" (7 Dec. 1931, 8). 
 [NB: It is unclear if this revusical has any relationship with a similarly tiled production staged by George H. Ward (see 1927 entry)] 
1928: Bijou Theatre (Melb); 4-10 Aug. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl.  Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan; and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
1931: Theatre Royal (Bris); 5-11 Dec. 
 - Dir. Charles Delavale; M Dir. Nina Hutton. 
 - Troupe: Ike Delavale's Metropolitan Star Company. 
 - Cast incl. Charles Delavale, Ron Shand, Elvie Stagpoole (Secretary), Marie La Varre (President), Lewola  
    Brothers, Colleen Hope, Reg Desmond, Doris Tindall (Treasurer), Lee Murray, Jeanette and Vince, Alma  
    Patterson; and the Red Hot Peppers. 
 - Musicians: Six Royal Syncopators.  
 
"Bijou Theatre."  A:  6 Aug. (1928), n. pag. 
"Theatre Royal." BC: 7 Dec. (1931), 8. 
 
 
YANKEE DOODLE: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 Described in 1931 as a "breezy revuette and a clever satire on army discipline [which] gave Ike Delavale 
another opportunity as a mirth-provoker when he figured as a member of the most awkward of awkward squads" (BC: 
14 Dec. 1931, 12). 
1928: Bijou Theatre (Melb); 11-17 Aug. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl. Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan; and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
1931: Theatre Royal (Bris); 12-18 Dec. 
 - Dir. Charles Delavale; M Dir. Nina Hutton. 
 - Troupe: Ike Delavale's Metropolitan Star Company. 
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 - Cast incl. Charles Delavale, Ron Shand, Elvie Stagpoole (Secretary), Marie La Varre (President), Lewola  
    Brothers, Colleen Hope, Reg Desmond, Doris Tindall (Treasurer), Lee Murray, Jeanette and Vince, Alma  
    Patterson; and the Red Hot Peppers. 
 - Musicians: Six Royal Syncopators.  
 - Presented as the second half entertainment, following on from the first part revue, Odds and Ends. 
 
"Bijou Theatre."  A: 13 Aug. (1928), 14.  
 
 
MIXED FATHERS: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
1928: Bijou Theatre (Melb); 18-24 Aug. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl. Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan, and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
 
 
A HAREM MIX-UP: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 "Ike Delavale, as Ike Cohen, gets into more difficulties than any person in Melbourne, and the comedy created 
by his efforts to extricate himself would compel laughter from a Silent Cop.  A Harem Mix-Up is a comedy revue that 
cannot fail to please. The whole produced by Ike Delavale" (A: 25 Aug. 1928, 32). 
1928: Bijou Theatre (Melb); 25-31 Aug. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl. Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan, and the Tango Six Ballet.  
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
 
A: 25 Aug. 1928, 32.    [rnib] 
 
 
THE BELL BOY: [revusical]  Txt. Charles Delavale; Mus. [n/e] 
 "Can you imagine Ike as a Bell Boy? Old Man trouble is certainly with the guests when Ike gives them his 
attention" (A: 1 Sept. 1928, 26). 
1928: Bijou Theatre (Melb); 1-7 Sept. 
 - Dir. Charles Delavale; Prod. Fullers' Theatres Ltd. 
 - Troupe: Ike Delavale's Laughing Comedy Revue Company. 
- Cast incl. Charles Delavale (Ike), Reg Hawthorne, Elvie Stagpoole, Tommy Dale, Freda Spry, Lulla Fanning,  
   Mona Thomas, Arline Patterson, Robert Roberts, Charlie Megan, and the Tango Six Ballet.  
-  The Bell Boy was the final production in Charles Delavale's 1928 Bijou Theatre season. 
- Reg Hawthorne, Tommy Dale and Mona Thomas (all members of Jim Gerald's Revue Company) were  
   temporarily with Delavale while Gerald was travelling overseas. 
 
A: 1 Sept. (1928), 26.    Advert.   
 
 
MARRIED BLISS-TERS:    [revusical]  Txt. George Wallace; Mus. [n/e] 
1928: Bijou Theatre (Melb); 10-14 Sept. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott, Two Dalys; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
-  NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
 
"Bijou Theatre."  A: 11 Sept. (1928), 11. 
 
 
MY PAL GINGER:  [play with music]  Txt/Mus. [n/e] 
 Although the authorship remains unclear, Everyone's described it as "a new Australian play" (12 Sept. 1928, 
45), and "Australian in sentiment" (19 Sept. 1928, 45). The Sydney Morning Herald notes that this "new Australian 
comedy… [is] Aussie through and through" (21 Sept. 1928, 2), and a "hilarious Australian comedy of sunshine and 
laughter" (28 Sept. 1928, 3). 
 637 
 The play, which opened Sorlie's season at the Grand Opera House in September 1928, is said to have featured 
the latest song numbers and introduced many novelties (E: 19 Sept. 1928, 45). 
1928: Grand Opera House (Syd); 22 Sept. - 2 Nov. 
 - Dir. George Sorlie; Prod/Lse. William Russell. 
 - Cast incl. George Sorlie, B. Ewart, Rita Aslin, Mollie Nailon, Maudie Stewart, Gracie Dorran, Mr Stewart. 
1929: George Sorlie's Queensland regional tour; ca. May - July 
 
 "My Pal Ginger." SMH: 24 Sept. (1928), 7.       [rnib] 
 
 
A GIRL FOR A BOY: [revusical]  Txt/Mus. [n/e] 
1928: Harry Clay's city and suburban circuit (Syd); ca. Oct.  
 - Dir. D. B. O'Connor; Prod. Clay's Bridge Theatres Ltd 
 
 
BALD HEADS: [revusical]  Txt. George Wallace; Mus. [n/e] 
 George Wallace played the role of a wizard in this revusical about a gang of criminals, the Baldheads, who 
make a practice of visiting private entertainments and holding up the guests. Much of the action is said to have taken 
"place on the roof of the rose garden of the Free and Easy Club, where revolver shooting, dancing, singing and comic 
situations kept the large audience in a constant simmer of laughter" (A: 24 Mar. 1930, 12). 
1928: Bijou Theatre (Melb); 24-30 Nov. 
 - Dir. George Wallace; Prod. Fullers' Theatres Ltd. 
 - Troupe:  George Wallace Revue Company. 
 - Cast incl.  George Wallace, Marshall Crosby, Marie Nyman, Maida Jones, Ada Scaddan, Frank Haining, Tom  
    Lincoln, Jack Scott; and the Six Rascals. 
- Musicians: Five Flaming Youths. 
-  NB:  The alternative spelling of Ada Scaddan's surname is Scadden (or also Scaddon). 
- Bald Heads was advertised as being "presented for the first time on any stage" (A: 24 Nov. 1928, 32). 
1930: Tivoli Theatre (Melb); 22-28 Mar. 
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley, Tup Dudley, Jim Romaine, Irene  
    Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant; and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
 
"Bijou Theatre."  A:  26 Nov. (1928), 10. 
"Tivoli Theatre." A: 24 Mar. (1930), 12. 
 
 
MONEY TO BURN:   [revusical]  Txt. Nat Phillips; Mus. [n/e] 
 Money to Burn is described in an Age review as a "musical comedy revuette" (17 Dec. 1928, 12).  Phillips again 
plays his alter ego "Stiffy."  
1928: Bijou Theatre (Melb); 15-21 Dec. 
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Whirligigs. 
- Cast incl.  Nat Phillips, Daisy Merritt, Jack Kellaway, Jack Scott, Tom Collins, Dan M. Dunbar, Kitty  
   Stewart, Winnie Edgerton, Grace Savieri, and the Radio Six.  
- Musicians: Tiny's Varsity Boys. 
 
"Bijou Theatre."  A:  17 Dec. (1928), 12. 
 
 
THE CABARET: [revusical]  Txt. Nat Phillips; Mus. [n/e] 
1928: Bijou Theatre (Melb); 17-23Dec.       
 - Dir. Nat Phillips; Prod. Fullers' Theatres Ltd. 
 - Troupe:  Nat Phillips' Whirligigs. 
- Cast incl.  Nat Phillips, Daisy Merritt, Jack Kellaway, Jack Scott, Tom Collins, Dan M. Dunbar, Kitty  
   Stewart, Winnie Edgerton, Grace Savieri, and the Radio Six.  
- Musicians: Tiny's Varsity Boys. 
 
 
 
 
_________________________ 
 
NB:   Re: Nat Phillips' Whirligigs Co - Jack Kellaway's surname is often spelled Kelleway in reviews and advertising. 
 
 638 
LITTLE RED RIDING HOOD:  [pantomime]  Lib. Frank Neil; Mus. [n/e] 
1928: Empire Theatre (Syd); 26 Dec. 1928 - 2 Feb. 1929 
 - Dir. Frank Neil. 
 - Cast incl. Jefferson Taite, Mattie Jansen, Doris Tindall, Gwen Matthews, Bert Desmond, Amy Rochelle, Mary  
    Gannon, Violet Elliott, Field Fisher, Girlie Deacon, Mildred Nelson, Violet Meldrum, Jessie Gilham, Gloria  
    Millett, Mollie Mayne, Zena Fox, Sylvia Gammell, Violet Jagelman, Doreen Adair, Pat Sherringham, Phyllis  
    Culbert, Valda Leach, Olga Christtensen, Pat Calwell, Jean Weston, plus various children and specialty acts. 
 
 
BEAUTY AND THE BEAST:   [pantomime]   Lib. Mr O'Donnell and Bert Ray; Mus. [n/e] 
 Beauty and the Beast begins in the traditional pantomime style, with the Demon and Fairy Queen voicing their 
claims over the destiny of the sleeping Beauty.  The second scene, however, sees Fairy Prosperita's powers on the wane. 
Beauty has returned to the village of Puddlebridge, escorted by Prince Rupert of Kingswood, but things turn nasty 
shortly afterwards. Demon Malvino enters the palace of the Prince in a cloud of fire and brimstone and turns the noble 
Prince back into a monstrous beast. Beauty, Baron and Maggie Dooley, Johnny Smart, Trixie and former bailiffs turned 
servants of the Baron, Flip and Flop, must now battle the evil forces of Malvino in order to save the Prince from his 
former self. 
 Songs known to have been incorporated into the production were: "My Mommy and Moonbeams" (sung by 
Nellie Kolle) and "When the Sun Goes Down" (Rene Dixon). 
1928: Palace Theatre (Melb); 26 Dec. 1928 - c Jan. 1929 
 - Dir. Mr O'Donnell and Bert Ray; Prod. Fullers Theatres Ltd; S Art. Rege Robins; Chor. Polly McLaren. 
 - Cast incl. Nellie Kolle (Prince Rupert), Rene Dixon (Beauty), Ivy Davis (Prosperita), Jack Kearns (Baron  
    Dooley), William Innes (Demon Malvino), Bert Ray (Dame Maggie Dooley), Bertha Beaumont (Johnny  
    Smart), Hazel Nutt (Trixie), Vera Nicholson (Kitty), Lynn St Louis (Flip), Harry Taylor (Flop), Frank Karno  
    (The Beast/Dog Tiny), Polly McLaren, Abdy's Performing Animals, the Ginger Megg's Trio, The Eight  
    Acrobat Wonders, Leonora De Vere. 
 
"Beauty and the Beast at Melb. Palace."  E: 16 Jan. (1929), 40.   
"Beauty and the Beast: Beautiful Ballet and Amusing Incidentals."  A: 27 Dec. (1928), 9.                        [see also advert. - 22 Dec. 1928, 20] 
 
 
 
Phyllis Du Barry (above) 
Jim Gerald Revue Co cast member (1927-1928) 
From the cover of "Let Me Be the First to Kiss You 
Good Morning (and the Last to Kiss You 
Goodnight)" by Al Bernard and Russell Robinson. 
Published by J. Albert & Son (Sydney), n. yr.  
(Courtesy of Rita Thorne) 
 
 
Jack Kellaway (right) 
Nat Phillips' Whirligigs Co and Stiffy and Mo cast 
member (1926-1930)  
J. C. Williamson program 1934, Sydney  
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1929 
 
HAPPY IDEAS:  [musical revue]  Txt. Jim Gerald; Mus. [n/e] 
 Shortly after returning to Australia in early 1929 after nine months overseas, Jim Gerald reformed his 
revue company and put together a repertoire of both old and new productions. Everyone's records that the new material 
moved away from the revusical format – "the stuff that landed him in the front row of local comedy merchants." 
Although Happy Ideas, made a strong impression on the critic, introducing as it did "much in the way of novelty and 
effective presentation' he or she proposes that it didn't have the scope that the revusical allowed. 'It is mounted 
[however] with a suggestion of lavishness, which is emphasized by the stage lighting. Evidently one of the wrinkles 
picked up by Gerald in America, varied coloured and ever changing lights [were] thrown from the wings on to a gold 
drop centre paneled by rich figured material" (1 May 1929, 49). Gerald returned to staging his traditional 
entertainment (a vaudeville first half and second half revusical) the following year but retained Happy Ideas as a 
generic title for the vaudeville part of the programme. A review of the second week's edition of Happy Ideas as staged 
during the 1930 Melbourne Tivoli season records, for example: "[It] was well named. In the eight ideas presented the 
company was in a happy vein, and kept the patrons in a state of laughter from start to finish. Jim Gerald himself 
displayed remarkable versatility, particularly in the haunted house scene, in company with Reg Hawthorne. The humour 
was original, and was deservedly appreciated" (A: 14 Apr. 1930, 12). Each opening week of a season up until at least 
the mid-1930s also invariably saw the troupe present a week of straight vaudeville-style revue under the same title. 
1929: Fullers' Theatre (Syd); 29 Apr – ca. May 
 - Dir. Jim Gerald; Prod. Fullers' Theatres Ltd. 
 - Troupe: Jim Gerald Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Billy Heaton. Tom Dale, Lily Coburn, Ron Shand,  
    Linda Foy, Howard Hall. 
1930: Tivoli Theatre (Melb); 5 Apr. - 4 July 
 - Dir. Jim Gerald; Prod. Tivoli Celebrity Vaudeville Pty Ltd.. 
 - Troupe: Jim Gerald Musical Revue Company. 
 - Cast incl. Jim Gerald, Essie Jennings, Reg Hawthorne, Howard Hall, Jim Foran, Sadie Gale, Tom Dale,  Joe  
    Hudson, Ray McLean, Joan Graham, Lily Coburn, Marie Ward, Thelma Duff, Edna Ralston; and the Six  
    Twinklers. 
1933: Tivoli Theatre (Syd); 27 Jan. - 13 Apr.    
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Heather      
   Jones, Will Perryman, Lou Cottam, Tom Dale, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
- The season began with Pantomime Revels (24 Dec. 1932 - 19 Jan. 1933) followed by The Honeymoon Girl  
   (20-26 Jan.). The remainder of the season comprised Happy Ideas (first part) and a second part revusical. 
1934: Tivoli Theatre (Melb); 31 Mar. - 9 Aug. 
 - Dir. Jim Gerald ; Prod. Con-Paul Theatres / Tivoli Circuit Australia Pty Ltd (from ca. May onwards). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale, Lance Vane, Frieda  
   Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
 -  Charles L. Sherman joined the company on 12 May.  
-  NB: Frieda Bohning's surname is sometimes referred to as "Bonning." It is unclear which is the correct name. 
 
 "Jim Gerald Back at Fullers, Sydney."  E: 1 May (1929), 49.    [rnib] 
 "Tivoli Theatre." A: 14 Apr. (1930), 12. 
 
 
TWO LOVELY LIARS:  [revusical]  Txt. Les Shipp; Mus. [n/e] 
1929: Cremorne Theatre (Bris); ca. May/June 
 - Dir. Les Shipp; Prod. George Melrose. 
 - Troupe: George Melrose's Original 1929 Frivolities Company. 
 - Cast incl. Les Shipp. 
1929: George Melrose's regional tour (Qld); ca. June/July 
 - Troupe: Original 1929 Frivolities Company. 
 - Cast incl. Les Shipp, Levante, Bert Harrow, Jake Mack, Fred Monument, Jessie McKay, Hats McKay, Ivy  
    Gyler, Gladys Cole, Corona, Remona. 
 - Tour itinerary incl. Mackay  1- 6 July (Princess Theatre); Charters Towers  18-20 July 
 
 
A TRIP TO THE MOUNTAINS:    [revusical]  Txt. Les Shipp; Mus. [n/e] 
 Described as a musical farce interspersed with numbers by the ballet and several specialties occupying the 
whole second half (DM: 3 July 1929, 10). 
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1929: Cremorne Theatre (Bris); ca. May/June 
 - Dir. Les Shipp; Prod. George Melrose. 
 - Troupe: George Melrose's Original 1929 Frivolities Company. 
 - Cast incl. Les Shipp. 
1929: George Melrose's regional tour (Qld); ca. June/July 
 - Troupe: Original 1929 Frivolities Company. 
 - Cast incl. Les Shipp, Levante, Bert Harrow, Jake Mack, Fred Monument, Jessie McKay, Hats McKay, Ivy  
    Gyler, Gladys Cole, Corona, Remona. 
 - Tour itinerary incl. Mackay 1-6 July (Princess Theatre); Charters Towers  18-20 July 
 
 
THE JEALOUS HUSBAND:  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas.  
1929: Coleman's New Pantomime and Revue Company regional tour (Qld); ca. May -July 
 - Prod/Dir. Alf Coleman. 
 - Troupe: Coleman's New Pantomime and Revue Company. 
 - Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
    Harry Little, Roy Jeanette. 
 
 
THE HAUNTED HOTEL:  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas.  
1929: Coleman's New Pantomime and Revue Company regional tour (Qld); ca. May-June   
 - Dir/Prod. Alf Coleman. 
 - Troupe: Coleman's New Pantomime and Revue Company. 
 - Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
    Harry Little, Roy Jeanette. 
 
 
OLD KING COLE:  [pantomime]  Txt. Alf Coleman and Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas.  
1929: Coleman's New Pantomime and Revue Company regional tour (Qld); ca. May-June  
 - Dir/Prod. Alf Coleman. 
 - Troupe: Coleman's New Pantomime and Revue Company. 
  - Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
    Harry Little, Roy Jeanette. 
 
 
THE ENCHANTED FOREST:  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas.  
1929: Coleman's New Pantomime and Revue Company regional tour (Qld); ca. May-June 
 - Dir/Prod. Alf Coleman. 
 - Troupe. Coleman's New Pantomime and Revue Company. 
 - Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
    Harry Little, Roy Jeanette. 
 
 
MUGSY OUT WEST:  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas. 
1929: Coleman's New Pantomime and Revue Company tour (Qld); ca. May-June 
 - Dir/Prod. Alf Coleman. 
 - Troupe: Coleman's New Pantomime and Revue Company. 
- Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
   Harry Little, Roy Jeanette. 
 
 
MUGSY IN A CABARET: [revusical]  Txt. Bert Desmond; Mus. [n/e] 
 Part of a season of musical comedy/pantomime productions touring Queensland under canvas. 
1929: Coleman's New Pantomime and Revue Company regional tour (Qld); ca. May-June 
 - Dir/Prod. Alf Coleman. 
 - Troupe: Coleman's New Pantomime and Revue Company. 
 - Cast incl. Bert Desmond, Lily Vockler, Ernie Delavale, Billie Rennie, Mattie Jansen, Marjorie Seymour,  
    Harry Little, Roy Jeanette. 
___________________________ 
NB:  Coleman's New Pantomime and Revue Co Queensland tour: Itinerary incl.  Mackay 1-6 July (Old Star Court site). 
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OH AUNTIE: [revusical]  Txt. Phil Smith; Mus. [n/e] 
 Possibly written with additional material contributed by Warton and O'Connor.  
 [NB: It is not clear if there is any relationship between this revusical and Nat Phillips' Oh Auntie revusical, ca. 1926] 
1929: Warton and D. B. O'Connor's Frivolities Company regional tour (Qld); Birch, Carroll and Coyle; ca. June/July 
 - Dir/Prod. Paul Warton and D. B. O'Connor. 
 - Cast incl. Phil Smith, D. B. O'Connor, Doris George, Violet Lester, Dorothy Phillips, Louis Garcia. 
 - Tour Itinerary incl. Mackay 1-6 July (Britannia Hall) 
 
 
BITS AND PIECES:  [revusical]  Txt. Phil Smith; Mus. [n/e] 
 Possibly written with additional material contributed by Warton and O'Connor. 
1929: Warton and D.B. O'Connor's Frivolities Company regional tour (Qld); Birch, Carroll and Coyle; ca. June/July 
 - Dir. Paul Warton and D. B. O'Connor. 
 - Cast incl. Phil Smith, D. B. O'Connor, Doris George, Violet Lester, Dorothy Phillips, Louis Garcia. 
 - Tour Itinerary incl. Mackay 1-6 July (Britannia Hall). 
 
 
ME AND MY GIRL: [revusical]  Txt. George Wallace; Mus. [n/e] 
"As with most revues," writes the Age's theatre critic, "there is no plot [in Me and My Girl], and the 
entertainment consists of quickly-changing scenes, helped out by musical numbers and dances" (27 Dec. 1929, 8). 
Because revusicals were generally constructed without the high levels of dramatic organization normally associated 
with serious works of drama, such views from critics require circumspection. The Argus critic's assessment of the same 
production sees, for example, a somewhat different perspective: 'Me and My Girl, which was chosen for the first 
production, is a light musical revue, but a successful attempt is made to sustain a semblance of a story throughout the 
nine episodes' (27 Dec. 1929, 8). This review suggests that the production was presented in similar fashion to George 
Wallace's other revusicals - involving both written and improvised sketches (interspersed with song and dance 
sequences) that were bound  together by a loosely fashioned plotline.  
According to the Age, part of the storyline involved a Girl's school master, who plans to conquer women by 
inventing a drug for making them feel like a man, and his wife, described as "a screamingly funny, if skillfully cruel, 
caricature of the school marm at St James College" (ibid, 8). The Argus notes, too, that "as Horace, Mr Wallace after 
having been compelled to pose as a woman, was chosen as the subject for a professor's experiment to show that the 
sexes could be changed by draughts from a formula prepared by him (ibid, 8). 
Concerning Wallace's performance the Age records: 'Telling stories of life down on the farm, the principal 
comedian was at his best, and his performance throughout - including his deft acrobatics - was characterized by a 
restraint and sense of proportion which will makes his revues very welcome to a variety of theatre folk. Early in the 
piece he submits himself to be eclipsed as the man with the drums and the cymbals in the Flaming Youth's Jazz Band, 
but the audience cannot forget him, and his comedy of facial expressions serves only to draw attention to the band's 
musical merit' (27 Dec. 1929, 8). The Argus review also reports: "The story gave Mr Wallace wide scope to display his 
gift of comedy. He was restrained in his treatment of some lines, which in the case of another performer might have 
been vulgar. Whether as a dancer, drummer in a "jazz" band, or singer, Mr Wallace was pleasing" (ibid, 8). 
One of the musical highlights of the 1930 production said to have been "a fascinating ballet of Australian girls." 
1930: Tivoli Theatre (Melb); 26 Dec. 1929 - 3 Jan. 1930  
 - Dir. George Wallace; Prod. Tivoli Celebrity Vaudeville Pty Ltd; Chor. Maurice Diamond. 
 - Troupe: George Wallace Revue Company. 
 - Cast incl. George Wallace, Marshall Crosby, Keith Connelly, Bert Dudley (the School Master), Tup Dudley  
    (the School Marm), Jim Romaine, Irene Shamrock, Bebe Scott, Leonard Rich, John V. Dobbie, Jack Grant;  
    and the Eight Rascals. 
- Musicians: Five Flaming Youths Jazz Band. 
- This was the opening production for the 1929/30 Tivoli season. 
 
 "Revue and Vaudeville - Reopening of Tivoli." ARG: 27 Dec. (1929), 8. 
"Tivoli - Popular Revue and Vaudeville, The." A: 27 Dec. (1929), 8. 
 
 
TURNED UP:  [musical comedy]  Lib. Arthur Rigby; Mus. Jack O'Hagen and Stanley Lupono 
 A two act musical comedy based on a farce, Turned Up is set in an Acacia Villa at Henley-on-Thames on 
regatta day.  The plot concerns the widow of Captain Medway who it is believed has drowned at sea. His "widow" is 
being "consoled" by a prosperous undertaker named Carraway Bones which causes much consternation for her family 
and friends and creates a number of comic situations. Further complications arise when Captain Medway returns to find 
his wife has married the undertaker, and he subsequently confesses that in a moment of physical and mental weakness 
he was induced to marry the black nurse who saved his life and showed her devotion by following him to England. A 
number of comic opportunities are said to have been made available to Gus Bluett who played the son of his twice 
married mother and twice married father, as were the romantic entanglements of some friends and family members.  
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 Songs known to have been written for the production are: "In a Little Place Called Heaven" (sung by Gus Bluett 
and Mollie Fisher), and "Start the Day off with a Smile" and "Blue Rhythm" (both sung by Mary Lawson). Another 
musical sequence was the ballet, "The Dance of Fire" which was led by Mollie Fisher.  
1929: Theatre Royal (Melb); 26 Dec. 1929 – ca. Jan. 1930 
 - Cast incl. Frank Fox (Frank Steadley), Gus Bluett (George Medway), Nora McManus (Annie, a maid), Mary  
    Lawson (Bina Medway), Leo Franklin (Carraway Bones), Edwin Brett (General Baltic), Molly Fisher (Mary  
    Baltic), Bertha Belmore (Mrs Medway), John Harper (a constable), Cecil Kellaway (Captain Medway),  
    Madge Aubrey (Lola), June Mills (Cleo), John Dunne (a boatman), Edna Hardy (Ephram), Jock Thompson  
    (Postman), Ray Carey ((Butcher), John Harper (Gardner), Fallow Twins. 
 - This was the Australian premiere production. 
 
 "Musical Comedy at Royal." ARG: 27 Dec. (1929), 8. 
 
 
THE BABES IN THE WOOD:  [pantomime]  Lib/Mus. [n/e] 
 According to the Age review this version of popular pantomime story worked hard to make even the villainous 
characters comical. The two robbers, who danced and sang, and said the cutest things, are said to have been different 
kind of men altogether to the traditional villains, while the wicked uncle was similarly a most comical fellow. The critic 
goes on to note, too: "And best of all, the pantomime had a most entertaining character that was ever mentioned in the 
story - Dame Hardup, wife of Baron Hardup, uncle of the babes. The things that the dame said and wore made laughter 
wherever she went" (27 Dec. 1929, 8). The Argus also records that "the story of the babes in the wood, together with 
certain adventures of Robin Hood and Maid Marion, were patched together, and several incidents not included in the 
traditional tales were imported into the pantomime. Song and dance numbers were also fitted into the piece, making a 
compromise between musical comedy and pantomime" (27 Dec. 1929, 8). 
1929: Playhouse Theatre (Melb); 24 Dec. 1927 - 3 Feb. 1928 
 - Dir. Joe Brennan; Prod. W. J. C. Barr; Chor. Alice Uren. 
 - Cast incl. Ida Newton (Robin Hood), Olive Wallace (Maid Marion, Queen of the May), Joe Brennan (Dame  
    Hardup), Joe Lawman (Ginger Dolittle, one of the robbers), Lynn St Louis (Baron Hardup), Zell Manners  
    (Fairy Earlybird), Vernon Sellars (Demon Diehard), Harry Vernon (a robber), Mae Seaton (Sybil), Little  
    Adele Goll (a babe), Mavis McKenzie (the other Babe), Tivoli Eight.  
 
 "Babes in the Wood." ARG: 27 Dec. (1929), 8.       [rnib] 
"Babes in the Wood: Bright Pantomime at Playhouse." A: 27 Dec. (1929), 8. 
 
 
 
Lest Warton 
Member of the Ward-Sherman Revue Co (c 1921-22) and Nat Phillips' Whirligigs (c 1932) 
Fuller News Dec/Jan. 1921-1922, 23. 
(Courtesy of the Fryer Library, University of Queensland) 
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1930 
 
The Tivoli Follies, featuring Ada Reeve, undertook a national tour during the year, playing Brisbane from early 
December through to late January 1931. The other feature artists were: George H. Ward, Charles L. Sherman, Alfred 
Frith, Les Warton, Hector St Clair, Winnie Edgerton, Nell Fleming and a young dancer named Bobbie Helpman. The 
troupe's opening show was Kenneth Duffield's London revue Pot Luck (beginning 6 Dec.). Interestingly, although 
essentially a revue company, the troupe appears to have reworked Jim Gerald's A Whirl of Youth revusical into a sketch 
format (re-titled "In the Future"). A Brisbane Courier review records, for example, that it was "a prophecy of what 
might happen in 1950 when mere man stays home to cook and sew, while wife goes to the office and the club" (8 Dec. 
1930, 14). The troupe also staged such revues as Happy Days, Smiles and Odds and Ends. It is unclear if the latter 
production (beginning 27 Dec.) is related to several other similarly titled shows included in this chronology - notably 
the 1921 Humphrey Bishop and Mademoiselle Mimi productions, a 1925 revue staged in Melbourne by the Optimists 
Revue Company (Bijou Theatre, 17 Oct.), and Ike Delavale's Odds and Ends revue (see introduction to 1931)   
 
__________ 
 
 
 THE TOYMAKER OF NUREMBERG:  [play with music]  Txt Adap. Adrian Ross and Austin  
  Strong; Mus. Dudley Glass 
While in America in the late 1920s Dudley Glass met the dramatist Austin Strong and became interested in one 
of his works, The Toymaker of Nuremberg. First produced in 1910 (19 performances) it later been given several London 
and provincial revivals. Glass persuaded Strong to rewrite the play with Adrian Ross, and then set the work to music. 
Although the premiere production was relatively successful, it did not match the record run of Glass's previous success, 
The Beloved Vagabond (1927). Eric Irvin notes, too, that the production did its best business during a tour of England's 
provincial theatres (403). 
The story sees the Toymaker's eldest on, Adolf, arrives in the nick of time to stop his father from emigrating, 
and subsequently saves David and Greta from separating. The family dachshund is also diverted from its attempt to 
retrieve the family fortunes by rounding up cattle in the USA. 
Although the London Times critic found the premiere somewhat under prepared, the review proposes that 
subsequent performances would no doubt see the glitches fixed. The critic writes, for example: "Mr Glass's music needs 
only to be sung with more assurance to become a graceful adornment to so sentimental a tale … The outstanding virtue 
of the play is that it is true to its own romantic colours. The admirable songs of  the Gresham Singers have been blessed 
by the moon, and the Ballet, thank heaven, does not scorn to be pretty in the same tradition. Nothing is ugly, nothing 
grotesque, nothing smart" (22 Dec. 1930, 10). 
The Australian premiere of The Toymaker of Nuremberg was a radio broadcast which Glass adapted and 
produced for the ABC during a three month visit to the country beginning in May 1947. It was given a repeat broadcast 
in September that same year after the composer had already left for an American tour. 
1931: Kingsway Theatre (London); 20 Dec. 1930 - 24 Jan. 1931   [32 pfms] 
 - Cast:  Frederick Ranalow (The Toymaker), Alan Durai (Adolf), Vivienne Chatterton (The Maid), Leslie  
    Holland (The Handy Man), Dewey Gibson (The Sentry), Lewis Shaw (David), Arthur Stanley (The Sergeant),  
    Lawrence Baskcomb), Anne Bolt (Greta), Alex Frizell (The Wife), Roy Byford (The  
               Employer), The Gresham Singers. 
1947: ABC Radio broadcast; (ca.May-July) 
1947: ABC Radio broadcast; 2 Sept. 
 
 Irvin, Eric.  "Around the World with Music."  AJHS:  10 (1989), 402- 3. 
               "Kingsway Theatre: The Toymaker of Nuremburg." LT: 22 Dec. (1930), 10. 
 
 
PUSS IN BOOTS:  [pantomime]  Lib. [n/e]; Mus incl. Howard Carr. 
 Colin, the miller's youngest son is in love with Princess Rosalie. The Ogre wants the princess for himself and 
attempts to thwart their romance but is continually hampered in his plans by Colin's cat, Billy, who has been given the 
power of speech by the Good Fairy. 
 The musical programme, which comprised incidental music and some vocal and dance numbers by the 
production's music director, Howard Carr, also included Schubert's Serenade (transformation scene). Among the songs 
were "If I Had a Girl Like You (sung by Jennie Benson and Mabel Gibson), "Harvest Time in Tennessee" (Benson) and 
the duet "We've Got to Carry On" (Jennie Benson and Stan Foley). The dance highlights are said to have been a pas seul 
by Rita Dolores, a scarecrow dance by Roy McDonnell and Peggy Bacon's Russian dance. 
 This version of Puss in Boots served to reopen Sydney's St James Theatre. The Sydney Morning Herald critic 
records that Ernest C. Rolls production furnished indications of his experienced control as producer, notably through the 
picturesque settings and the many changes of scenes. These included: 'The opening tableau, a roof where a number of 
cats are dancing, overlooking a perspective of river, plain and high towers; the beautiful sylvan picture of the old mill 
with its broad wheel turning, and a rustic bridge leading to the deep glades beyond, the king's palace, an effective 
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interior, and the rich transformation scene which concludes the first act, a spectacle of colour harmoniously blended in a 
scheme of blue bells, daffodils and roses" (26 Dec. 1030, 10). 
 When Rolls came before the audience at the conclusion of the opening night performance he announced that his 
company had "come to stay" at the St James Theatre and that other attractions were in view. He also "gratefully 
acknowledged the assistance he had received from Sir Benjamin Fuller and Mr John Fuller" (SMH: 27 Dec. 1930, 10). 
1930: St James Theatre (Syd); 26 Dec. 1930 - 22 Jan. 1931 
 - Dir/Prod. Ernest C. Rolls; M Dir. Howard Carr. 
 - Cast incl. Jennie Benson (Colin), Mabel Gibson (Princess Rosalie), Bert Gilbert (The Queen), Leonard  
    Stephens (The King), Stan Foley (Billy the Cat), May Craven (The Good Fairy), Bertie Wright  
    (Notary/Jester), Thomas Halstead (The Ogre), Dan Morris and Al Mack (Colin's older brothers), Leal  
    Douglas, Margaret Grimshaw, Rita Dolores (dancer), Roy McDonnell (dancer), Peggy Bacon (dancer), The  
    Lorraines (acrobats/balancers), Albert Moore (announcer), Phyllis Lynch (bird imitator), Baby June. 
 
 "Puss in Boots": Clever Pantomime."  SMH: 27 Dec. (1930), 10. 
 
 
JACK AND THE BEANSTALK:  [pantomime]  Lib/Mus [n/e]. 
 The Sydney Morning Herald records that director Clyde Hood had departed from the old-fashioned system of 
backcloths and wings (which the review suggests "still reigns depressingly in so many local productions"), and had 
instead provided "all kinds of novel arrangements." Among these was Dame Haggle's house, described as "a crazy 
cottage with none of its windows or beams running straight, and [with] the plates on the rail sagging absurdly. The 
review goes on to record: "The forest where the witch dwells suggests cleverly receding aisles of tree trunks, leading to 
profound gloom. There is a setting with stairs running obliquely to join at the top and serving by turns as a background 
and a place of assembly for the ballet, and with blue canopies, studded with stars, hung overhead" (20 Dec. 1930, 8). 
 The review also makes special mention of the ballets: "Most of the dancers wore costumes having grotesque, 
figured masks as their principal feature," writes the critic, "not masks representing human faces; but queer, flat 
contrivances, several feet long, which had the suggestion of magnified proboscis of insects about them. The central 
figure, however, wore a conventional white ballet dress" (SMH: 20 Dec. 1930, 8).  
 The music programme included an interpretation of Gershwin's Rhapsody in Blue. 
1930: Capitol Theatre (Syd); 19 Dec. 1930 - 1 Jan. 1931 
 - Dir. Clyde Hoode; Chor. Frances Scully (adults) and Chrissie Royal (children). 
 - Cast incl. Peggy Peat (Jack), Syd Beck (Dame Haggle, Jack's mother), Sylvia Post Mason (the bride), George  
    Wallace Jnr (a small boy). 
 - The pantomime was staged three times daily. 
 
 "Jack and the Beanstalk: Christmas Pantomime." SMH: 20 Dec. (1930), 8.  
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1931 
 
 The Ike Delavale Metropolitan Star Company, led by Charles Delavale, continued its Australasian touring 
schedule, presenting a mixture of old favourite revusicals like Chuckles, Yankee Doodle and The Suffragettes, along 
with relatively new revues (including Odds and Ends) and at least one pantomime, Old Mother Hubbard. The troupe 
also presenign an opening revue which was titled after whichever city or town the troupe was then playing. For the six 
week Brisbane season (beginning 21 Nov.), for example, the show was called Hello Brisbane. In addition to Delavale's 
wife, Elvie Stagpoole, the company members included Ron Shand, Doris (Dot) Tindall and Marie Le Varre. 
 Frank Neil staged a season of vaudeville, revue and pantomime at the Fullers' Roxy Theatre (Syd) beginning 28 
November (the engagement last until well into February the following year). Among the revues presented by his 
Vaudeville and Revue Entertainers during 1931 were: Hullo Paris, The Whirl of the World, The Fun Factory and a 
pantomime, Cinderella (see entry below). Among the principal artists engaged by Neil for the revues were: Byrl 
Walkley, Nellie Kolle, Bert Ray, Robert Roberts, George Lloyd, Maggie Buckely, Winnie Edgerton, Hector St Clair, 
Len Rich and Arline Paterson. The chorus/ballet was called the Eight Roxy Rosebuds.   
 Another revue company touring Australia during the years was Al Mack and His High Hat Revue Company. 
The troupe is known to have played a season at Brisbane's Theatre Royal around October/November. 
  
__________ 
 
BROWN'S IN TOWN:  [revusical]  Txt/Mus. [n/e] 
 Possibly written by either Arthur Morley or George Sorlie, or as a collaboration between both men, with 
additional comic material and songs introduced by other members of the troupe. 
1931:  His Majesty's Theatre (Bris); 21-27 Nov.  
- Dir/Prod. George Sorlie. 
- Troupe: George Sorlie's Vaudeville and Revue Company.  
- Cast incl. George Sorlie, Arthur Morley, Yvonne Banyard, Gerald Connolly, Richard Parry, Addie Lake,  
   Grace Bromley, Bud de Silva, Alma Jorgenson, The Two Hildas (Hilda Waring and Hilda Statler), Sam  
   Stern, Neville Clark, James Blair; and the Eight Rhythm Rascals. 
- Musicians: Tiny Douglas and His Varsity Boys.  
 
 "His Majesty's Theatre." BC: 23 Nov. (1931), 19.       [rnib] 
 
 
THE WIGGLES FAMILY:  [revusical]  Txt/Mus. [n/e] 
Possibly written by either Arthur Morley or George Sorlie (or as a collaboration between both men) with 
additional comic material and songs introduced by other members of the troupe. A review in the Brisbane Courier 
records: 'The Wiggles Family… keeps the audience in continual merriment. Yvonne Banvard shows versatility in 
crooning a delightful melody, 'Her Secret Passion,' and by her portrayal of Mrs Waggle, housekeeper for Mr Wiggles. 
Sam Stern gives an excellent characterization as the irritable and gouty Mr Wiggles, and also pleases with his rendition 
of 'Banana,' which tells of the fall from grace of an Italian opera singer" (30 Nov. 1931, 18). The following week's 
review indicates that the plot revolved around the trials of the Wiggles family and its friends (BC: 7 Dec. 1931, 8). 
1931:  His Majesty's Theatre (Bris); 28 Nov. - 7 Dec.  
- Dir/Prod. George Sorlie. 
- Troupe: George Sorlie's Vaudeville and Revue Company.  
- Cast incl. George Sorlie, Arthur Morley, Yvonne Banyard, Gerald Connolly, Richard Parry, Addie Lake,  
   Grace Bromley, Bud de Silva, Alma Jorgenson, The Two Hildas (Hilda Waring and Hilda Statler), Sam  
   Stern, Neville Clark, James Blair; and the Eight Rhythm Rascals. 
- Musicians: Tiny Douglas and His Varsity Boys.  
-  The Wiggles Family played one extra night (Monday 7 Dec.), along with a first part vaudeville entertainment  
   called Pot Pourri. The troupe then closed its revue/vaudeville season for four nights to prepare for its  
   Christmas pantomime, Mother Grundy. 
 
 "His Majesty's Theatre." BC: 30 Nov. (1931), 18.       [rnib] 
 
 
THE DEVIL TAKE HER:  [comic opera]  Lib/Lyr. Alan Collard and John B. Gordon; Add Lyr. Cedric  
 Cliffe; Mus. Arthur Benjamin 
#  Boosey and Hawks, 1932. 
 A one act comic opera with prologue, The Devil Take Her is set in the 15
th
 century living room of the Poet. His 
Wife, who has been speechless since birth, is cured by a famous surgeon after being urged by the Poet to help her. 
Immediately she is able to speak the Wife becomes a virago. She abuses the surgeon, drives away the neighbours, 
terrorises the kitchen maid and reviles the Poet. Appeals are in vain, and eventually the poet, who has been tested 
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beyond endurance, appeals "let the Devil take her." The Devil immediately appears but he too is unable to deal with the 
Wife. The Poet and the Devil escape, leaving the Wife alone to explain the moral - "be rather dumb than scold like me." 
 The major roles in the opera are: The Wife, The Poet, The Neighbour, The Doctor, The Devil and The Maid, 
with secondary characters being First Woman, Second Woman, Third Woman, A Sweep, A Blind Beggar, Doctor's 
First Attendant, Doctor's Second Attendant, Watchman, Orange Seller and Bird Seller. 
The lyrics for "Blind Beggar's Song" and "Drinking Song" were written by Cedric Cliffe. The score is written 
for 2 flutes, 2 oboes, 2 bassoons, 4 horns, 2 trumpets, 3 tubas, timpani, tuba, percussion, piano, strings.  
1931: Royal College of Music (London, Eng); 11 Dec. 
 - Cond. Sir Thomas Beecham. 
1953: (Melb), National Theatre Movement Opera Company; no details 
1953: (Syd), National Theatre Movement Opera Company; no details 
1961: NSW State Conservatorium of Music (NSW); 23, 25 May 
 - Dir. Hilda Mulligan; Cond. Leo Demant; Prod. Sir Bernard Heinz. 
 - Musicians/Cast: Conservatorium Opera School. 
 - Presented as part of the Conservatorium's "Scenes From Opera" season. The other "scenes" were Act 4 from  
    Verdi's Othello and Act 2 from Manon by Massenet. 
1994: Victorian tour, Gippsland Chamber Opera; ca. June/July 
 - Dir. Elaine Winter; M Dir. John Clancy 
 - Presented as part of an evening's entertainment entitled "An Evening of British Opera."  
 
 Saunders, Helen. "Devil Take Her to Sale, The."  OA: Apr. (1994), 5. 
 Quaintance, Eaton. Opera Production: A Handbook. (1961), 177-8. 
 
 
MOTHER GRUNDY:  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
Billed as 'George Sorlie's all-Australian pantomime' (BC: 12 Dec. 1931, 2), the storyline "revolves around the 
vicissitudes experienced by Matilda Grundy in her ultimately successful search for her hero. The machinations of the 
scheming Dame Grundy are effectively repulsed by the Fairy Wattle" (BC: 28 Dec 1931, 7). The principal boy role 
(played by Yvonne Banyard) involved multiple character impersonations, these being "The Aussie Lad," "Dick 
Whittington," "Robinson Crusoe" and "Boy Blue." 
Produced on a large scale with numerous original dances and comic interludes, picturesque settings, an 
extensive array of songs and ballets, and a real circus (performing horses, dogs, a donkey, clowns, trapeze artists etc), 
the pantomime also drew much praise from the Brisbane Courier for its transformation scene depicting Queensland's 
primary industries and Australia's emblematic flowers. Local references and allusions (which included "The Prince of 
Pinkenba"), and topicalities were also introduced into the storyline.  
The musical programme comprised 22 songs and ballets, including "You Should See My Neighbour's 
Daughter" (sung by George Sorlie), "Rip Van Winkle' (Percy Mackay) and "The Dance of the Mummies" (ballet). A 
review in the Brisbane Courier also notes that the production included George Sorlie's musical tour of the world per 
medium of the orchestra' (21 Dec. 1931, 3). 
1931:  His Majesty's Theatre (Bris); 21-27 Nov.  
- Dir/Prod. George Sorlie; Cost. Mrs Morley [aka Elsie Bates]. 
- Troupe: George Sorlie's Vaudeville and Revue Company.  
- Cast incl. Yvonne Banyard (The Aussie Lad/Dick Whittington/Robinson Crusoe/Boy Blue) George Sorlie  
   (Baron Bounder, Prince of Pinkenba), Arthur Morley (Demon Despair), Bert Desmond (Dame Grundy), Eva  
   Webber (Matilda Grundy), Percy Mackay (Father Christmas), Dorrie Ricketts (Fairy Queen), Alma Jorgensen  
   (Bo-Peep), Tom Collins (Policeman), Gerald Connolly, Richard Parry, Addie Lake, Grace Bromley, Bud de  
   Silva, The Two Hildas (Hilda Waring and Hilda Statler), Sam Stern, Neville Clark, James Blair, Little  
   Minnie Hesse; and the Eight Rhythm Rascals. 
- Musicians: Tiny Douglas and His Varsity Boys.  
-  Jewish comedian and impersonator Sam Stern, who had been a member of Sorlie's Vaudeville and Revue  
   Company, did not appear in the pantomime. He instead accepted a temporary engagement with the Ike  
   Delavale Revue Company, then playing the nearby Theatre Royal. Stern returned to the Sorlie troupe  
   following the conclusion of its Brisbane season in early January 1932. 
 
 "Christmas Pantomime." BC: 14 Dec. (1931), 12. 
"His Majesty's Theatre." BC: 21 Dec. (1931), 3.   
 "Mother Grundy." BC: 28 Dec. (1931), 7. 
 
 
OLD MOTHER HUBBARD:  [pantomime]  Lib. Charles Delavale; Mus. [n/e] 
 Possibly written by Charles Delavale, the Brisbane Courier's review indicates that the production was more like 
a revue than traditional pantomime, comprising as it did mostly novelty acts, "vocal items and amusing sketches." One 
of the feature sketches, for example was "Mr M'Caccy" (described as having an almost 'O. Henry ending') which was 
performed by Charles Delavale, Addie Lake and Lee Murray. The characters involved in the storyline are advertised as  
being "the funny old dame, the painters, the Fairy Queen and the Monkey" (BC: 26 Dec. 1931, 7). 
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Among the musical highlights are said to have been a rendition of "Mary of Argyle" by George Correlli billed 
as "the Caruso of Vaudeville"), "Mr Gallagher and Mr Sheen" (a duet by Correlli and Delavale), and "Love is Just a 
Little Bit of Heaven" and "Are You Lonesome Tonight?" (by young Chinese baritone, Chung Doo).  Other songs 
included: "La Paloma" and "Dreamy Sevilla" (Addie Lake), and "Hello, Beautiful" (performed by Dolly Vockler and 
the ballet). 
1931: Theatre Royal (Bris); 26 Dec. 1931 – ca. 2 Jan. 1932 
 - Dir. Charles Delavale; M Dir. Nina Hutton. 
 - Troupe: Ike Delavale's Metropolitan Star Company; and Miss Cullen's Smarty Set Pantomime Kiddies 
 - Cast incl. Charles Delavale, Ron Shand, Elvie Stagpoole, Marie La Varre, Lewola Brothers, Colleen Hope,  
    Reg Desmond, Doris Tindall, Lee Murray, Jeanette and Vince, Alma Patterson, Keith Barry (juvenile singer),   
    Claude Wearne, Eddie Cockburn (violin), Cecil Jarrett (tenor), Melody Boys in Harmony, Chung Doo, Addie  
    Lake, Dolly Vockler, George Correlli; and the Red Hot Peppers. 
 - Musicians: Six Royal Syncopators.  
 - Although opening night advertising in the Brisbane Courier indicates that the pantomime was to run for a  
    week (26 Dec. 1931, 2), no further ads were published in the paper after 28 December. It is therefore unclear  
    whether the show closed early or whether Delavale did not see the need to continue advertising in the paper  
    (possibly using other means of publicizing the show). 
 - Addie Lake was billed as "Queensland's nightingale" (BC: 28 Dec. 1931, 7). 
 
 "Theatre Royal." BC: 28 Dec. (1931), 7. 
 
 
CINDERELLA:  [pantomime]  Lib. Frank Neil; Mus. [n/e] 
 The Sydney Morning Herald critic writes: "No limit is placed on the imagination in the preparation of 
pantomime. The recipe is very simple. The author simply takes his theme, carries it out on conventional lines, and the 
producer builds upon it such superstructure as a whimsical fancy may suggest. Thus the story, whatever it may be 
becomes a peg on which can be hung with delightful irrelevance a repertoire of engaging incidents. Through these the 
story emerges from time to time, only to be quickly submerged in the spectacular and the unexpected. Everything 
therefore depends upon the adroitness with which the producer employs his license. Mr Frank Neil has a reputation in 
this direction and it is well maintained in the production of Cinderella… The ballet is excellent. It has a lot to do during 
the evening and does everything well. Among the special acts introduced were those of the Flying Omars, Patillo and 
Pesco, and Abdy's Performing Pets. These turns were very popular. Abdy seems by extraordinary patience in training to 
have achieved the impossible. His cats and birds live together in complete friendship… The concluding scene of this 
pantomime strikes an entirely new note, the whole company apostrophizing in song the harbour bridge, which forms the 
final phase of a transformation scene. The idea was very well carried out and provoked enthusiastic applause" (28 
December 1931, 2). 
1931: Roxy Theatre (Syd); 26 Dec. 1931 - 29 Jan. 1932 
 - Dir. Frank Neil; Prod. Fullers' Theatres Ltd. 
 - Troupe: Frank Neil's Vaudeville and Revue Entertainers. 
 - Cast incl. Byrl Walkley (Prince Charming), Josie Melville (Cinderella), Robert Roberts (Baron), Bert Ray and  
    Maggie Buckley (the Ugly Sisters), Hector St Clair , Winnie Edgerton (Fairy Queen), George Lloyd, Leonard  
    Rich, Arline Paterson, Golden Sisters, Ron Le Brun, Freddie Witt, The Flying Omars, Abdy's Performing  
    Pets, Patillo and Pescoe. 
 
 "Cinderella: Pantomime at the Roxy." SMH: 28 Dec. (1931), 2. 
 
 
THE HOUSE THAT JACK BUILT:  [pantomime]  Lib/Mus. [n/e] 
 In reviewing this J. C. Williamson production the Sydney Morning Herald theatre critic writes: 'Pantomime has 
undergone great changes in common with all other forms of stage entertainment. But though The House that Jack 
Built… differed in many ways from the Christmas productions of the old tradition, it contained a great number of 
scenes that introduced action and movement, gaiety and brightness, humour that appealed to the eye as well as to the 
ear, charming ballads sung with grace and refinement, picturesque and original dances, comic interludes that were 
irresistibly funny, and one of the best displays of acrobatic feats - performed with hurricane speed by a large troupe of 
children - ever seen at a Christmas entertainment of this type. It is true that the thread of the story upon which all these 
sparkling beads are strung is excessively thin; and that there are no huge spectacular displays that enlivened such 
productions in the past, but the torch of pantomime still burns bright, and its enchantment still holds power" (21 Dec. 
1931, 4). 
 The story begins at Brookville Farm owned by Farmer Barleycorn and his wife. Also present is Princess Susetta, 
disguised as a student of agriculture, and Jack the farm's gardener. The bucolic atmosphere is also enhanced by Lily, the 
dame's prize cow (played by the Paulestro brothers) who performs one of the feature acts - the "Vegetable Ballet." From 
the farm the story moves in rapid succession to the dame's parlour, the marketplace, the tulip farm, a woodland grove 
(where the four seasons are depicted in an artistic and scenic ballet), and then to the Regent's palace, where it is revealed 
that the princess is heiress to a throne of a recently demised monarch. "Through gardens of delight and stately 
corridors," writes the herald critic, "the bewildered audience were gently led to the palace of the princess, where it was 
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finally announced that a marriage had been arranged and would shortly take place between jack, the erstwhile gardener, 
and Susetta, the reigning princess" (ibid, 4).  
 Specialty acts included: "The Aeroplane Flying over the Audience"; The Lench Dolls, The Amazing Toy Shop, 
The Phantom Army, The Wonderful Swing, and comedy scenes by Stan Foley and Alfred Frith ("Fun in the Mirror"), 
"Selling a Wireless Set (Alfred Frith), "The Stranglers of Paris" (a burlesque by John Ferrnside), "Characters that Come 
and Go" (Stan Foley and John Fernside), and the "Eve Ballet" (in which a gorilla carries off a maiden in the style of an 
accentuated Apache dance). 
 Among the songs incorporated into the pantomime were: "Bluebeard's Back Again," "In the Shanty Where 
Santa Claus Lives," "The Million Dollar Baby," a song scena "I'm Marching Home Again" (Josephine Trix), and 
"Strolling Through the Tulips (a duet between Josephine Trix and and Nell Taylor),   
1931: Her Majesty's Theatre (Syd); 19-24 Dec.; Criterion Theatre (Syd); 29 Dec. 1931 - 16 Jan. 1932 
 - Dir. Victor Tatnall, Prod. J. C. Williamsons' Ltd; M Dir. Ernest G. Oram. 
 - Cast incl. Josephine Trix (Jack), Nell Taylor (Princess Susetta), Alfred Frith (Dame Barleycorn), Walter  
    Kingsley (Demon Depression), George Willoughby (Farmer Barlycorn), Stan Foley, Vera Spraull (The 
   Regent), John Fernside (a retired tragedian), May Craven (Fairy Queen), Morris Pic, Alf Pic, Paulestro Bros  
   (Lily, the dame's cow), Ellen Percival (Madge), Isabelle Matron, Valma Clarke, Mona and Zeppel (specialty  
   dancers), Edna Moncrieff, The Ten Tornados. Eric Bush (gorilla).  
- Josephine Trix was specially engaged from London.  
- The company comprised more than 123 performers. 
- The production transferred to the Criterion on Boxing day so that J. C. Williamson's could present Floradora at  
   the Theatre Royal.  
 
"Bright Pantomime: The House that Jack Built." SMH: 21 Dec. (1931), 4. 
 
 
RED RIDING HOOD:  [pantomime]  Lib/Mus. [n/e]  
 "In his plan to capture Little Red Riding Hood," records the Age theatre critic, "the Demon Depression, with his 
chorus of imps, is thwarted by the goldenhaired Fairy Prosperita, who casts a spell over the little maid." (A: 28 Dec. 
1931, 9).  
 One of the production features according to both the Age and the Argus was the introduction of The Tiny Tots, 
a group of small children whose dancing is described as having been "vigorous" and yet "graceful" (ARG: 28 Dec. 
1931, 11). The Age records that the average age of the children was six years. "These little ones," the review notes, 
"took conspicuous parts in the ballets, while several even took solo parts, and one baby, in an abbreviated frock of three 
tiny red frills, silver bodice and a wand that matched her height, gave a delightful exhibition of toe dancing" (28 Dec. 
1931, 9).  
 Songs known to have been incorporated into the production were: "Pipes of Love" (sung by Linda May) and 
"King of the Night" (performed by Ray Simpson). One of the feature dances is said to have been "The Butterfly Ballet. 
1931: Playhouse Theatre (Melb); 26 Dec 1931. - 1 Feb. 1932 
 - Dir. Alfred Broadway; Chor. May Downs. 
 - Cast incl. Joan McGuire (Red Riding Hood), Ray Simpson (Demon Depression), Linda May (Fairy  
    Prosperita), Rose McQuinn (Wolf), George Jennings (Dame Amblett, Red Riding Hood's mother), Jim  
    Romaine (Baron Amblett), Joe Archer (their boy), Jean Cooksley (Jack), Ettie Peterson (Jill), The Broadway  
    Brothers (jugglers), The Broadway Steppers, The Pony Ballet, The Tiny Tots. 
 
 "Red Riding Hood: Attractive Dancing at Playhouse." ARG: 28 Dec. (1931), 11. 
"Red Riding Hood Pantomime at Playhouse."  A: 28 Dec. (1931), 9. 
 
 
SINBAD: [pantomime]  Lib/Mus. [n/e] 
 Both reviewers writing for the leading Melbourne newspapers, the Age and the Argus appear to agree that this 
production of Sinbad the Sailor suffered from both a bad "book" and from incidents of humour that bordered on 
vulgarity. In relation to the story the Age indicates: "It has no plot, of course - what pantomime has? - but just romps 
along in a carefree, inconsequential manner, charming one, amusing one, in the good old pantomime way" (28 Dec. 
1931, 9). While the Argus review makes no mention of there being a lack of plot, it does note that the comedians were 
"worthy of a much better book, pointing to the dame role as a particular example." The critic writes: To the eye [Don  
Nicol's] Mrs Sinbad is one of the most entertaining dames pantomime has known for many years. His makeup is 
amusingly convincing and he dressed the part extremely well. It is a pity [however] that what he has to say should be, 
for the most part, not only dull but pointless [and] often objectionably vulgar" (28 Dec. 1931, 11). The amount of blue 
humour introduced into the production was viewed not only as being inconsistent with a largely children's entertainment 
but also pushed the boundaries of good taste with adult audiences too. "The only saving grace in Mr Sinbad's songs and 
conversation" wrote the Argus critic, "is that the children may miss the vulgarity in their enjoyment of her appearance 
and agile behaviour" (ibid, 11). 
 Among the production's more prominent attractions were the specialty dances "Youth is supreme… in the solo 
dancing of Robert Helpman and his charming young partners, Frances Ogilvie and Lois Green, one dark, the other fair" 
records the Argus. "It is a long day since anything so promising as their work has been see in Melbourne, and their 
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numbers were the feature of the performance. As well as grace of body, there is distinct evidence of the temperament 
and the imagination of the true artist. Especially interesting is the miming of Frances Ogilvie as the fly and Robert 
Helpman as the spider in a dance. In which an immense web provides a sinister background" (ibid, 11). 
 The scenic settings devised for the production included: The Mermaids Cave; The Port of Balsora; Underneath 
the Sea; The Rolling Ship; On the Whale's Back; The Valley of Diamonds; The Persian garden; The Spider's Web; The 
Slave Market; The Forest of Coconuts; The Shipwreck; The Almost-Human Dog; The Balloon Ballet; The Children's 
Playroom; The Ballet of Roses; The Dance of the Seven Veils; The Tree of Truth; Australian Wildflowers Ballet. 
 One of the songs incorporated into (or possibly written for) the production was "Billabong" (performed by 
Thelma Burness). Other musical performances included "Let's Get Friendly" (sung by Thelma Burness and Lillian 
Crisp) and "The Sailor's Ballet." 
1931: Theatre Royal (Melb); 26 Dec 1931. - 6 Feb. 1932 
 - Dir. Charles A. Wenman; Prod. J. C. Williamson's Ltd; M Dir. William Quintrell; Chor. Jennie Brennan,  
    with Margaret Berry. 
 - Cast incl. Field Fisher (Sinbad), Thelma Burness (Ruby, Sinbad's daughter), Kathleen Goodall (Fairy Spirit of  
    Adventure), Don Nicol (Mrs Sinbad), George Blunt (Emperor of Sahara), Lillian Crisp (Hinbad), William  
    Hassan (Dirk the Dog), Neil McKay (a comic British sailor), Athol Tier (another comic British sailor),  
    Miriam Lester (Princess Fatima, the Emperor's sister), Les King (the Old Man of the Sea), Patricia Wenman,  
    Robert Helpman (dancer), Frances Ogilvie, Lois Green. 
 
 "Sinbad the Sailor: Christmas Pantomime at Royal." ARG: 28 Dec. (1931), 11. 
"Sinbad the Sailor- Rollicking Pantomime."  A: 28 Dec. (1931), 9. 
 
 
 
 
 
 
Dan Weldon 
Associated with Bert Le Blanc's Travesty Stars, Nat Phillips' Stiffy and Mo Revue Co,  
Jim Gerald Revue Co, and Nat Phillips' Whirligigs. 
Theatre Oct. (1915), 45. 
(Courtesy of the Fryer Library, University of Queensland) 
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1932 
 
 
 Nat Phillips presented a number of new revues and classic Stiffy and Mo revusicals at the Grand Opera House 
(Syd) beginning 25 January.  Starring Phillips as Stiffy and Joe Lawman as Joe, the troupe (by now billed as Nat 
Phillips' Revue Company) had previously played a ten month season at the same theatre, and some of all of the new 
revues were possibly staged during that time. Among the revues were Back Again, Very Nice Too, Joy Sports and Au 
Revoir. The revusicals included revivals of At the Grand and All Aboard and a possible new work, Heads Off.° Among 
the principal members of the troupe were Les Warton, Dan Weldon, Keith Connelly and Stella Lamond.  
 Following the Grand Opera House season Phillips and Lawman appeared in The Follies of 1932, a 'stars of the 
past'-show staged at Sydney's Theatre Royal (28 Mar. - 4 Apr.). Among their fellow veterans were Minnie Love, Stan 
Foley, Maurice Barling (ex-Barling and Dale), Dan Weldon and Winnie Edgerton. 
A pageant-style "mystery play" entitled The Quest was staged by 300 members of the Girls Friendly Society of 
Queensland at the Brisbane City Hall over two nights in late September (29-30
th
). Although originally written for the 
1925 G. F. S. Jubilee in England, the Brisbane production was adapted by locals Rhoda Felgate and Hugh Brandon to 
better suit the Queensland celebrations. Among the production's Australian "characters," for example, are 
"Queensland," who was then followed by the "Sister States" and some "members of the G. F. S. of 1875."  The musical 
programme includes songs (solos, duets and choruses etc) and a number of dances (solo and group). The Brisbane Bach 
Society also contributed to the entertainment. The "dramatic action" of the pageant essentially illustrates the meaning of 
friendship to a lonely girl. The young woman is encouraged by the spirits of "Friendship" and "Girlhood" and a 
succession of famous women to make the right decision between taking the High Way or the Low Road.   
Frank Neil's Musical Comedy Revue Company played a four week season in Brisbane beginning 22 October, 
with the lead roles being taken by George Wallace and Ella Shields. The troupe's repertoire comprised the revues 
Pleasure Bound, Hello Happiness, Whoopee Nights and Sunny Days. Other cast members included Marshall Crosby, 
Maurice Diamond, Miriam Lester, Arthur Clarke, Billy Maloney, Maida Jones and Maggie Buckley. 
Clem Dawe's musical revue company also played a brief season in Brisbane towards the end of the year (5-25 
Nov.).  The revues staged were Here's How, Strike Up the Band and Here and There. The troupe's members included 
Dawe's brother, Eric Edgely, Syd Burchall, Dorothy White, Muriel O'Malley, Nell McGuire, Edna Moncrieff, Ann 
Luciano, and Ann and Edna Luscombe.  
The first part entertainment staged during the first two weeks of Clem Dawe's Brisbane season at the 
Wintergarden was an 'old-time' variety show, The Stars of Yesterday, which was headed by Ward Lear, Maud Fanning, 
Wally Ricado and Peggy Pride. 
J. C. Williamson's staged Pantomime Frolics at Sydney's Criterion Theatre (beginning 17 Dec.). Although the 
title of the show makes reference to pantomime, it was essentially a revue, staged without the traditional pantomime 
roles of demon, principal boy and girl, dame and fairy godmother. The company comprised both children (approx. 40) 
and adult performers, and included some 28 musical numbers, many of American origin. The show, which is believed 
to have been created by its directors, Frances Scully and Chrissie Royal, was staged twice daily up until 31 December at 
which time it transferred to the Theatre Royal for a series of special matinees (3, 5 and 6 Jan. 1933). 
 
__________ 
 
 
LONDON TO BAGHDAD:  [revusical]  Txt/Mus. [n/e] 
 Described as "mainly a dancing show, with some acrobatics and wire walking, and with a number of songs and 
a little dialogue" (BC: 25 Nov. 1932, 16), this revusical was presented in aid of the Returned Limbless Sailors and 
Soldiers Association of Queensland by Brisbane-based dance/theatre pedagogues, Netta Preston and Jack Rivkin. While 
the authorship has not been determined, it was likely put together by Preston and Rivkin, possibly in collaboration with 
one or more other local practitioners. The cast comprised mostly students from the Preston-Rivkin Studio. 
 The story concerns the matrimonial intentions of Olga Solomonstein and Errol Hemsley and the opposition of 
Olga's father. Olga turns to Mr Solomonstein's friend, Mr Cohen, for help and he stages a mock kidnapping. She and her 
young husband are subsequently married in Paris but find themselves penniless. Cohen, who runs a variety show, 
attempts to help them out but struggles due to the fact that he has lost his fortune. As luck would have it Hemsely is told 
of an inheritance - property in Baghdad, which comes to him courtesy of a recently deceased uncle. The young couple 
set out henceforth the East accompanied by Cohen, and the review ends with their arrival in the famous oriental city. 
1932: Cremorne Theatre (Bris); 24-26 Nov. 
 - Dir. Jack Rivkin; Prod. Netta Preston and Jack Rivkin; S Art. R. Hewett. 
 - Troupe: Preston-Rivkin Studio  
  
 
_______________________________ 
 
° Described as 'a musical comedy with an Eastern setting' (SMH: 1 Feb. 1932, 4), Heads Off may be a reworked version of the Stiffy and Mo 
revusical, In a Harem (1917). 
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 - Cast incl. Maisie Junmer (Olga Solemonstein), Bill Turnbull (Mr Solomonstein), Leo Crump (Errol Hemsley),  
    Eileen Richards (Sally), Les Drought (Pimple), Bob Mathews (Mr Cohen), J. Brett and L. Langley (society  
    entertainers), Babe Burton (Fifi), Leo Downs (Amos),  Lorna Downs (a gold digger), J. Greenfield and W.  
    Churchill (the kidnappers), Sneddon Stack (a waif), Una Norris (the King Master); Specialty dancers - The  
   Tapperettes, The High Steppers, Daphne Morse, Joe Greenfield, Rita Wilson, Ken Brodribb, Campbell  
    Brodribb, Vic Willis, Vi Brown, Sneddon Stack, Vi McGuire, Ron Cousins, Les Drought, Eileen Richards;  
   Acrobats - The Flying Stokes, Vi McGuire and Rhoda Kitchner. 
- Musicians incl. G. Cousins, E. Cousins, Norman Crampton, Iris Ackworth. 
 
 "London to Baghdad."  BC: 25 Nov. (1932), 16. 
 
 
COLLITS' INN:    Lib. T. Stuart Gurr; Add Lib/Lyr. George Wallace (1933); Mus. Varney Monk; Add Mus.  
 Harry Jacobs (1933); Add Lyr. Charles Zwar and Jock McLeod (1933).  
# Currency, 1990  
 A romantic and historical musical set at foot of the Blue Mountains west of Sydney, the story revolves around 
Mary Collits (the daughter of the inn's proprietor, Pierce Collits) who falls in love with Captain John Lake, the 
commander in charge of a gang of convicts building a road across the mountains. The situation is complicated by 
Robert Keane, a hard-done-by outlaw, who is himself in love with Mary. Keane is supported by Mary's father, who not 
only shares a similar hatred of the red-coated soldiers, but is also under obligation to the bushranger. The story 
culminates in a duel between the two suitors, leaving Keane to die a noble death in a fair fight. The love affair is put on 
hold, however, when Lake is recalled to England and Mary's memory of him is erased through an accident. When the 
hero returns three years later to claim his true love her memory is restored amidst great rejoicing and happily-ever-
afters. 
The origins of Collits' Inn came about following the announcement in 1930 of an operetta competition 
sponsored by Sydney singing teacher, Miss Nathalie Rosenwax. Determined to enter, Mrs Varney Monk told her 
neighbour, newspaper editor T. Stuart Gurr, the bare bones of a legend she had once heard while on holiday in the Blue 
Mountains, and he proceeded to write the libretto. Although their entry came second (to the Island of the Palms by 
Arnold R. Mote and Margery Browne), it was deemed more ready for performance and was subsequently staged by 
Miss Rosenwax’s students at the Savoy Theatre (Syd) in 1932.  This production, which starred well-known professional 
Rene Maxwell as Mary Collits, was conducted by Howard Carr (once associated with George Edwardes' musicals in 
London). The orchestra leader was Varney Monk's husband, Cyril Monk. Following the initial production Carr, on the 
urging of the composer, approached producer Frank Thring about the show. Monk was subsequently invited to see 
Thring in Melbourne, and according to her he accepted the musical on the spot.  
 Described in the Age as a  "sensational triumph" and "universally acclaimed as one of the greatest ever 
productions ever staged in Australia" (26 Dec. 1933, 12), Collits' Inn was scheduled to be turned into a cinematic 
release by Frank Thring's EFFTEE Film Productions, but this eventually fell through. The venture only proceeded as far 
as screen tests for the roles of Mary and Lake.  Negotiations with British entrepreneur, Charles B. Cochran were also 
started but Thring's death in 1936 saw this opportunity shelved indefinitely. Aside from two truncated ABC broadcast in 
1943 and 1951, all other revivals have been amateur performances, with the exclusion of the 2007 concert version. 
These amateur productions include: the Ballet and Theatre Club (Syd) in 1946, which presented extracts only; the 
Mosman Musical Society (Syd) and Sydney Boys High School, both presented as part of the Jubilee celebrations in 
1951; the Nepean Musical Society (Syd) in 1963. There is also believed to have been a performance staged by the St 
Alban's Dramatic and Musical Society (Syd) in the late 1950s or early 1960s. 
Bronwyn Arthur's claim in "The Pub with no Peer" (1995) that Collits' Inn holds its place in Australian music 
theatre history as the first occasion on which Australian audiences were offered their own history and idiosyncratic 
characters on the professional stage, (133), indicates a unawareness of Australian popular culture theatrical production 
over the previous five or more decades. As this chronology demonstrates, while Collits' Inn may have been the first 
attempt in this country to provide an all-Australian musical in the new Broadway tradition, Australian characters, 
situations and history had been the thematic focus of pantomimes, burlesques, musical comedies and revusicals long 
before 1932. 
1932: Sayoy Theatre (Syd); 5 Dec.  
 - Cond. Howard Carr; Orch Ldr. Cyril Monk. 
- Cast incl. Rene Maxwell (Mary Collits), Robert Gemmell (Pierce), Norman Barnes (Ensign Lake), Donald  
   McNiven (Robert Keane), Alwyn Porter (Dandy Dick), and Ann Stuart Gurr (Mistress Dale).  
1933:   Princess Theatre (Melb); 23 Dec.1933 - 7 Apr. 1934   (approx 100 pfm) 
 - Dir. Claude Fleming; Prod. F. W. Thring (Efftee Productions); M Dir. Fred Quintrell; Chor. Jennie Brennan  
    and Margaret Berry; S Mngr. Claude Flemming; S Art/Des. W. R. Coleman, George Kenyon and Rupert  
    Brown; Vocal Ensemble Arr. Howard Carr. 
 - Cast incl. Gladys Moncrieff (Mary Collits), Robert Chisolm (Ensign Lake), Claude Flemming (Robert  
    Keane), George Wallace (Dandy Dick), Marshall Crosbie (Pierce Collits), Bryl Walkley (Mistress Dale),  
    Russell Scott (Capt. Burnley), Ron Riley (Gov. Darling), Phyllis Baker (Sally), Norman Shepherd (Carthew),  
    Ashton Jarry (Courtney), D'Arcy Kelway (Evans), John Dobbie (Toby), Les King (Charlie), Ron Riley  
    (Banks), Chas. Davis (Brown), Phillip Peake (Sergeant). 
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 - The production utilized the first revolving stage in Australia, and comprised 64 cast members. The premiere  
    also involved a live "descriptive broadcast" by Station 3KZ of the audience arriving at the theatre and the  
    complete broadcast of Act 1. This was then relayed to other states. 
1934:  New Tivoli (Syd) 22 June - 23 Aug. 
 -  Cast and Production mostly as for Melbourne season. 
1943: ABC Radio broadcast  (truncated version) 
1951: ABC Radio broadcast  (truncated version) 
2007: Army Drill Hall, 239 A'Beckett St, Melbourne; 25 Mar.   [1 pfm] 
 - Prod. Jonathon Harvey, Arts Victoria and Warner Chappell; M Dir/Cond. Johannes Roose. 
 - Cast incl. Charles Tingwell, Jane O'Toole, Sue Braatvedt, Matthew Davine, Ian Cousins. 
 - Musicians: Victorian Concert Orchestra. 
 - A concert performance of selected scenes, presented as a celebration of the musical's 75
th
 Anniversary.    
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ROBIN HOOD:  [pantomime]  Li/Mus. [n/e] 
 With a cast 70 children, aged between four and 16 years of age, the pantomime was presented under the banner 
of "The Stars of Tomorrow."  The Brisbane Courier critic records that the musical numbers were particularly well 
rendered, while the stage equipment and costumes were attended to with artistic care (17 Dec. 1932, 8). 
1932: Theatre Royal (Bris); 17 Dec. -       [am] 
 - Dir. Walter Pym. 
 - Cast incl. Minnie Haase, Norma Clelland, Edna Kelly, Mervyn Cross, Russell Tyson, Joan Brewer, Eileen  
    Lynch, Joyce Durkin, Dawn Place, Jacky Shannon, Joyce Guerney, Margaret Langford, Bernice Kavanagh. 
 - Presented in aid of the 4BH Christmas Fund. 
 
 "Theatre Royal." BC: 17 Dec. (1932), 8. 
 
 
THE CHARM:  [pantomime]  Lib. Winifred Carmichael; Mus. [n/e] 
1932: Killara (Syd); 17 Dec. - [am] 
 - Dir. Nest Tait-Hall; M Dir. Gladys Pollard; Chor. Sybil Beaston. 
 - Cast incl. Kathleen Ashton, Nancy Upward, betty Upward, Nancy Russell, Betty Thompson, Peggy  
    Thompson, Rosemary Clerk, Joan Pollard, Jim Martin, Geoffrey Martin, Phillipa Day, Brian Tait, Peter  
    Banks, Valerie Hildebrand, Paul Hammond. 
 - Presented in aid of the Children's Hospital, along with Mother Hubbard's Christmas Party. 
 
 "Christmas Pantomimes at Killara."  SMH: 19 Dec. (1932), 4.      
 
 
MOTHER HUBBARD'S CHRISTMAS PARTY:  [pantomime]  Lib. J. S. Heron; Mus. [n/e] 
1932: Killara (Syd); 17 Dec. - [am] 
 - Dir. Nest Tait-Hall; M Dir. Gladys Pollard; Chor. Sybil Beaston. 
 - Cast incl. Felicity Heron, Dick Upward, Hazel Bromley, Nancy Balderick, Peter Banks, Rosemary Heron,  
    Joan Brennan, Pat Johnston, Gwillian Gale, Geoff Martin, Lindsay Bromley, Jean Hildebrand, Jim Martin,  
    Janet Foxall, Ronny Thompson, Patty Thompson, Nancy Hall, Valerie Hildebrand, Mariette Dietrich, David  
    Chrystal, Helen Crystal; Dancers: Joy Peterson, Jean Adamson, Naomi Rowe. 
 - Presented in aid of the Children's Hospital, along with Mother Hubbard's Christmas Party. 
 
 "Christmas Pantomimes at Killara."  SMH: 19 Dec. (1932), 4.       [rnib] 
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1933 
 
 The Jim Gerald Revue Company staged a "min-revue" called Sunny Spain during the Happy Ideas first part of 
the 31 March-6 April season (Tivoli Theatre, Sydney).  The main revusical for that week was A Moorish Maid (see 
below). Sunny Spain is likely to have been a short musical scena/sketch, as the remainder of the first part comprised 11 
other "happy ideas" (SMH: 3 Apr. 1933, 5). The company returned to Sydney later in the year and presented a special 
all-ages Christmas show at the Tivoli Theatre (Syd) beginning 26 December. The programme comprised two revues, 
Joybells and Happy Hours and included specialty acts like Abdy's Animal and Bird Circus, The Three Alecs 
(Continental clowns) and The Three Orlandos (adagio dancers).  
__________ 
 
HE'S IN AGAIN:   [revusical]   Txt/Mus. [n/e] 
 In reporting on Jim Gerald's final revusical for the 1934 Melbourne season (prior to his staging of The 
Honeymoon Girl), the Age theatre critic writes : "With a range limited to well-worn paths it is surprising that Jim Gerald 
and his company of artists manage to attract large audiences to the Tivoli. The explanation is that the various turns or 
acts produced by this tireless comedian invariably strike a fresh note. Saturday's production was well up to the high 
standard set some time ago. As the title suggests, the show is a bright musical comedy and practically every 
contribution to the programme by different players met with liberal rounds of applause" (8 Aug. 1934, 10). The Sydney 
Morning Herald critic described the show the previous year as being "a joyous jamboree of jazzy jinks and jollity" (20 
Feb. 1933, 4). 
1933: Tivoli Theatre (Syd); 24-30 Feb.    
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
- It Ended in Spain was advertised as being the show for the week of 24 February - 2 March. He's in Again was  
   staged instead, with It Ended in Spain produced the following week. 
1934: Tivoli Theatre (Melb); 14-20 July 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Russell Callow, Catherine Neil, Edna Ralston, Lily  
   Coburn, Thelma Duff, Tom Dale, Owen Laurence, Lance Vane, Frieda Bohning, Vilma Kaye, Bobbie  
   Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
 
"New Tivoli Theatre: Varied Programme." SMH: 20 Feb. (1933), 45.         
 
 
IT ENDED IN SPAIN [aka THE STOLEN GARTER]:   [revusical]   Txt/Mus. [n/e] 
 'A three act revue which includes some lively situations in different countries,' records the Sydney Morning 
Herald, 'the revue, as the title implies, ends in sunny Spain, with the inevitable introduction of the bullfighting ring. The 
production is full of clever acting, and Mr Gerald provided plenty of good fun in the role of Mr Flatfoot - a shopwalker. 
Bright musical and dancing turns - there are eleven of them - are interspersed in the revue and the members of the 
company maintain a high standard of excellence in their respective numbers. One of the outstanding turns was the 
singing of "Wonderful Dreams" by Mr Tom Dale.' (26 February 1933, p5). An advertisement in the same paper also 
indictaes that Gerald at one stage during the story played 'a valient torreador' (23 February 1933, p2).  
In its review of The Stolen Garter (as the show later became known), the Age reports that during the course of 
the story Gerald, as 'a shop walker of very fruity vintage,' had a fight with a bull; and as the drunk coming home from a 
battalion reunion he also did some clever acrobatics. The paper's critic was not overly impressed with the show, 
however, porting that it lacked the vim and colour of the comedian's previous productions, although it still contained 
much that was entertaining. A Jewel ballet and an acrobatic dance were said to have been two of the best of the dancing 
numbers (18 June 1934, p11). 
1933: Tivoli Theatre (Syd); 24-30 Feb.    
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald, Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning, Thelma Duff, Will  
   Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve  
   Twinklers. 
1934: Tivoli Theatre (Melb); 16-22 June   [as The Stolen Garter] 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, Vilma Kaye, Bobbie Clifton, Will Perryman, Max Reddy; and the Twinklers. 
 
"New Tivoli Theatre: It Ended in Spain." SMH: 26 Feb. (1933), 5.       
"Tivoli - Revue and Vaudeville." A: 18 June (1934), 11.      
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THE GINK FROM GEORGIA:   [revusical]   Txt/Mus. [n/e] 
 Jim Gerald played Silas Hawke, a bogus millionaire (aka the gink from Georgia), who frequently refers to his 
"yat" (yacht). Among the feature songs and scenes in the 1933 production were: "Paddy McGinty's Goat" (Jim Gerald), 
"Roses of Picardy" (Frieda Bohning), "Rock a Bye Baby" (Jim Gerald and Lily Coburn), "When the Sun Comes Over 
the Hill" (Heather Jones and chorus), and "Home to Our Mountains" (Will Perryman and Frieda Bohning). 
1933: Tivoli Theatre (Syd); 24-30 Mar.    
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald (Silas Hawke), Lily Coburn, Reg Hawthorne (Sir George Hunter), Howard Hall, Frieda  
   Bohning, Thelma Duff, Will Perryman, Lou Cottam, Tom Dale, Heather Jones, Thelma Bryce, Jess Gillam,  
   Vilma Kaye; and the Twelve Twinklers. 
1934: Tivoli Theatre (Melb); 14-20 Apr. 
 - Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale, Lance Vane, Frieda  
   Bohning, George Moon Jnr, Vilma Kaye, Bobbie Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
 
"New Tivoli Theatre: The Gink from Georgia." SMH: 27 Mar. (1933), 5.        
"Tivoli Theatre - Jim Gerald Co." A: 16 Apr. (1934), 14.    
 
 
THE MOORISH MAID:   [revusical]   Txt/Mus. [n/e] 
 Jim Gerald played Perkins, a money-lender who goes to Morocco to help search for a treasure that belongs 
to one of his clients. The Sydney Morning Herald records in 1933 that the story largely revolves around the character of 
Robert Owens, the client who conditional on marrying the Egyptian girl Imadear, will receive his uncle's fortune (in the 
form of the treasure). The problem is that Owens actually loves Isobel Jefferson. After a number of humorous incidents 
Owens is eventually able to achieve both his goals - marrying Isobel and gaining the money - through the help 
of Perkins. 'Mr Gerald's part,' writes the paper's critic, 'provides him with plenty of opportunities for clever acting and 
the climax is reached when Perkins, disguised as a Moorish maid, discloses his identity' (3 Apr. 1933, 5). One of the 
other principal characters in the revusical is Mahomed (Emissary of the Sultan).  
 Among the musical numbers inserted into the 1933 production were: "Bedouin Love Song" (sung by Will 
Perryman), "Ballet of the Harem" (Thelma Duff and chorus) and "Dance of the Sultan's Favourites" (performed by Jim 
Gerald, Thelma Duff and Jessie Gillam). 
1933: Tivoli Theatre (Syd); 31 Mar - 6 Apr.    
- Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Cast incl. Jim Gerald (Perkins), Lily Coburn, Reg Hawthorne, Howard Hall, Frieda Bohning (Imadear),  
   Thelma Duff, Will Perryman, Lou Cottam, Tom Dale (Robert Owens), Heather Jones (Isobel Jefferson),  
   Thelma Bryce, Jess Gillam, Vilma Kaye; and the Twelve Twinklers. 
1934: Tivoli Theatre (Melb); 31Mar. - 6 Apr.     [return season: 28 July - 3 Aug.] 
 - Dir. Jim Gerald; . Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale, Lance Vane, Frieda  
   Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
 
"New Tivoli Theatre: The Moorish Maid." SMH: 3 Apr. (1933), 5.        
"Tivoli - Bright Revue." A: 30 July (1934), 10.      [rnib] 
"Tivoli - Jim Gerald's Revue." A: 2 Apr. (1934), 8.      [rnib] 
 
 
THE SHIP OF HEAVEN:  [music theatre]  Txt. Hugh McCrae; Mus. Alfred Hill 
 Although the text for The Ship of Heaven was written sometime around 1923 by Hugh McCrae, it was not given 
a theatrical production until 1933 when Doris Fitton produced it at her North Sydney Independent Theatre Company. 
McCrae is said to have wanted Alfred Hill to write the music for it right from the beginning, but is was not until the pair 
met some number of years later that the project was raised. According to the Sydney Morning Herald when Hill read the 
script "he became fired with enthusiasm, and set to work on the score" shortly thereafter, completing the work in some 
three weeks (30 Sept. 1933, 8).  
A two act musical fantasy constructed around poetry rather than a prose text, The Ship of Heaven is described 
by one critic as "simply a sprightly array of nonsense. That is, presumably, what its author intended it to be. Even the 
very slender thread of plot which the printed synopsis affords becomes quite lost in the telling; so that a spectator who 
failed to consult his programme would be utterly disconcerted" (SMH: 9 Oct. 1933, 6). While not based on a 
specifically Australian theme, the narrative's setting is nevertheless a recognition of Australian literature. The narrative 
concerns a heavenly ship which once a year calls on Earth in order to convey a select body of "quite nice people" to a 
land "beyond the yellow island moon." Sir Gorgeous Gobble, a man of this world who has failed to get aboard the ship, 
pursues it in his aeroplane. McCrae also introduces witches, ghosts and hobgoblins; flowers (represented by pretty 
ballet girls).  The  chief  characters  include  "the Devil,  clad in conventional  red and  heaping  mockery on the troop of 
___________ 
NB: Re: Jim Gerald Revue Company. Frieda Bohning's surname is sometimes spelled Bonning. 
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choristers; an egregiously tall clergyman, with a proportionately high tubular hat; and a doctor who, during an interlude, 
attends to some patients and is seen cutting a dummy figure and throwing the dismembered segments into a furnace" 
(SMH: 9 Oct. 1933, 6). 
 The ballets were produced by the leading actor, Misha Buriakov, principal of the Lightfoot-Burlakov School of 
dancing, which provided the members of the ballet ensemble. The choir consisted of members of Richard McCelland 
and Roland Foster. The Sydney Morning Herald review records that "during the first interval the audience was surprised 
to hear energetic bangings and sounds of rending wood from amongst the orchestral players. Apparently dissatisfied 
with the rostrum that had been built for him, Mr Hill had emerged, equipped with a hammer and proceeded to break the 
structure in pieces" (6). 
1933: Savoy Theatre (Sydney); 7, 14, 21, 28 Oct., 4. Nov.   [Saturday performances only] 
 - Dir. Doris Fitton; Cond. Alfred Hill; Chor. Misha Buriakov; S Art. Dr Don Finley and Eva Kuraz; Cost.  
    Mahdi McCrae. 
 - Cast incl. Misha Buriakov, Maisie Buchanan, Lorna McKean, Pauline Henriques, Robert Scott, Harold  
   Tollemache, Richard Parry. 
 
D. S. "McCrae in Heaven."  B: 6 June (1951), 2. (D. S. is Douglas Stewart) 
Fitzgerald, Robert D.  M: 10.3 (1951), 307, 309, 311.       [rnib] 
"Independent Theatre, The."  SMH: 4 Nov. (1933), 10. 
McCreadie, Andrew D. "Alfred Hill (1870-1960): Some Backgrounds and Perspectives for an Historical Edition." MMA: 3 (1968), 205. 
Moore, William.  "Development of Australian Drama, The."  Best Australian One-Act Plays (1937), xix-xxvii.      [rnib] 
O'Brien, C.J.H.  "Play-Field 'En Espagne.'" S: 12.4 (1951), 216-18.      [rnib] 
"Ship of Heaven: A Musical Fantasy, The."  SMH: 9 Oct. (1933), 6. 
"Sundry Shows."  B:  11 Oct. (1933), 18. 
"Theatrical Events."  SMH: 30 Sept. (1933), 8. 
 
 
OH WHAT A NIGHT:  [revusical]  Txt. George Wallace; Mus. [n/e] 
1933: Civic Theatre (Syd); 9 Dec. - 1 Feb. 
 - Dir. George Wallace. 
 - Cast incl. George Wallace. 
 - Staged as supporting entertainment to the Beaumont Smith film, The Hayseeds.  
 
 
DICK WHITTINGTON AND HIS CAT:  [pantomime]  Lib/Mus. [n/e] 
 The Sydney Morning Herald reports that although aimed largely at children the pantomime was in some aspects 
a bit too sophisticated and too long. "Produced in Mr Ernest C. Rolls' characteristically opulent style," writes the paper's 
critic, "yesterday the show lasted more than three hours and a half, so that there is scope for pruning." The review goes 
on to note, however: Most of the comic scenes… made the children bounce up and down on their seats with joy, and the 
pretty spectacles, particularly a fairy ballet, with gnomes and rabbits and witches taking part seemed to delight them. 
Perhaps the most negative criticism was that the scene in Bluebeard's palace contained dialogue that was too coarse and 
incidents that were too gruesome for the younger children (26 Dec. 1933, 7). 
One of the songs incorporated into the pantomime was "I Wish the Stars were a Million Guitars," sung by Betty 
Kent as Dick Whittington. 
1933: Criterion Theatre (Syd); 27 Dec. 1933 - 3 Feb. 1934 
 - Dir/Prod. Ernest C. Rolls. 
 - Cast incl. Betty Kent (Dick), Renie Riano (Princess Lotus Blossom), Charles Norman (Idle Jack), Jack  
    Kellaway (Mrs Grump), Marie Doran (Alice), Sylvia Kellaway (Willie), Chic Arnold (lazy Pete), Eve Alwyn,  
    The Seven Flying Whirlwinds, Billy Kershaw (the Cat). 
 - Presented as a matinee performance only due to the simultaneous season of Ernest C. Rolls production of the  
    revue, Trout Paris. A number of the pantomime cast members were also involved in the revue. 
 
 "Dick Whittington: Pantomime at the Criterion." SMH: 26 Dec. (1933), 7. 
 
 
DICK WHITTINGTON AND HIS CAT:  [pantomime]  Lib/Mus. [n/e] 
 The Courier Mail theatre critic writes that the success of this version of the popular children's pantomime was 
dependant on "the introduction of numerous and attractive [vaudeville] turns." The review also notes that management 
had sought to support local artists, with the most prominent role, that of Dick, going to local actress Al Morley.  The 
cast of the pantomime is said to have comprised 60 performers. The pantomime was preceded by Ye Old Nigger 
Minstrel Prologue, which was staged by a minstrels and variety company.  
1933: Cremorne Theatre (Bris); 26 Dec. 1933 - 1 Jan. 1934 
 - Dir. Bert Corrie; Prod. Sydney Theatre Syndicate. 
 - Cast incl. Miss Al Morley (Dick), Mabel Cormack (Alice Fitzwarren), Ruby Stokes (Fairy), George Till  
    (Baron Buttercup), Bert Corrie (Rastus), Sid Douty, Daisy Dale, Cubby Pittman. 
 
 "Dick Whittington." CM: 27 Dec. (1933), 15. 
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1934 
 
 The Jim Gerald Musical Revue Company had by 1934 returned to presenting largely mini musical comedy 
productions (revusical) after experimenting for several years, beginning ca. 1929, with revue.  At least on production 
staged during the company's Tivoli Theatre (Melb) season appears to have been revue, however, this being Come Up 
and See Us (14 July). Interestingly the Age theatre critic proposes that the show was considerably below the usual 
standard, lacking brightness and crispness, and containing generally weak material (16 July 1934, 12). 
 
__________ 
 
 
THE MIXED BRIDES:   [revusical]   Txt/Mus. [n/e] 
 The Age records: "Following a first half of vaudeville turns… [Jim Gerald] staged a sort of revue entitled Mixed 
Brides, throughout the action of which he ignored anything approaching sequence and story and frolicked through the 
scenes and below the footlights at his own sweat will. His most brilliant effects were achieved with Freida Bohning, 
who is singing charmingly on the deck of a ship. The two hands of Miss Bohning trying to prevent the comedian from 
falling might have been the imaginary hands of everyone in the crowded house so skillfully did Mr Gerald play on the 
fancy of his audience" (9 Apr. 1934, 10). 
1934: Tivoli Theatre (Melb); 7-13 Apr. 
 - Dir. Jim Gerald; Prod. Con-Paul Theatres (Mike Connors and Queenie Paul). 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale, Lance Vane, Frieda  
   Bohning, George Moon Jnr, Vilma Kaye, Robbie Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
- A second installment of the revue Happy Ideas was staged as the first part entertainment. See Happy Ideas  
  entry in 1929 file. 
 
"Jim Gerald at the Tivoli." A: 9 Apr. (1934), 10.      [rnib] 
 
 
THE PLUMBER'S DILEMMA:   [revusical]   Txt/Mus. [n/e] 
 The Age records: "In the course of a tabloid musical comedy, The Plumber's Dilemma, on Saturday, Gerald 
appeared in golfing costume and as Nero at a fancy dress ball, and it would be difficult to imagine anything more 
comical. Earlier in the performance he had given a clever sketch of a hen-pecked husband afflicted with the 'flu, and in 
his listening-in to a wireless story of Red Riding Hood was perfect pantomime. He was supported by the usual small but 
talented company, the strong point of which was the delightful dancing" (28 May 1934, 11). 
1934: Tivoli Theatre (Melb); 26 May - 1 June 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Edna Ralston, Lily Coburn, Thelma Duff, Tom Dale,  
   Lance Vane, Frieda Bohning, Vilma Kaye, Bobbie Clifton, Will Perryman, Max Reddy; and the Six  
   Twinklers. 
-  Charles L. Sherman joined the troupe on 12 May, appearing in I Don't Want to be a Jockey (see Whips and  
   Quips). It is believed that he replaced George Moon Jnr, who went on to join the Melbourne season of  
   George M. Cohan's musical comedy The Merry Malones (Apollo Theatre, beginning 23 June).  
 
"Tivoli Theatre - Jim Gerald Co." A: 28  May (1934), 11.      
 
 
BROADWAY NIGHTS:   [revusical]   Txt/Mus. [n/e] 
 A mini musical comedy in two scenes, Broadway Nights saw Jim Gerald appear as a night clerk in a 
metropolitan hotel.   
1934: Tivoli Theatre (Melb); 7-13 July 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Russell Callow, Catherine Neil, Edna Ralston, Lily  
   Coburn, Thelma Duff, Tom Dale, Owen Laurence, Lance Vane, Frieda Bohning, Vilma Kaye, Bobbie  
   Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
- This production of Broadway Nights followed a first part entertainment billed as Ye Old Nigger Minstrels.  
   Presenting old-time plantation songs and the tradition minstrel semi-circle, the cast include Jim Gerald and  
   Max Reddy (tambos) and Charles L. Sherman and Owen Laurence (bones)  
 
"Tivoli Theatre - Ye Old Nigger Minstrels." A: 9 July (1934), 12.      [rnib] 
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HIS LUCKY DAY:   [revusical]   Txt/Mus. [n/e] 
1934: Tivoli Theatre (Melb); 21-27 July 
 - Dir. Jim Gerald; Prod. Tivoli Circuit Australia Pty Ltd. 
- Troupe: Jim Gerald's Musical Revue Company. 
- Cast incl. Jim Gerald, Charles L. Sherman, Lou Cottam, Russell Callow, Catherine Neil, Edna Ralston, Lily  
   Coburn, Thelma Duff, Tom Dale, Owen Laurence, Lance Vane, Frieda Bohning, Vilma Kaye, Bobbie  
   Clifton, Will Perryman, Max Reddy; and the Six Twinklers. 
 
 
BLUE MOUNTAINS MELODY: [musical comedy] Lib. J. C. Bancks; Mus/Lyr. Charles Zwar 
 A collaboration between J. C. Bancks (the creator of the Ginger Meggs cartoon strip) and emerging composer 
Charles Zwar, the action takes place in the NSW Blue Mountains region, Sydney's Palm Beach and King's Cross areas. 
Inspiration for musical came from  the American stage and screen, and thus the production featured American-style 
cabaret songs and gangsters with Chicago accents. Blue Mountains Melody was Zwar's first professional production. 
Three years later he moved to London and established a high profile career there as a composer and musical director. 
No revivals are believed to have occurred after the Melbourne season. 
 Among the songs written for the musical are: "Cooee" and "How I Love You" (performed by Gladys Moncrieff) 
and "I’d Like to be a Statue in the Park" (sung by Phyllis Baker and Alfred Frith). 
1934: Theatre Royal (Syd) 15 Sept. - 26 Oct.   (6 week season) 
 - Dir. Frederick Blackman; Prod. J. C. Williamson's Ltd; M Dir; Andrew MacCunn.  
 - Cast incl. Madge Elliott (cafe singer and dancer), Cyril Ritchard (sheep and cattle king), Gus Bluett  
   (boxer), Athol Tier (life saver) Leo Franklin, Don Niccol, Marie Le Varre, Agnes Doyle, Lois Green,  
   Charles Zoli, George Moon, Arthur Cornell, the Kelly Trio, Mona Potts, Eric Bush, Mona Zeppel,  
   Frank Leighton, Harry Death Jnr, Roy Hart. 
 -  The rest of the cast composed of choruses of hikers, guests, bathing girls and boxing girls. 
 -  Musicians incl. Charles Zwar (piano), Gabriel Joffe (piano). 
 -  The season was forced to close early due to the company having been pre-booked for a Melbourne season. 
1934: His Majesty’s Theatre (Melb) 3 Nov. - 20 Dec.  (7 weeks) 
 -  Cast and production mostly as for Sydney season. 
 -  The show was selected for a Gala performance for visiting British royal, Prince Henry. 
  
 "Australian Play: Success of Blue Mountains Melody." SMH: 17 Sept. (1934), 4. 
SMH: 17 Sept. (1934), 4.  Advert. 
 
 
THE CEDAR TREE:   Lib. Edmund Barclay; Lyr. Helene Barclay with Jack McLeod and Varney Monk;  
 Mus. Varney Monk 
 The Cedar Tree is set in the picturesque timber country between Parramatta and the Hawkesbury River, an area 
opened up in the early days of settlement by the cedar cutters. The story concerns Dianella Weston who carries on the 
ship-building yard of her father, having been loved by two suitors, Lieutenant Verners, of the Queen’s Regiment and 
Roger Carstairs, a rich Sydney merchant. A dissolute brother introduces the tragic touch, with comedy by the Flying 
Pieman. Being an "early" Australian romance, a bushranger is included in the narrative as a several thrilling situations. 
Love and sacrifice are the main themes, with a good measure of sentiment added. 
 One of the features of the production was the dance of the animals and birds in the mountain gully, the animals 
including a number of native bears and a lyre bird. This aspect of the production was produced by Pat Eadie. 
1934: Princess Theatre (Melb); 22 Dec. 1934 - 16 Feb. 1935 
 - Prod. F. W. Thring (Efftee Productions); Dir. Claude Flemming; Cond. Fred Quintrell; S Art/Des. W. R.  
    Coleman and George Kenyon; Chor. Jennie Brennan; Ast Chor. Molly Radcliffe. 
 - Cast incl. Gladys Moncrieff (Dianella Weston), Russell Scott (Lieut. Peter Verners), Alfred Frith (The Flying  
    Pieman), Claude Flemming (Roger Carstairs), Reginald Roberts, Bryl Walkley, Phyllis Baker, Jean Batty,  
    Paul O'Loughlin (Carvel), Joe Valli, Norman Shepherd, Les King, Jock Thompson, Robert Nicolson, Gloria  
    Williams, Gwen Burgoine, Thelma Kurtzon, Phyllis Glen. 
 - Musicians incl. Alma Palmer. 
1935: Criterion Theatre (Syd) 16-30 Mar. 
 -  Cast and production mostly as for Melbourne season. 
-  A cast member mentioned in reviews of the Sydney season, but not for the earlier Melbourne production was     
    Ashton Jarry. 
 
Barclay, Helen and Varney Monk. "Cedar Tree, The." (1946). (music score) 
 "Cedar Tree, The." A: 24 Dec. (1934), 10. 
 "Cedar Tree - Fine Australian Play." SMH: 18 Mar. (1935), 6. 
 "Some First Nights." B: 9 jan. (1935), 19.       [rnib] 
 West, John. CTTA: (1995), 130. 
 
_______________________________ 
 
NB:  Re: Jim Gerald Revue Company. Frieda Bohning's surname is sometimes spelled Bonning. 
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MOTHER GOOSE:  [pantomime]  Lib. Frank Neil and Jim Gerald; Mus. [n/e] 
 Likely based on Frank Neil's 1927 Mother Goose pantomime, with additional new material by Jim Gerald, this 
version presents an array of characters including Demon Ill-Will, Fairy Heartease, a miraculous goose, a comical horse 
and various species of the human race, this pantomime was described in the Age as containing not much that was new, 
but nevertheless had a "great deal which has proved successful in the past" (27 Dec. 1934, 8).  The story sees Demon 
Ill-Will vow to make Mother Goose (a perfect example of a contented human being), discontented and unhappy. Thus 
he causes an overgrown goose with the capacity of laying ponderous golden eggs to stray into the widow's back yard. 
From this all sorts of humorous situations arise, including a hilarious trial of strength between the Demon and Fairy 
Heartease. This scene was also responsible for periodic outbreaks of dance and several comic songs. Another highlight 
was the juvenile ballet, which consisted of children, impersonating such characters as Micky Mouse, the Three Little 
Pigs, the Big Bad Wolf, golliwogs and wooden soldiers as they danced.  
1934: Kings Theatre (Melb); 26 Dec. 1934 - 2 Feb. 1935 
 - Dir. Jim Gerald; Prod. Frank Neil; Chor. Jennie Brennan. 
 - Cast incl. Jim Gerald (Mother Goose), Hetty King (principal boy), Harry Ratcliffe (Demon Ill-Will), Pat  
    Wenman (Jack), Isabel Mahon (Jill), Stan Foley, Nick Morton.  
 - Specialty dances were presented by Corrie Lodders, L'Etoile and Laurence, and the Three Amazing Orlandos. 
 
"Mother Goose at King's."  ARG: 27 Dec. (1934), 4. 
"Mother Goose: Pantomime at the Kings."  A: 27 Dec. (1934), 8. 
 
 
JACK AND THE BEANSTALK: [pantomime]  Lib. Bert Ray; Mus. [n/e] 
  The Age records that in presenting this popular fairytale pantomime story, Messrs O'Donnell and Ray served it 
"afresh with new and pleasing variations, including several specialties, a puppet show, clever acrobatics, a toy soldier 
parade, and a "most realistic frog-like presentation" (27 Dec. 1934, 8). The action is built around Demon Nightshade's 
attempt to wreck the happiness of Dame Trot and her family by persuading her to drink from a wishing well. Instead of 
being made beautiful as she was promised, Dame Trot loses all her wealth she has gained since her son Jack planted the 
magic beans. With the help of Fairy Prosperita, however, everything turns out for the best. The evil Demon gets his just 
deserts, Dame Trot gets back her looks and Jack marries the wicked baron's beautiful daughter, Alice. 
1934: Garrick Theatre (Melb); 26 Dec. 1934 -  29 Jan. 1935 
 - Dir. Bert Ray; Prod. Mr O'Donnell and Bert Ray. 
- Cast incl. Bert Ray (Dame Trot), Hazel Nutt (Jack), Harry Ross (Baron Graball), Leslie Barrie (Demon  
   Nightshade), Ida Raymond (Fairy Prosperita), James Olson (Giant Blundebore), Sadie Anderson (Alice, the  
   wicked Baron's daughter), Alan Jeffs, Arthur Rex, Edna Hardy (dancer), Lorraine Clarke (dancer),  
   Bromfield's Lilliputians. 
- Other characters include Myrtle the intelligent and gymnastic cow, and Flip the Frog.  
 
 "Jack and the Beanstalk."  ARG: 27 Dec. (1934), 4. 
 "Jack and the Beanstalk - A Bright and Successful Pantomime."  A: 27 Dec. (1934), 8. 
 
 
 THE MAGIC GUM TREE:  [children's musical]  Lib/Mus. Arline Sauer 
 # W. H. Paling, 1934. 
  Subtitled An Australian Play for Children.  
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1935 
 
 Roy Rene (in association with Mike Connors and Queenie Paul) returned to Melbourne's Apollo Theatre 
beginning Boxing Day with the revue Go to Town. The company also included Sadie Gale, Lulla Fanning, Maurice 
Barling, Doris Whimp, Ronnie Hay, Max Reedy, Edna Cahill, Pat White and Chic Arnold. 
__________ 
 
RHAPSODIES OF 1935:  [revue]  Txt. [n/e]; Mus incl. Jack O'Hagen 
 "With his instinct for the spectacular and the bizarre," writes an Age theatre critic, "Ernest C. Rolls plies scene 
upon scene until he gropes about exhausted amid the confusion. Rhapsodies of 1935… is just one heap of 
entertainment… a sort of theatrical scramble. But it was an exuberant, delightful, lop-sided, extravagant, elusive 
scramble" with superb dancing and very original costumes. (4 Feb. 1935, 12).   
The Age review also records that although the lyrics were weak, the music by Jack O'Hagen was light and 
entrancing, with the singing of Strella Wilson and William Perryman bringing special mention.  Songs known to have 
been presented in the revue were the scene numbers "Land of Smiles" (sung by Strella Wilson in the role of Madame 
Dalska) and "The Maid of Madrid" (sung by William Perryman and accompanied by the ballet chorus). Alec Kellaway 
scored much success, too, with his performance of "Play Me an Old-Fashioned Melody." 
The sketches included "Modern Marriage," in which Roy Rene came before the stage in the full dress of a duke 
in the Guards and proceeded to tell the story of his life. The critic describes Rene's performance as "startling versatile" 
and "the surprise of the revue." Other highlights of the revue included the sketches "The Age of Compromise" "Gore 
Galore," along with two specialty act performed by dancer Eve Alwyn, called "The Soul Leaving the Body" and the 
other, performed in a Javanese setting called "The Sacrifice." This turn involved "a weird religious dance" whereby 
Miss Alwyn "triumphed in the beauty and daring of her strange abandon" as she leapt and writhed in sinuous grace 
surrounded by dancers in death masks until caught up by the Spirit of the Flame and finally offered up to the Fire God" 
(A: 4 Feb. 1935, 12). 
1935: Apollo Theatre (Melb); 2 Feb. - 
 - Dir/Prod. Ernest C. Rolls; M Dir/Cond. Maurice Guttridge; Cost. Joan Scardon and Erica Huppert. 
 - Cast incl. Roy Rene, Eve Alwyn, Jan Kowsky, Desiree and Montigue, Cis and Buddy Roberts, George Moon  
    Jnr, Strella Wilson, William Perryman, Serge Moros, Joan de Beere, Rene Riano, Robert Capron, Alex  
    Kellaway, Keira Tusin, R. Barrett-Lennerd, Joyce Walker, Reg Tapley, Marie Doran, Keith Connelly, Leal  
    Douglas, Chick Arnold. 
 
 "Rhapsodies of 1935 - Scramble in Brilliant Revue."  A: 4 Feb. (1935), 12. 
 "Selected Modern Music of Overseas Origin will be Supplemented by the Work of Australian Composers." A: 12 Jan. (1935), 10. 
 
 
BABES IN THE WOOD:  [pantomime]  Lib. Frank Neil; Mus. [n/e]. 
 Although possibly based on or adapted from Frank Neil's 1921 Babes in the Wood pantomime it is more than 
likely that this production comprised new incidental music, songs and comic business. The Age and Argus both report 
that Neil's direction emphasised the spectacular rather than the story, with three particular scenes described as being 
lavish and brilliantly achieved.  
1935: King's Theatre (Melb); 26 Dec. 1935 – ca. Jan. 1936 
 - Dir. Frank Neil; Prod. J. C. Williamson's Ltd and Frank Neil; Chor. Jennie Brennan. 
 - Cast incl. Maudie Edwards (Robin Hood), Winnie Merville (Maid Marion), Syd Beck (Dame Anastasia), Alec  
    Pleon, Bobby Kerrigan, Nick Morton (Baron Bazouker, the babes' uncle), Reg Roberts (Grabail), Phyllis  
    Steadman (Fairy Queen), Lucille Leber and Pat Keating (the babes), Alfred Latell (Bonzo the dog), Valma  
    Clark, Corrie Lodders and Gloria Williams (solo dancers), Jean Florian (juggler), Sylvan Dale, De Tro and  
    Lady (wire), Melbourne Marvels. 
 
 "Babes in the Wood: Colorful Spectacle at the King's Theatre." A: 27 Dec. (1935), 11. 
 "Babes in the Wood: Varied Entertainment." ARG: 27 Dec. (1935), 8.  
 
 
SINBAD THE SAILOR:  [pantomime]  Lib. Frank Neil; Mus. [n/e]. 
 Staged over 18 scenes, this revival of the Sinbad story after a long absence in Melbourne, was described in the 
Age as being a little over the heads of the young folk attending it. "On the other hand," writes the paper's critic, "it is 
bright, colourful and contains much that will amuse those of tender years, even if some of the passages appear a little 
too deep for their youthful outlook" (27 Dec. 1935, 11).  
1935: Garrick Theatre (Melb); 26 Dec. 1935 - ca 24 Jan. 1936 
 - Cast incl. Zilla Weatherby (Sinbad), Les Adams (Dame Hinbad), Gloria Dawn, Billy Andros (Herbert,  
    comical sailor), Joan Lucas, Ena Gordon, Frederic Bean, Billy Milton, Kenneth Adams, George Rutherford. 
 
 "Sinbad the Sailor: Bright Presentation at the Garrick." A: 27 Dec. (1935), 11. 
 "Sinbad the Sailor: A Bright Performance." ARG: 27 Dec. (1935), 8.  
 
 660 
APPENDIX C.3 
 
 
AUSTRALIAN MUSIC THEATRE PRODUCTIONS:  
ca.1840-1935:  
 
 
Bibliography 1 
 
 
(Reviews, Previews, Academic Papers,  Advertisements, Books, Newspaper 
Articles, Miscellaneous Publications) 
 
   
 
"Academy of Music."  Rev.  of Blue Beard.  Academy of Music, Sydney.  Sydney Morning Herald 27 Dec. 1876: 6. 
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"Alexandra Theatre - Ransom."  Rev. of  Ransom.  Alexandra Theatre, Melbourne.  Age 26 Dec. 1893: 5.        [See also  
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"A New Opera." Prev. of  Auster by Alfred Hill. Sydney Town Hall.  Green Room Sept. (1922): 14. 
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 Majesty's Theatre, Melbourne.  Age  27 Dec. 1902:             [see also advert. - 26 Dec. 1902: 8] 
 
"Christmas Pantomime."  Rev. of Harlequin Little Jack Horner; Or, The Christmas Pie and the Fairies by Walter H.  
 Cooper.  Prince of Wales Theatre, Sydney.  Sydney Morning Herald 25 Dec. 1868: 4. 
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"Christmas Pantomime." Rev. of  Mother Grundy by Arthur Morley. His Majesty's Theatre, Brisbane.  Brisbane Courier  
14 Dec. 1931: 12. 
 
"Christmas Pantomime, The. Rev. of  Sinbad the Sailor by Bert Royle, J. C. Williamson and George Pack. Her  
 Majesty's Theatre, Sydney.  Sydney Morning Herald 25 Dec. 1896, 6. 
 
"Christmas Pantomime at Cremorne."  Rev. of Red Riding Hood and the Demon Wolf."  Cremorne Gardens, Perth.   
 West Australian 25 Dec. 1899: 3.                      [see also advert. - WA: 25 Dec. 1899, 1] 
 
"Christmas Pantomimes at the Theatres – The Royal."  Rev. of  Harlequin Valentine and Orson by W. M. Akhurst.   
 Theatre Royal,  Melbourne.  Age 27 Dec. 1861: 5. 
 
"Christmas Pantomime at the Victoria."  Rev. of  Trookulentos the Tempter by Garnet Walch. Royal Victoria Theatre,  
 Sydney.  Sydney Morning Herald 26 Dec. 1871: 5. 
 
"Christmas Pantomimes at Killara."  Rev. of  The Charm by Winifred Carmichael; and Mother Hubbard's Christmas  
Party by J. S. Heron. Killara, Sydney. Sydney Morning Herald 19 Dec. 1932: 4.        
 
"Christmas Pantomime: Display at the Empire." Prev. of  Robinson Crusoe by Nat Phillips. Empire Theatre, Brisbane.  
Truth 21 Nov. 1926: 9.  
 
"Christmas Pantomime: Sinbad the Sailor, The." Rev. of  Sinbad the Sailor; Or, The Fairy of the Diamond Valley   
 by W. T. Goodge and George Leopold et al.  Theatre Royal, Sydney.  Theatre Magazine Nov. (1905): 4. 
 
"Christmas Pantomimes: The Victoria Theatre, The."  Rev. of  The White Cat; Or, Prince Lardi Dardi and the Radient  
 Rosetta.  Royal Victoria Theatre, Sydney.  Empire 28 Dec. 1874: 3. 
 
"Chu Chin Chow."  Green Room Jan. (1918): 15. 
 
"Chu Chin Chow." Green Room Jan. (1920): 15. 
 
"Chu Chin Chow."  Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Theatre Royal, Sydney. Sydney  
 Morning Herald 28 May 1923: 5. 
 
"Chu Chin Chow: A Full Dress Rehearsal." Prev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Tivoli  
 Theatre, Melbourne.  Age 11 Dec. 1920: 13. 
 
"Chu Chin Chow: A Musical Extravaganza."  Photographs.  Green Room Apr. (1921): 15. 
 
"Chu Chin Chow: An Eastern Revue at His Majesty's." Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton.  
 His Majesty's Theatre, London. Times  1 Sept. 1916: 9. 
 
"Chu Chin Chow - An Oriental Play at His Majesty's." Prev. of  Chu Chin Chow by Oscar Asche and Frederick Norton.  
 His Majesty's Theatre, London.  Pall Mall Gazette 18 Aug. 1916: 9. 
 
"Chu Chin Chow at the Grand Opera House." Photograph.  Green Room May (1921): 17. 
 
"Chu Chin Chow: Big Spectacle Booked for Grand Opera House."  Green Room Mar. (1921): 3. 
 
"Chu Chin Chow for Australia." Green Room  Mar. (1920): 16. 
 
"Chu Chin Chow in Melbourne."  Green Room  Jan. (1921): 16-17. 
 
"Chu Chin Chow - Mr Asche's Arabian Night at His Majesty's." Rev. of  Chu Chin Chow by Oscar Asche and Frederick  
 Norton. His Majesty's Theatre, London.  Pall Mall Gazette 1 Sept. 1916: 6. 
 
"Chu Chin Chow Sets a New Mark." Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Manhatten Opera  
 House, New York.  New York Times  23 Oct. 1917: 14. 
 
"Chu Chin Chow: The Drawings of Percy Anderson." Architecture Australia August/Sept. (1979): 41-2. 
 
"Cinderella."  Rev. of  Cinderella by Nat Phillips. Grand Opera House, Sydney.  Theatre Magazine Jan. (1920): 23. 
 
"Cinderella." Rev. of  Cinderella by Nat Phillips. Grand Opera House, Sydney.  Sydney Morning Herald  22 Dec. 1919:  
 5. 
 
"Cinderella: Pantomime at the Roxy." Rev. of  Cinderella by Frank Neil. Roxy Theatre, Sydney.  Sydney Morning  
 Herald  28 Dec. 1931: 2. 
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"Cinderella: Princess Theatre."  Rev. of  Cinderella by Nat Phillips.  Princess's Theatre, Melbourne.  Table Talk 30 Dec.  
 1920: 10.   
 
"Cinderella." Rev. of  Cinderella by George Ross and Humphrey Bishop. Theatre Royal, Sydney.  Sydney Morning  
 Herald  26 Dec. 1922: 3. 
 
"Cinderella at Cremorne."  Rev. of  Cinderella by Elton Black.  Cremorne Theatre, Brisbane.  Brisbane Courier 18 Dec.  
 1920: 7. 
 
"Cinderella at the Theatre Royal." Rev. of  Cinderella by Frank Emery and H. T. Harrison et al.  Theatre Royal, Sydney.   
 Sydney Morning Herald  27 Dec. 1890: 5. 
 
"Cinderella: Tale Fully Illustrated." Rev. of Cinderella by Frank Neil. Grand Opera House, Sydney.  Sydney Morning  
 Herald 28 Dec. 1925: 4. 
 
"Clay's Budget."  Rev. of  In Old Kentucky. Bridge Theatre, Sydney.  Australian Variety 13 Sept. (1916): n. pag. 
 
---   Rev. of  On Deck by Arthur Morley et al. Bridge Theatre, Sydney.  Australian Variety  20 Sept. (1916), n. pag. 
 
"Collits' Inn: A Splendid Production."  Rev. of  Collits' Inn by Varney Monk and T. Stuart Gurr.  Tivoli Theatre,  
 Sydney.  Sydney Morning Herald  23 June 1934: 19. 
 
"Collits' Inn: It's Australian and it's Good."  Rev. of  Collits' Inn by Varney Monk and T. Stuart Gurr.  Tivoli Theatre,  
 Sydney.  Smith's Weekly 30 June 1934: 26. 
 
"Come Over Here: Australia's First Revue." Rev. of  Come Over Here. Her Majesty's Theatre, Sydney.  Sydney  
Morning Herald  22 Dec. 1913: 3. 
 
"Comic Opera Season - Estrella." Rev. of Estrella by Luscombe Searelle and Walter Park. Theatre Royal, Brisbane.   
 Brisbane Courier 11 Sept. 1885: 3. 
 
Commins, Jeremy.  "The Operas of Alfred Hill."  In  Opera in New Zealand: Aspects of History and Performance. Ed.  
 Adrienne Simpson.  Wellington: Witham, 1990, 61-74. 
 
"Concert in the Evening, The." Rev. of  South Sea Sisters by Charles E. Horsley and R. H. Horne. Intercolonial  
 Exhibition., Melbourne.  Age 27 Oct. 1866: Supp 4. 
 
"Concert, The."  Rev. of  South Sea Sisters by Charles E. Horsley and R. H. Horne. Intercolonial Exhibition,  
 Melbourne.  Argus 25 Oct. 1886: 7.      
   
"Coppin's Olympic."  Rev. of  Haralequin £ s. d  by W. M. Akhurst.  Coppin's Olympic Theatre, Melbourne.  Age 27  
 Dec. 1855: 4-5.                              [see also second review A: 28 Dec. 1855: 4] 
 
"Coppin's Olympic Theatre."  Rev. of  Haralequin £ s. d  by W. M. Akhurst.  Coppin's Olympic Theatre, Melbourne.   
 Argus 27 Dec. 1855: 5. 
 
"Coquette, The." Prev. of  The Coquette by W. J. Curtis, J. I. Hunt and W. Arundell Orchard.  Theatre Magazine 15  
 Aug. (1905): 14. 
 
"Coquette, The."   Rev. of  The Coquette by W. J. Curtis, J. I. Hunt and W. Arundell Orchard. Palace Theatre, Sydney.   
 Theatre Magazine 1 Sept. (1905): 12. 
 
"Coquette, The."  Rev. of  The Coquette by W. J. Curtis, J. I. Hunt and W. Arundell Orchard. Palace Theatre, Sydney.   
 Sydney Morning Herald 29 Aug. 1905: 8. 
 
Corbin, John. "Combining Spectacle with Story."  New York Times 28 Oct. 1917: 8.6.                   [re:Chu Chin Chow] 
 
"Courtiers, The."  Rev. of  Toyland. Cremorne Theatre, Brisbane.  Brisbane Courier  31 May 1918: 4.                [see also  
 advert. - BC: 30 May 1918, 2] 
 
"Cremorne."  Rev. of  The Discreet Princess by G. S. Hough.  Royal Pantheon, Cremorne Gardens, Melbourne. Argus  
 27 Dec. 1859: 5. 
 
"Cremorne."  Rev. of  The Discreet Princess by G. S. Hough.  Royal Pantheon, Cremorne Gardens, Melbourne. Age  
 27 Dec. 1859: 5. 
 
"Cremorne."  Rev. of  Jack and the Beanstalk by James Mulholand. Pantheon Theatre, Cremorne Gardens, Melbourne.  
 Age 27 Dec. 1861: 5. 
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"Cremorne."  Rev. of  Jack and the Beanstalk by James Mulholand. Pantheon Theatre, Cremorne Gardens, Melbourne.  
 Argus 27 Dec. 1861: 5. 
 
"Cremorne."  Rev. of  Jack the Giant Killer by George Scott Hough. Pantheon Theatre, Cremorne Gardens, Melbourne.  
 Argus 27 Dec. 1860: 5. 
 
"Cremorne at the Pantheon."  Rev. of  Jack the Giant Killer by George Scott Hough. Pantheon Theatre, Cremorne  
 Gardens, Melbourne.  Age 27 Dec. 1860: 5. 
 
"Cremorne Gardens."  Rev. of  Jack the Giant Killer by George Scott Hough. Pantheon Theatre, Cremorne Gardens,  
 Melbourne.  Bell's Life in Victoria 29 Dec. 1860: 2. 
 
"Cremorne Theatre: Aladdin Burlesque, The." Rev. of Aladdin by "Wurry Murry." Cremorne Gardens, Perth.  West  
 Australian 23 Apr. 1900: 7.                         [see also advert. - WA: 21 Apr. 1900, 1] 
 
"Cremorne Theatre: Ali Baba and the Thirty-Nine Thieves." Cremorne Gardens, Perth.  West Australian  28 May 1900:  
 7. 
 
"Cremorne Theatre - Cinderella."  Rev. of Cinderella. Cremorne Theatre, Brisbane.  Brisbane Courier 9 Jan. 1926: 22. 
 
"Cremorne Theatre: Dick Whittington." Rev. of Dick Whittington by "Wurry Murry" and Genge Wilson et al.  
 Cremorne Gardens, Perth.  West Australian  7 May 1900: 6.       [see also advert. - WA: 5 May 1900, 1] 
 
"Criterion Theatre."  Rev. of  Mrs Dooley's Joke by John F. Sheridan, Pat Finn and Frederick W. Weierter. Criterion  
 Theatre, Sydney.  Sydney Morning Herald  21 Aug. 1905: 9.                 [see also advert. - 21 Aug. 1902:3] 
 
"Criterion - Mrs Goldstein."  Rev. of  Mrs Goldstein by John F. Sheridan, Pat Finn and Frederick W. Weierter. 
 Criterion Theatre, Sydney.  Sydney Morning Herald  22 Sept. 1902: 5.             [see also advert. - SMH: 20 Sept.  
1902: 2; and prev.- SMH: 20 Sept. 1902: 7] 
 
"Criterion Theatre."  Prev. of  Mrs Goldstein by John F. Sheridan, Pat Finn and Frederick W. Weierter. Criterion  
 Theatre, Sydney.  Sydney Morning Herald 4 Oct. 1902: 9.                            [see also advert. - 10 Oct. 1902: 2] 
 
"Daily Telegraph." Editorial. Prev. of  Isidora by Luscombe Searelle.  Grand Opera House, Sydney.  Daily Telegraph  
 21 Aug. 1885: 6. 
 
"Dalmatian: Miss McBurney's Grand Opera, The."  Rev. of  The Dalmatian by Mona McBurney.  Playhouse Theatre,  
 Melbourne.  Age  26 June 1926: 16. 
 
"Dandies, The."  Rev. of  In China Town.  Cremorne Theatre, Brisbane.  Brisbane Courier 14 Apr. 1917: 7. 
 
"Darlinghurst Hall."  Rev. of  The Zouaves (and Sappho Ballet) by Bert Royle and J. A. Robertson et al. Darlinghurst  
 Hall, Sydney.  Sydney Morning Herald 28 Dec. 1891: 5-6. 
 
"Deirdre in Exile." Prev. of Deirdre in Exile by Fritz Hart. His Majesty's Theatre, Melbourne.  Age  22 June 1928: 11. 
 
"Dick Whittington." Rev. of Dick Whittington and His Cat by Dan Thomas.  His Majesty's Theatre, Brisbane.  Brisbane  
 Courier 17 Feb. 1916: 4.                         [see also advert. - BC: 16 Feb. 1916: 2; and  rev. - BC: 18 Feb. 1916, 5] 
 
"Dick Whittington." Rev. of Dick Whittington by Nat Phillips. Grand Opera House, Sydney.  Sydney Morning Herald 
27 Dec. 1921: 3. 
 
"Dick Whittington." Rev. of  Dick Whittington. Cremorne Theatre, Brisbane. Courier Mail 27 Dec. 1933: 15. 
 
Dick Whittington and His Cat. Advertisement.  Age 25 Dec. 1897: 10.       [re: Edmund Finn/George Gardiner et  
al / Maggie Moore and H. R. Roberts production] 
 
"Dick Whittington and His Cat: Record Pantomime at Grand Opera House." Rev. of  Dick Whittington by Nat Phillips.  
 Grand Opera House, Sydney.  Fuller News 14 Jan. (1922): 2. 
 
"Dick Whittington at Her Majesty's Theatre."  Rev. of  Dick Whittington and His Cat by Frank Ayrton, J. Harding  
 Tucker and Frank Eugarde.  Her Majesty's Theatre, Sydney.  Sydney Morning Herald  25 Dec. 1890: 5.  
[see also advert. SMH: 24 Dec. 1890: 2] 
 
"Dick Whittington: Pantomime at the Criterion." Rev. of  Dick Whittington. Criterion Theatre, Sydney. Sydney  
Morning Herald 27 Dec. 1933: 4. 
 
Dinkum.  "Newcastle Notes: Victoria Theatre." Rev. of  Mother Goose by Fred W. Weierter et al. Victoria Theatre,  
 Newcastle.  Australian Variety  8 Sept. (1915): n. pag. 
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"Don't Tell the Wife."  Rev. of  Don't Tell the Wife by Jim Gerald. Empire Theatre, Brisbane. Brisbane Courier 4 July  
 1927:10. 
 
"Drama, The." Rev. of  Prince Amiable; Or, The Last of the Ogres by W. M. Akhurst.  Brisbane Courier 4 Apr. 1865:  
 2.               [see also advert. - BC: 31 Mar 1865: 1] 
 
"Dramatic."  Rev. of  Australis; Or, The City of Zero by J. C. Williamson et al.  Her Majesty's Theatre, Sydney.  Sydney  
Mail  29 Dec. 1900: 1548. 
 
"Dramatic and Musical Review."  Rev. of  The House that Jack Built; Or, Harlequin Jack Sydney. Prince of Wales  
 Theatre, Sydney; and Trookulentos the Tempter by Garnet Walch. Royal Victoria Theatre, Sydney.  Australian  
 Town and Country  30 Dec. 1871: 852. 
 
"Dream, The."  Rev. of  The Dream.  Palace Theatre, Brisbane.  Brisbane Courier  27 Dec. 1917: 8.       [see also advert. -  
 BC: 22 Dec. 1917, 2] 
 
"Dressing Chu Chin Chow." Green Room  Mar. (1920): 6. 
 
"Duke of Edinburgh Theatre."  Rev. of  Harlequin Jack Sheppard by W. M. Akhurst. Duke of Edinburgh Theatre,  
 Melbourne.  Argus 28 Dec. 1869: 6. 
 
"Duke of Edinburgh Theatre."  Rev. of  The Wrong Side of the Door by W. M. Akhurst. Duke of Edinburgh Theatre,  
 Melbourne. Argus 9 Nov. 1868: 6. 
 
"Duke of York's Theatre: The Beloved Vagabond. Rev. of  The Beloved Vagabond by Dudley Glass and Adrian Ross.   
 Duke of York's Theatre, London.  Times  2 Sept. 1927: 10. 
 
"Duke of Edinburgh Pantomime - Sinbad the Sailor, The."  Rev. of  Harlequin Sinbad the Sailor; Or, The Great Roc of  
 The Diamond Valley.  Duke of Edinburgh Theatre, Melbourne.  Age 28 Dec. 1868: 3. 
 
"Duke of Edinburgh Theatre - Sinbad the Sailor."  Rev. of  Harlequin Sinbad the Sailor; Or, The Great Roc of the  
 Diamond Valley.  Duke of Edinburgh Theatre, Melbourne.  Argus 28 Dec. 1868: 6. 
 
"Eastwood Ho!: Spectacle at the Alhambra."  Rev. of Eastwood Ho! by Oscar Asche et al. Alhambra Theatre, London.  
 Times 10 Sept. 1919: 8. 
 
Editorial. Rev. of  Acis and Galetea; Or, The Nimble Nymph and the Terrible Troglodyte adapt. by John L. Hall and  
 Frank St Clare.  St George's Hall, Melbourne.  Argus 17 May 1886: 5. 
 
Editorial. Rev. of  Agapemone; Or, The Three Innocents by Henry E. Walton et al. People's Theatre, Melbourne.  Argus  
20 Feb. 1880: 5. 
 
Editorial.  Rev. of  The Belle of St Kilda.  Royal Polytechnic Theatre, Melbourne.  Argus  4 July 1873: 5. 
 
Editorial.  Rev. of  Black-Eyed Susan; Or, The Lass that Loved Young William by J. F. Sheridan, J. A. Roberston and  
 Bert Royle et al.  Opera House, Brisbane.  Brisbane Courier 28 Apr. 1890: 4.     [see also advert. – BC: 26 Apr. 1890, 2] 
 
Editorial.  Rev. of  Black-Eyed Susan; Or, The Lass that Loved Young William by J. F. Sheridan, Bert Royle, J. A.  
 Roberston et al.  Opera House, Brisbane.  Brisbane Courier 3 May 1890: 5. 
 
Editorial.  Rev. of  Bobadil by Luscombe Searelle and Walter Park.  School of Arts, Rockhampton.  Morning Bulletin  7  
 July 1886: 5. 
 
Editorial.  Rev. of  Bric-a-Brac by Garnett Walch. Academy of Music, Brisbane.  Brisbane Courier 19 Aug. 1885: 5. 
 
Editorial.  Rev. of  Bric-a-Brac by Garnett Walch. Academy of Music, Brisbane.  Brisbane Courier 20 Aug. 1885: 4. 
 
Editorial. Rev. of  A Daughter of Eve by Marcus Clarke. Her Majesty's Opera House, Melbourne. Argus 23 Feb 1885:  
 5. 
 
Editorial.  Rev. of  Doctor Faustus; Or, The Demon, the Dame, the Doctor and the Damsel adapt. By F. W. Hume, John  
 L. Hall and Frank St Clare.  St George's Hall, Melbourne.  Argus 6 May 1886: 5. 
 
Editorial.  Rev. of  Drunk. Gaiety Theatre, Brisbane. Brisbane Courier  31 May 1889: 5. [see also advert. BC: 30 May 1889: 2] 
 
Editorial.  Rev. of  Faust M. D. by W. M. Akhurst. Haymarket Theatre, Melbourne.  Argus 23 Oct. 1865: 5. 
 
Editorial.  Prev. of  Fayette by G. B. Allen and J. Brunton Stephens.  Centennial Hall, Brisbane.  Brisbane Courier  22  
 Mar. 1892: 4. 
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Editorial.  Rev. of  The Forty Thieves by W. M. Akhurst.  Prince of Wales Theatre, Melbourne.  Argus 13 July 1860: 5. 
 
Editorial. Rev. of  Genevieve de Brabant adapt by Garnet Walch. Opera House, Melbourne.  Age 12 Sept. 1873: 3. 
 
Editorial.  Rev. of  The Great Hibernicon; Or, Life in the Emerald Isle by Garnet Walch.  School of Arts, Sydney.  
 Empire 17 June 1874: 3. 
 
Editorial.  Rev. of  The Great Hibernicon; Or, Life in the Emerald Isle by Garnet Walch.  School of Arts, Brisbane.  
 Brisbane Courier 19 July 1875: 2. 
 
Editorial.  Rev. of  The Great Hibernicon; Or, Life in the Emerald Isle by Garnet Walch. Queensland Theatre, Brisbane.   
 Brisbane Courier 3 Sept. 1878: 2. 
 
Editorial.  Rev. of  The House that Jack Built; Or, Harlequin Jack Brisbane. Queensland Theatre, Brisbane.  Brisbane  
 Courier  27 Dec. 1878: 2. 
 
Editorial.  Rev. of  Ixion; Or, The Man at the Wheel by W. M. Akhurst.  Princess's Theatre, Melbourne.  Argus 24  
 Sept. 1866: 5. 
 
Editorial. Rev. of  Julius the Snoozer. St George's Hall, Melbourne.  Age 29 Sept. 1879: 8.  
 
Editorial.  Rev. of  La Fete du Village by Henry Hughes, Mrs Henry Hughes and R. Down. Athenaeum Theatre,  
 Melbourne.  Age 27 Nov. 1875: 5. 
 
Editorial. Rev. of  La Fete du Village by Henry Hughes, Mrs Henry Hughes and R. Down. Athenaeum Theatre,  
 Melbourne.  Age 30 Nov. 1875: 3. 
 
Editorial. Rev. of  La Fete du Village by Henry Hughes, Mrs Henry Hughes and R. Down. Athenaeum Theatre,  
 Melbourne.  Argus 30 Nov. 1875: 5.  
 
Editorial. Rev. of  L'Africaine by W. M. Akhurst. Polytechnic Hall, Melbourne.  Argus 13 Aug. 1866: 5. 
 
Editorial. Rev. of  Les Fleurs De Savois by Henry Hughes.  Athenaeum, Melbourne.  Age 4 Dec. 1874: 2. 
 
Editorial. Rev. of  Look to the End by Henry Hughes and Mrs Henry Hughes. Athenaeum Theatre, Melbourne.  Age 30  
 Nov. 1875: 3. 
 
Editorial.  Rev. of  Lucrezia Borgia adapt. by Charles and Harry Raynor.  St George's Hall, Melbourne.  Argus 18 Oct.  
 1886: 6. 
 
Editorial.  Rev. of  Ma-in-Law by Garnet Walch.  Gaiety Theatre, Brisbane. Brisbane Courier 10 Mar. 1890: 4. 
 [see also advert. -  BC: 8 Mar. 1890, 2] 
 
Editorial.  Rev. of  Maritana. St Georges Hall, Melbourne. Argus 25 Oct. 1886: 5. 
 
Editorial.  Rev. of  Massaniello by W. M. Akhurst.  Haymarket Theatre, Melbourne.  Argus 30 Dec. 1865: 5. 
 
Editorial.  Rev. of  Papillonetta adapt. by Frank Edwards. Theatre Royal, Melbourne.  Argus 10 Apr. 1871: 5. 
 
Editorial. Rev. of  Prince Darling; Or, Fairy Snowdrop and the Page who Turned Over a New Leaf by Frank Towers.  
Queensland Theatre, Brisbane.  Brisbane Courier 28 Dec. 1875: 5. 
 
Editorial.  Rev. of  Pygmalion and His Gal (A Dear!) by Garnet Walch.  Apollo Hall, Melbourne.  Age 1 Apr. 1873: 2. 
 
Editorial.  Rev. of  The Queen of Beauty, Who had a Fight with the Genii by W. M. Akhurst.  Princess's Theatre,  
 Melbourne.  Age 12 Nov. 1861: 5. 
 
Editorial.  Rev. of  The Queen of Beauty, Who had a Fight with the Genii by W. M. Akhurst.  Princess's Theatre,  
 Melbourne.  Argus 12 Nov. 1861: 5. 
 
Editorial. Rev. of  Rainbow Revels by Garnet Walch. Queensland Theatre, Brisbane.  Brisbane Courier 30 July 1878: 3. 
 
Editorial.  Rev. of  Robinson Crusoe; Or, Man Friday, King of Bribie Island.  Queensland Theatre, Brisbane.  Brisbane  
 Courier 26 Dec. 1874: 3. 
 
Editorial. Rev. of  The Streets of Melbourne. Apollo Hall, Melbourne.  Argus 14 Mar. 1877: 5.        
 
Editorial.  Rev. of  The White Fawn; Or, The Loves of Prince Buttercup by Garnet Walch. Theatre Royal, Melbourne.  
 Age 8 June 1874: 3. 
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Editorial.  Rev. of  The Willow Pattern Plate by Joseph Downey. Princess Theatre, Melbourne.  Age 8 Oct. 1872: 9. 
 
Editorial.  Rev. of  Zelma by Auguste E. Juncker.  n. details.  Brisbane Courier 29 Apr. 1885: 4. 
 
E. D. K.  "Play of the Month: Cairo, The."  Rev. of  Cairo by Oscar Asche and Percy Fletcher. Her Majesty's Theatre,  
 Sydney.  Green Room Oct. (1922): 5-8. 
 
---   "Plays of the Month: Lilac Time, The."  Rev. of  Lilac Time by Adrian Ross and George H. Clutsam et al. Her  
 Majesty's Theatre, Sydney.  Green Room July (1924): 19, 25. 
 
"Elton Black-Kate Howarde Revue Catch On, The." Rev. of Catch On by Elton Black and Kate Howarde. National  
 Theatre, Sydney.  Theatre Magazine Sept. (1915): 45. 
 
"Emperor, The."  Prev. of  The Emperor by W. J. Curtis and W. Arundall Orchard.  Palace Theatre, Sydney.  Theatre  
 Magazine Nov. (1906): 19. 
 
"Emperor: A New Work by Local Authors." Prev. of  The Emperor by W. J. Curtis and W. Arundall Orchard. Palace  
 Theatre, Sydney.  Theatre Magazine Oct. (1906): 15. 
 
"Empire, The." Rev. of  At the Exposition  by Bert Le Blanc. Empire Theatre, Brisbane.  Truth 2 Apr. 1916: 2. 
 
"Empire, The." Rev. of  Bare Backs by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  27 June 1927: 15. 
 
"Empire, The." Rev. of  Breaking into Society by George H. Ward and Charles L. Sherman. Empire Theatre, Brisbane.  
 Brisbane Courier 11 Apr. 1921: 8. 
 
"Empire, The."  Rev. of  Dr Dippy's Asylum  by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 16 Dec.  
 1918: 4. 
 
"Empire, The." Rev. of  Fuzzy Wuzzy by Bert Le Blanc. Empire Theatre, Brisbane.  Truth 12 Mar. 1916: 7. 
 
"Empire, The." Rev. of  Fuzzy Wuzzy by Bert Le Blanc.  Empire Theatre, Brisbane.  Brisbane Courier  9 Dec. 1918: 5. 
 
"Empire, The." Rev. of  The Gay Mrs Cohen  by Bert Le Blanc. Empire Theatre, Brisbane.  Truth 26 Mar. 1916:  
  
"Empire, The." Rev. of  Have a Bath, Sir! by Nat Phillips. Empire Theatre, Brisbane. Brisbane Courier 28 Feb. 1927:  
 16. 
 
"Empire, The." Rev. of  In Mexico by Bert Le Blanc. Empire Theatre, Brisbane.  Truth 15 Apr. 1917: 6. 
 
"Empire, The." Rev. of   In Old Seville by Bert Le Blanc. Empire Theatre, Brisbane.  Truth 19 Mar. 1916: 7. 
 
"Empire, The." Rev. of   In Old Seville by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 7 Jan. 1918: 9. 
 
"Empire, The." Rev. of  It's all Yours by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  20 Nov. 1927: 11. 
 
"Empire, The." Rev. of  It's all Yours by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  30 May 1927: 15. 
 
"Empire, The." Rev. of  The Jockeys by Nat Phillips.  Empire Theatre, Brisbane.  Brisbane Courier 4 July 1921: 9. 
 
"Empire, The." Rev. of  The King of Dunnowhereski by Walter George. Empire Theatre, Brisbane.  Brisbane Courier   
 2 Dec. 1921: 4. 
 
"Empire, The." Rev. of  Lords by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 20 June 1921: 4. 
 
"Empire, The." Rev. of  Not Likely by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier 23 May 1927: 18. 
 
"Empire, The." Rev. of  On the Wharf by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 22 Nov. 1926: 17. 
 
"Empire, The." Rev. of  Painters by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 3 Oct. 1921: 4. 
 
"Empire, The." Rev. of  Policemen by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 15 Aug. 1921: 4. 
 
"Empire, The." Rev. of  Rising Tides by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 4 Jan. 1926: 2. 
 
"Empire, The." Rev. of  The Tennis Club by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  Apr. 1927: 11. 
 
"Empire, The." Rev. of  Then They Woke Up  by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 3 Dec.  
 1917: 9. 
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"Empire, The." Rev. of  Then They Woke Up  by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 6 Jan.  
 1919: 9. 
 
"Empire, The." Rev. of  Troubles of Hector by Jim Gerald. Empire Theatre, Brisbane. Brisbane Courier  9 May 1927:  
 26. 
 
"Empire, The." Rev. of  Two Stripes by Nat Phillips. Empire Theatre, Brisbane.  Truth 10 Feb. 1918: 6. 
 
"Empire, The." Rev. of  Waiters by Nat Phillips. Empire Theatre, Brisbane.  Truth 3 Feb. 1918: 6. 
 
"Empire, The." Rev. of  What's the Use  by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 2 Dec. 1918: 5. 
 
"Empire, The." Rev. of  Whips and Quips by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  6 June 1927: 16. 
 
"Empire - Bright Australian Revue, The." Rev. of Dad, Choom and Co by Edmund Warrington. Empire Theatre,  
 Brisbane.  Brisbane Courier 30 Aug.  1926: 9. 
 
"Empire Theatre." Rev. of  Alias Mr (W)right by F. Gayle Wyer. Empire Theatre, Brisbane.  Brisbane Courier 7 June  
 1926: 9. 
 
"Empire Theatre." Rev. of  Alpine Antics by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 26 Oct.  
 1925: 16. 
 
"Empire Theatre." Rev. of  Alpine Antics by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 8 Feb.  
 1926: 9. 
 
"Empire Theatre." Rev. of  At the Crossroads by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 11 Jan.  
 1926: 16. 
 
"Empire Theatre."  Rev. of  At the Exposition by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 24 Dec.  
 1917: 7.                [see also rev.- BC: 26 Dec. 1917: 9] 
 
"Empire Theatre, The."  Rev. of  At the Exposition  by Bert Le Blanc.  Empire Theatre, Brisbane.  Brisbane Courier 30  
 Dec. 1918: 5. 
 
"Empire Theatre." Rev. of  Bare Backs by Jim Gerald. Empire Theatre, Brisbane. Brisbane Courier  11 Dec. 1927: 15. 
 
"Empire Theatre, The." Rev. of  The Beach at Waikiki by F. Gayle Wye. Empire Theatre, Brisbane.  Brisbane Courier  
 10 May 1926: 20. 
 
"Empire Theatre." Rev. of  Bubble and Squeak by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier 25 July  
 1927: 21. 
 
"Empire Theatre, The."  Rev. of  Buying a Business by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 31  
 Jan. 1927: 13.  
 
"Empire Theatre." Rev. of  A Dancing Delirium by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 9  
 Nov. 1925: 15. 
 
"Empire Theatre." Rev. of  Dangerous Dan by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 2 Nov.  
 1925: 21.  
 
"Empire Theatre, The." Rev. of  Do it Now by Bert Le Blanc.  Empire Theatre, Brisbane.  Brisbane Courier 11 Nov.  
 1918: 5. 
 
"Empire Theatre." Rev. of  Don't Tell the Wife by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  21 Mar.  
 1927: 17. 
 
"Empire Theatre."  Rev. of  The Flirting Widow by Walter Johnson.  Empire Theatre, Brisbane.  Brisbane Courier  15  
 Sept. 1919: 9. 
 
"Empire Theatre." Rev. of  Fuzzy Wuzzy by Bert Le Blanc. Empire Theatre, Brisbane. Brisbane Courier 17 Dec. 1917:  
 11. 
 
"Empire Theatre."  Rev. of  The Gay Mrs Cohen by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 31  
 Dec. 1917: 7. 
 
"Empire Theatre."  Rev. of  In the Bank by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 7 Feb. 1927: 15. 
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"Empire Theatre."  Rev. of  The Jockeys by Nat Phillips. Empire Theatre, Brisbane. Brisbane Courier 13 Dec. 1926: 17. 
 
"Empire Theatre."  Rev. of  Keep it Dark by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier  26 Nov.   
 1917: 9. 
 
"Empire Theatre."  Rev. of  Keep it Dark by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 18 Nov.  
 1918: 11. 
 
"Empire Theatre."  Rev. of  The Lady Buccaneers by F. Gayle Wyer. Empire Theatre, Brisbane.  Brisbane Courier  26  
 Apr. 1926: 16. 
 
"Empire Theatre, The."  Rev. of  Lords by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 20 June 1921: 4. 
 
"Empire Theatre." Rev. of  Love and Politics by F. Gayle Wyer. Empire Theatre, Brisbane.  Brisbane Courier 14 June  
 1926: 9. 
 
"Empire Theatre."  Rev. of  Love, Honour and Obey by F. Gayle Wyer.  Empire Theatre, Brisbane.  Brisbane Courier   
 12 Apr. 1926: 16. 
 
"Empire Theatre." Rev. of  The Merry Masquerader by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier 20  
 June  1927: 20. 
 
"Empire Theatre." Rev. of  Midnight Revels by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 30 Nov.  
 1925: 5. 
 
"Empire Theatre." Rev. of  A Millionaire for the Night by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  30  
 Oct. 1922: 13. 
 
"Empire Theatre." Rev. of  A Millionaire for the Night by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  25  
 Apr. 1927: 20. 
 
"Empire Theatre."  Rev. of  The Mustard Pot by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 14 Feb.  
 1927: 22. 
 
"Empire Theatre." Rev. of  My Mountain Maid by Edmund Warrington. Empire Theatre, Brisbane.  Brisbane Courier 2  
 Aug.  1926: 10. 
 
"Empire Theatre." Rev. of  Night Lights by George Wallace. Empire Theatre, Brisbane. Brisbane Courier 15 Feb. 1926:  
 9. 
 
"Empire Theatre." Rev. of  Nights of Joy by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  4 Apr. 1927: 9. 
 
"Empire, The." Rev. of  1914-1918; Or, For the Duration by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  
 13 Nov. 1922: 13.   
 
"Empire Theatre." Rev. of  Off Honolulu by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 21 Sept.  
 1925: 11. 
 
"Empire Theatre." Rev. of  Oh Mum! by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  28 Mar. 1927: 12. 
 
"Empire Theatre." Rev. of  Oh Mum! by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  22 Aug. 1927: 20. 
 
"Empire Theatre." Rev. of  Oh You Wonderful Girl by F. Gayle Wyer. Empire Theatre, Brisbane.  Brisbane Courier  
 21 June 1926: 9. 
 
"Empire Theatre, The." Rev. of  Once Aboard the Lugger by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier    
 13 June 1927: 16. 
 
"Empire Theatre." Rev. of  The Oojah Bird by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 12 Oct.  
 1925: 16 
 
"Empire Theatre." Rev. of  The Ooojah Bird by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 25 Jan.  
 1926: 11. 
 
"Empire Theatre." Rev. of  Overnight by F. Gayle Wyer. Empire Theatre, Brisbane.  Brisbane Courier 19 Apr. 1926:  
 10. 
 
"Empire Theatre." Rev. of  The Pickled Porter by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 23  
 Nov. 1925: 5. 
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"Empire Theatre."  Rev. of  A Railway Tangle by Harry Burgess.  Empire Theatre, Brisbane.  Brisbane Courier 3 Nov.  
 1919: 4. 
 
"Empire Theatre." Rev. of  Right Here by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  4 Dec. 1922: 8.  
 
"Empire Theatre." Rev. of  Some Night by George Wallace. Empire Theatre, Brisbane. Brisbane Courier 19 Oct. 1925: 
 16. 
 
"Empire Theatre."  Rev. of  Something Doing by Harry Burgess.  Empire Theatre, Brisbane.  Brisbane Courier  29 Sept.  
 1919: 4. 
 
"Empire Theatre." Rev. of  The Sparklers by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 7 Dec.  
 1925: 11. 
 
"Empire Theatre."  Rev. of  Then They Woke Up by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 3 Dec.  
 1917: 9.              [see also prev. - BC: 1 Dec. 1917: 13] 
 
"Empire Theatre."  Rev. of  Then They Woke Up by Bert Le Blanc.  Empire Theatre, Brisbane.  Brisbane Courier  6  
 Jan. 1919: 9.   
 
"Empire Theatre." Rev. of  Troubles of Hector by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier 1 Aug.  
 1927: 21. 
 
"Empire Theatre." Rev. of  The Village Lads by George Wallace. Empire Theatre, Brisbane.  Brisbane Courier 1 Feb.  
 1926: 15. 
 
"Empire Theatre, The." Rev. of  Waiters by Nat Phillips. Empire Theatre, Brisbane. Brisbane Courier 4 Feb. 1918: n.  
 pag. 
 
"Empire Theatre."  Rev. of  The Wedding Party and The Shopwalkers by Nat Phillips. Empire Theatre, Brisbane.  
 Brisbane Courier 24 Jan. 1927: 16. 
 
"Empire Theatre."  Rev. of  What's the Use by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier  10 Dec.  
 1917: 5.              [see also prev. - BC: 8 Dec. 1917: 11] 
 
"Empire Theatre, The."  Rev. of  What's the Use by Bert Le Blanc. Empire Theatre, Brisbane.  Brisbane Courier 21 Jan.  
 1918: 9. 
 
"Empire Theatre, The." Rev. of  Whips and Quips by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier  6 Nov.  
 1922: 8. 
 
"Empire Theatre - Bandbox Revue." Rev. of  A Review of Revue by F. Gayle Wyer. Empire Theatre, Brisbane.  
 Brisbane Courier  28 June 1926: 16. 
 
"Empire Theatre: Remarkable Revue, The." Rev. of  When the Cat's Away by F. Gayle Wye. Empire Theatre, Brisbane.  
 Brisbane Courier 17 May 1926: 9. 
 
"Empire Theatre's Lively Programme." Rev. of  In Old Japan by F. Gayle Wye. Empire Theatre, Brisbane.  Brisbane  
Courier 24 May 1926: 9. 
 
"Empire - Whirlgig Revue Co, The." Rev. of  At the Grand by Nat Phillips. Empire Theatre, Brisbane.  Brisbane  
 Courier 18 Oct. 1926: 17. 
 
"Entertainment at Highgate Hill."  Rev. of  Red Riding Hood's Temptation by Cush Heinbockle.  St Alban's Hall,  
Highgate Hill, Perth.  West Australian  25 Nov. 1898: 5. 
 
"Entertainment at the Masonic Hall."  Rev. of  Trookulentos in a Nutshell by Garnet Walch. Masonic Hall, Sydney.  
 Sydney Morning Herald 31 Aug. 1872: 7. 
 
"Entertainments: Gaiety Theatre." Rev. of John Juan Jnr adapt. by Henry Cargill. Gairty Theatre, Brisbane.  Brisbane  
 Courier 27 Jan. 1888: 6.  
 
"Entertainments – The Theatres." Rev. of  Goody Two Shoes and Little Boy Blue by Marcus Clarke. Theatre Royal,  
 Melbourne.  Australian 17 Dec. 1870: 786.      
 
"Entertainments: The Theatres Etc." Rev. of  The Great Hibernicon; Or, Life in the Emerald Isle by Garnet Walch.   
 St George's Hall, Melbourne.  Australasian 1 Aug. 1874: 146-7. 
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"Entertainments: The Theatres."  Rev. of  The House that Jack Built; Or, Harlequin Progress and the Loves, Laughs,  
 Laments and Labors of Jack Melbourne by W. M. Akhurst. Theatre Royal, Melbourne; and Harlequin Jack  
 Sheppard by W. M. Akhurst. Duke of Edinburgh Theatre, Melbourne.  Australasian 1 Jan. 1870: 18. 
 
"Estrella."  Prev. of  Estrella by Luscombe Searelle and Walter Park. Theatre Royal, Brisbane.  Brisbane Courier 10  
 Sept. 1885: 5. 
 
Evans, Bob.  "Delightful Success that Pivots on a Twist of Casting."  Rev. of  The Currency Lass by Edward  
 Geoghegan.  Q Theatre, Penrith.  Sydney Morning Herald 28 Aug. 1989: 14. 
 
"Evening Amusements."  Rev. of  Lalla Rookah; Or, The Princess, The Peri and the Troubadour by Mr Byrne. School  
 of Arts, Brisbane.  Brisbane Courier 24 Dec. 1880: 3. 
 
"Evening Amusements: The Pantomime."  Rev. of  Whittington and His Cat adapt. by Walter S. Craven. Theatre Royal,  
 Brisbane.  Brisbane Courier 28 Dec. 1886: 5. 
 
Fantasia, Josephine.  "J. C. Williamson's Vision for Australia: Australis; Or, The City of Zero."  Australasian Drama  
Studies 23 (1993): 82-91. 
 
"Faust at Her Majesty's Theatre." Rev. of  Faust adapt. by Gilbert Parker. Her Majesty's Theatre, Sydney.  Sydney  
 Morning Herald 2 Apr. 1888: 4.   
 
"Fayette: A Queensland Opera." Rev. of  Fayette by G. B. Allen and J. Brunton Stephens.  Centennial Hall, Brisbane.  
 Brisbane Courier  24 Mar. 1892: 5. 
 
 "F. F. F: Bright Australian Musical Comedy."  Rev. of  F. F. F. by C. J. De Garis and Reginald A. A. Stoneham. Prince  
 of Wales Theatre, Adelaide.  Adelaide Advertiser  30 Aug. 1920: 8. 
 
"First Production of Kismet: A Great Spectacle."  Rev. of  Kismet by Edward Knoblock, Oscar Asche and Christopher  
 Wilson.  Theatre Royal, Melbourne.  Age  8 Apr. 1912: 6. 
 
Fitzmaurice, Harry. "Two Worlds, The." Letter.  West Australian.  20 Nov. 1900: 10.  
 
"Folies Dramatiques."  Rev. of  Estrella by Luscombe Searelle and Walter Park.  Folies Dramatiques Theatre, London.   
 Times  7 June 1883: 5. 
 
"Follies of Pleasure, The."  Rev. of  Joyland by Les Bates; and The Matinee Girl (n. details).  Melrose Theatre, Perth.   
 West Australian 25 Dec. 1916: 6. 
 
"Footlight Fancies."  Rev. of  My Little Chinee Girl in China.  Cremorne Theatre, Brisbane.  Truth  1 Dec. 1918: 6. 
 
"Forty Thieves, The."  Prev. of  The Forty Thieves by Arthur H. Adams etal.  Opera House, Brisbane.  Brisbane Courier  
 20 Feb. 1899: 5. 
 
"Forty Thieves at the Princess's."  Rev. of  The Forty Thieves by Arthur H. Adams et al.  Princess's Theatre, Melbourne.   
 Age  22 May 1899: 6.                 [see also adverts. - A: 13, 20 May 1899: 12] 
 
"Fremantle Fayre: A Christmas Pantomime." Prev. of  The Golden West by Edward H. Tottenham et al. Ye Olde  
Englyshe Fayre, Fremantle.  West Australian 28 Dec. 1897: 6. 
 
"Fremantle Pantomime, The." Prev. of  The Golden West by Edward H. Tottenham et al. Ye Olde Englyshe Fayre,  
 Fremantle.  West Australian 3 Jan. 1898: 5. 
 
"From a First Nighter." Rev. of  Come Over Here. Her Majesty's Theatre, Sydney.   Bulletin 1 Jan. (1914): 8. 
 
"Fulleries, The." Rev. of  A Millionaire for the Night by Jim Gerald. Fullers' Theatre, Sydney.  Green Room  Sept.  
 1922: 9. 
 
Fuller News Pantomime Souvenir 1921-22.  Fuller News Dec/Jan. (1921/22). 
 
"Fullers." Rev. of  Nights of Joy by Jim Gerald. Fullers' Theatre, Sydney. Theatre Society and Home Apr. (1926): 13,  
 41. 
 
"Fuller's New Theatre: Successful Opening." Rev. of  Do it Now by Bert Le Blanc. Fuller's Theatre, Sydney.  Sydney  
 Morning Herald 10 Mar. 1919: 5. 
 
"Fullers' New Theatre."  Rev. of  The Waiters by Nat Phillips. Fullers Theatre, Sydney.  Sydney Morning Herald 19  
 May 1919: 7. 
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"Fullers Theatre." Rev. of  All Trumps by Claude Dampier. Fullers' Theatre, Sydney.  Sydney Morning Herald 7 July  
 1924: 6. 
 
"Fullers' Theatre."  Rev. of  Don't Tell the Wife by Jim Gerald. Fullers Theatre, Sydney.  Sydney Morning Herald 15  
 Feb. 1926: 5. 
 
"Fullers' Theatre."  Rev. of  Don't Tell the Wife by Jim Gerald. Fullers Theatre, Sydney.  Sydney Morning Herald 30  
 Jan. 1928: 6. 
 
"Fullers' Theatre." Rev. of  Mama's Boy by Phil Smith. Fullers' Theatre, Sydney.  Sydney Morning Herald 22 Dec.  
 1924: 9. 
 
"Fullers' Theatre." Rev. of  The Men in Possession by George Storey. Fullers Theatre, Sydney.  Sydney Morning  
 Herald 26 Nov. 1923: 6. 
 
"Fullers' Theatre." Rev. of  The Merry Masquerader by Jim Gerald. Fullers' Theatre, Sydney.  Sydney Morning Herald  
 12 Mar. 1928: 5. 
 
"Fullers' Theatre." Rev. of  1914-1918; Or, For the Duration by Jim Gerald. Fullers' Theatre, Sydney.  Sydney Morning  
 Herald 11 Sept. 1922: 5. 
 
"Fullers' Theatre." Rev. of  The Pickled Porter by George Wallace. Fullers' Theatre, Sydney.  Everyone's 1 Apr. (1925):  
 34. 
 
"Fullers' Theatre." Rev. of  A Whirl of Youth by Jim Gerald. Fullers' Theatre, Sydney.  Sydney Morning Herald 31  
 Oct. 1927: 6. 
 
"Fullers' Theatre."  Rev. of  Oh Mum by Jim Gerald. Fullers Theatre, Sydney.  Sydney Morning Herald 1 Mar. 1926: 5. 
 
"Fullers' Theatre." Rev. of  Out West by George Ward. Fullers Theatre, Sydney.  Sydney Morning Herald 21 May  
 1923: 5. 
 
"Fuller's Theatre." Rev. of  A Railway Tangle adapt. by Harry Burgess. Fuller's Theatre, Sydney.  Sydney Morning  
Herald 15 Dec. 1919: 4. 
 
"Fuller's Theatre." Rev. of  Too Many Wives by Harry Burgess. Fuller's Theatre, Sydney.  Sydney Morning Herald 19   
 Jan. 1920: 9. 
 
"Fullers' Theatre."  Rev. of  Troubles of Hector by Jim Gerald. Fullers Theatre, Sydney.  Sydney Morning Herald 1  
 Feb. 1926: 6. 
 
"Fullers' Vaudeville." Rev. of  Jim Jams by Paul Stanhope. Theatre Royal, Brisbane. Brisbane Courier 26 May 1919: 9. 
 
Fullerton, Mary E.  "Aboriginal Play: Laughing Murra, An."  Rev. of  The Laughing Murra by Mrs E. C. Davidson et  
 al.  Theatre Magazine Dec. (1921): 27. 
 
"Fun at the Empire."  Rev. of  In the Hospital and The Bailiffs by Nat Phillips. Empire Theatre, Brisbane.  Brisbane  
 Courier 17 Jan. 1926: 16. 
 
"Fun at the Empire."  Rev. of  Lords by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 6 Dec. 1926: 15. 
 
"Fun at the Empire." Rev. of  The Naughty Husband by Jim Gerald. Empire Theatre, Brisbane.  Brisbane Courier 16  
 May 1927: 16. 
 
"Fun at the Empire."  Rev. of  Nights of Joy by Jim Gerald. Empire Theatre, Brisbane. Brisbane Courier 18 July 1927:  
 3. 
 
"Gaiety - Cinderella, The."  Rev. of  Cinderella by Percy St John.  Liddy's Gaiety Theatre, Brisbane.  Brisbane Courier   
 27 Dec. 1890: 7.                                  [see also advert. - BC: 25 Dec. 1890: 2] 
  
"Gaiety Theatre, The."  Rev. of  Aladdin Up-to-Date.  Gaiety Theatre, Brisbane.  Brisbane Courier 31 Jan. 1898: 4. 
 
"Gaiety Theatre, The."  Rev. of  Diavolo Up-to-Date.  Gaiety Theatre, Brisbane.  Brisbane Courier 10 Jan. 1898: 6. 
 
"Gaiety Theatre, The."  Rev. of  The Miller and the Sweep by W. H. Speed.  Gaiety Theatre, Brisbane.  Brisbane  
 Courier 27 Dec. 1895: 6.                       [see also: advert. - BC: 25 Dec. 1895, 2] 
 
"Gaiety Theatre." Rev. of  Sinbad the Sailor.  Gaiety Theatre, Sydney.  Sydney Morning Herald 27 Dec. 1882: 5. 
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"Gaiety Theatre, The."  Rev. of  Sinbad the Sailor.  Gaiety Theatre, Brisbane.  Brisbane Courier  28 Dec. 1897: 5.  
 [see also advert. - 27 Dec. 1897: 2] 
 
"Gaiety Theatre, The."  Rev. of  Sinbad the Sailor.  Gaiety Theatre, Brisbane.  Brisbane Courier  3 Jan. 1898: 3. 
 
"Gaiety Theatre - Christmas Pantomime."  Rev. of  The Invisible Prince by Percy St John and James Wilkinson. Gaiety  
 Theatre, Brisbane.  Brisbane Courier  28 Dec. 1892: 7.            [see also prev. - BC: 26 Dec. 1892: 6] 
 
"Garrick Theatre: Kismet."  Rev. of  Kismet by Edward Knoblock, Oscar Asche and Christopher Wilson. Garrick  
 Theatre, London.  Times  20 Apr. 1911: 8. 
 
"George Wallace Revue: Change at Tivoli." Rev. of  Mr Mulligan, Millionaire by George Wallace. Tivoli Theatre,  
 Melbourne.  Argus 13 Jan. 1930: 10.                       
 
"Gerald Revue Co., The." Rev. of  1914-1918; Or, For the Duration by Jim Gerald. Fullers' Theatre, Sydney.  Theatre  
 Magazine Oct. (1922): 19. 
 
"Goody Two Shoes." Rev. of  Goody Two Shoes by Frank Dix. Her Majesty's Theatre, Sydney.  Sydney Morning  
Herald  19 May 1919: 6. 
 
"Gorgeous East, at the Garrick, The." Rev. of  Kismet by Edward Knoblock, Oscar Asche and Christopher Wilson.   
 Garrick Theatre, London.  Pall Mall Gazette  20 Apr. 1911: 4. 
 
"Golden Mantles of the East: Harem Fashions in Cairo." Times 17 Oct. 1921: 8. 
 
"Grand Opera: Deirdre in Exile - Fritz Hart's Success." Rev. of  Deirdre in Exile by Fritz Hart. His Majesty's Theatre,  
 Melbourne.  Age  23 June 1928: 23. 
 
"Grand Opera House." Rev. of  Keep Laughing by Bert Le Blanc. Grand Opera House, Sydney.  Sydney Morning  
Herald  20 Nov. 1922: 7. 
 
"Grand Opera House." Rev. of  Wy Wurrie? by Bert Le Blanc. Grand Opera House, Sydney.  Sydney Morning Herald   
 9 Oct. 1922: 10. 
 
"Gumleaf Girls, The."  Rev. of  The Gumleaf Girls by George Edwards. Alhambra Music Hall, Sydney.  Sydney  
 Morning Herald 1 Mar. 1920: 5. 
 
"Handsome Ransom: Last Night's Performance."  Rev. of  The Handsome Ransom by Francis Hart and Sir William  
 Robinson.  St George's Hall, Perth.  West Australian 19 Jan. 1894: 3.                [see also advert. - WA: 18 Jan. 1894: 1] 
 
"Handsome Ransom: Last Night's Performance."  Rev. of  The Handsome Ransom by Francis Hart and Sir William  
 Robinson.  St George's Hall, Perth.  West Australian 20 Jan. 1894: 3. 
 
"Handsome Ransom: Operetta at Government House."  Rev. of  The Handsome Ransom by Francis Hart and Sir  
 William Robinson.  Government House, Perth.  West Australian 12 Jan. 1894: 3. 
 
"Harry Clay's Company."  Rev. of  Casey's Ashes by Art Slavin. Town Hall, Toowoomba.  Towoomba Chronicle 20  
 May 1918: 6. 
 
"Haymarket, The."  Rev. of  Harlequin Baron Munchausen by W. M. Akhurst.  Royal Haymarket Theatre, Melbourne.  
 Argus 27 Dec. 1865: 6. 
 
"Haymarket Theatre."  Rev. of  The Last of the Ogres by W. M. Akhurst, Frederick Coppin and Frank Howson. Royal  
 Haymarket Theatre, Melbourne.  Argus 27 Dec. 1864: 6. 
 
"Haymarket Theatre – The Christmas Pantomime, The."  Rev. of  The Four Champions; Or, Harlequin Crystal Globe  
 and the Spirits of the Demon Dell.  Haymarket Theatre, Melbourne.  Argus 24 Dec. 1866: 5. 
 
"Haymarket Theatre : The Pantomime." Rev. of  Harlequin Rumplestiltskin by W. S. Hough. Haymarket Theatre,  
 Melbourne.  Argus 28 Dec. 1867: 5.                  [see also advert. – ARG: 27 Dec. 1867, 8] 
 
"Helen's Babies."  Rev. of  Helen's Babies adapt. by Garnett Walch. Theatre Royal, Melbourne.  Age 20 July 1877: 4. 
 
"Her Majesty's."  Rev. of  Blue Beard by Frank Eugarde et al.  Her Majesty's Theatre, Sydney.  Sydney Morning Herald  
 6 Dec. 1892: 5-6.                    [see also preview 24 Dec. 1892: 10]  
 
"Her Majesty's." Prev. of  Australis; Or, The City of Zero  by J. C. Williamson et al.  Her Majesty's Theatre, Sydney.   
 Sydney Morning Herald  8 Dec. 1900: 12. 
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"Her Majesty's - Australis." Rev. of  Australis; Or, The City of Zero  by J. C. Williamson et al.  Her Majesty's Theatre,  
 Sydney.  Sydney Morning Herald  27 Dec. 1900: 6. 
 
"Her Majesty's - Forty Thieves."  Rev. of  Ali Baba and the Forty Thieves by Arthur H. Adams and Leon Caron et al.   
 Her Majesty's Theatre, Sydney.  Sydney Morning Herald  27 Dec. 1898: 6. 
 
"Her Majesty's - Humpty Dumpty."  Rev. of  Humpty Dumpty by Frank Dix and Victor Champion. Her Majesty's  
 Theatre, Melbourne.  Argus 20 Dec. 1920: 8. 
 
"Her Majesty's - Humpty Dumpty."  Rev. of  Humpty Dumpty by Frank Dix and Victor Champion. Her Majesty's  
 Theatre, Melbourne.  Age 20 Dec. 1920: 8. 
 
"Her Majesty's -  Little Red Riding Hood."  Rev. of  Little Red Riding Hood  by Bernard Espinasse, Leon Caron and  
 Frederick W. Weierter.  Her Majesty's Theatre, Sydney.  Sydney Morning Herald  27 Dec. 1899: 8. 
[see also prev. - SMH: 23 Dec.1899: 10;  and advert. - SMH: 27 Jan.1900: 2] 
 
"Her Majesty's - Matsa."  Rev. of  Matsa; Or, The Queen of Fire by Bert Royle et al.  Her Majesty's Theatre, Sydney.   
 Sydney Morning Herald  29 Feb. 1897: 7.               [see also prev. - SMH: 27 Feb. 1897: 12;  and  
 adverts. - SMH: 27 Feb.; and 5, 13, 20  Mar. 1897: 2] 
 
"Her Majesty's Opera House."  Rev. of  Sinbad the Sailor; Or, The Genii of the Diamond Valley and the New Guinea of  
 the Future by Harry W. Emmet. Opera House, Melbourne.  Argus 25 Dec. 1884: 7. 
 
"Her Majesty's Opera House - The Squatter."  Rev. of  The Squatter by George Darrell.  Her Majesty's Opera House,  
 Melbourne.  Age  29 June 1885: 5.                       [see also advert. A: 27 June 1885: 12] 
 
"Her Majesty's - Robinson Crusoe." Rev. of  Robinson Crusoe by Bert Royle and Frank Eugarde et al. Her Majesty's  
 Theatre, Sydney.  Sydney Morning Herald 25 Dec. 1895: 6. 
 
"Her Majesty's Opera House - Sinbad."  Rev. of  Sinbad the Sailor; Or, The Genii of the Diamond Valley and the New  
Guinea of the Future by Harry W. Emmet. Opera House, Melbourne.  Age 25 Dec. 1884: 5. 
 
"Her Majesty's Theatre." Rev. of Faust adapt. by Gilbert Parker. Her Majesty's Theatre, Sydney.  Sydney Morning  
 Herald 9 Apr. 1888: 8.   
 
"Her Majesty's Theatre." Prev. of  Robinson Crusoe by Bert Royle and Frank Eugarde et al. Her Majesty's Theatre,  
 Sydney.  Sydney Morning Herald 14 Dec. 1895: 10.             [see also prev. - SMH: 8 Jan. 1895: 5] 
 
"Her Majesty's Theatre."  Prev. of  Tapu; Or A Tale of a Maori Pahli by Arthur H. Adams, J. C. Williamson and Alfred  
 Hill.  Her Majesty's Theatre, Sydney.   Sydney Morning Herald  9 July 1904: 9.  [see also advert. - SMH: 9 July  
 1904: 2] 
 
"Her Majesty's Theatre." Rev. of  Robinson Crusoe by Bert Royle and Frank Eugarde et al. Her Majesty's Theatre,  
 Sydney.  Sydney Morning Herald 27 Dec. 1895: 6.             [see also adverts. - SMH: 22, 25 Dec. 1894: 2] 
 
"Her Majesty's Theatre - Babes in the Wood." Rev. of  Babes in the Wood; Or, Bold Robin Hood by Leon Caron and  
 George F. Pack et al.  Her Majesty's Theatre, Sydney.  Sydney Morning Herald  28 Dec. 1897: 5.       [see also  
 advert. - SMH: 27 Dec.1897: 2;  and prev. - SMH: 25 Dec.1897: 8] 
 
"Her Majesty's Theatre - Come Over Here."  Rev. of  Come Over Here. Her Majesty's Theatre, Melbourne.  Argus 30  
 Mar. 1914: 13. 
 
"Her Majesty's Theatre - Jack the Giant Killer." Rev. of  Jack the Giant Killer by  G. Lash Gordon and Frank Eugarde.   
 Her Majesty's Theatre, Sydney.   Sydney Morning Herald  25 Dec. 1893: 6.             [see also advert. - 23 Dec. 1893: 2] 
 
"Her Majesty's Theatre - Tapu." Prev. of  Tapu; Or, A Tale of a Maori Pahli by Arthur H. Adams, J. C. Williamson and  
 Alfred Hill.  Her Majesty's Theatre, Melbourne.  Age 22 Aug. 1904: 6. 
 
"Her Majesty's - The House that Jack Built."  Rev. of  The House that Jack Built by Bert Royle and Frank Eugarde et  
 al. Her Majesty's Theatre, Sydney.  Sydney Morning Herald 24 Dec. 1894: 6. 
 
"Herr Alpin's New Opera."  Rev. of  Eldorado by C. W. Chiplin and Hugo Alpen. Guild Hall, Sydney.  Sydney Morning  
 Herald  29 Oct. 1895: 6. 
 
"Herr Carl Schmitt's Complimentary Concert." Rev. of  Cazille by Richard Hengist Horne and Carl Schmitt. Masonic  
 Hall, Sydney.  Sydney Morning Herald 9 Apr. 1872: 4. 
 
"Hibernicon; Or, Life in Ireland, The."  Rev. of  The Great Hibernicon; Or, Life in the Emerald Isle by Garnet Walch.   
 School of Arts, Sydney.  Sydney Morning Herald 18 June 1874: 5. 
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"His Majesty's Theatre."  Rev. of  Mother Grundy by Arthur Morley. His Majesty's Theatre, Brisbane.  Brisbane  
Courier 21 Dec. 1931: 3.   
 
"His Majesty's Theatre: A New English Opera." Rev. of  A Summer Night by George H. Clutsam. His Majesty's  
 Theatre, London.  Pall Mall Gazette  25 July 1910: 4. 
 
"His Majesty's Theatre: A Summer Night."  Rev. of  A Summer Night by George H. Clutsam.  His Majesty's Theatre,  
 London.  Times 25 July 1910: 13. 
 
"House that Jack Built, The."  Rev. of  The House that Jack Built. Theatre Royal, Sydney.  Sydney Morning Herald   
 24 Dec. 1917: 5. 
 
"Humpty Dumpty Pantomime." Rev. of Humpty Dumpty. His Majesty's Theatre, Brisbane.  Brisbane Courier 19 Apr.  
 1921: 8. 
 
"Humpty Dumpty Pantomime at Her Majesty's." Rev. of  Humpty Dumpty by Frank Dix and Victor Champion. Her  
 Majesty's Theatre, Sydney.  Sydney Morning Herald 7 Mar. 1921: 6. 
 
"Importing of Chu Chin Chow, The." New York Times 28 Oct. 1917: 8.6. 
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 Courier 15 Sept. 1919: 9. 
 
"Little Red Riding Hood."  Rev. of  Little Red Riding Hood  by Bert Royle and Lovell Phillips. Lyceum Theatre,  
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"Local Intelligence - The Theatre." Prev. of  Don John of Austria by Isaac Nathan. Royal Victoria Theatre, Sydney.  
 Australian Journal 11 Apr. 1847: 2581. 
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 Dec. 1931: 7. 
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 Morning Herald 28 Apr. 1906: 4. 
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 Morning Herald 15 Mar. 1913: 4.                    [aka A Moorish Maid] 
 
 
 686 
"Musical and Dramatic Notes." Sydney Morning Herald  23 Mar. 1895: 4.           [re: Marjory Brown/Signor Lardelli's comic  
 opera Katherine and comments regarding recent criticism of Australian audiences and their appreciation of local talent] 
 
"Musical and Dramatic Notes."  Prev. of  Ali Baba and the Forty Thieves by Arthur H. Adams et al.  Her Majesty's  
 Theatre, Sydney.  Sydney Morning Herald  19 Nov. 1898: 4.       [see also "Musical and Dramatic Notes - SMH: 8  
 Apr. 1899, 4; and SMH: 27 May 1899, 5] 
 
"Musical and Dramatic Notes."  Rev. of  The American Girl by Henry Temple and Alfred R. Moulton.  Princess's  
 Theatre, Melbourne.  Sydney Morning Herald  16 July 1898: 4. 
 
"Musical and Dramatic Notes."  Rev. of  A Moorish Maid by J. Youlin Birch and Alfred Hill. Auckland, New Zealand.   
 West Australian 25 July 1905: 5. 
 
"Musical and Dramatic Notes."  Prev. of  Babes in the Wood adapt. by Frank Ayrton.  Her Majesty's Theatre, Sydney.   
 Sydney Morning Herald  5 Dec. 1891: 5.  
 
"Musical and Dramatic Notes."  Prev. of  Babes in the Wood adapt. by Frank Ayrton.  Her Majesty's Theatre, Sydney.   
 Sydney Morning Herald  19 Dec. 1891: 5.  
 
"Musical and Dramatic Notes."  Prev. of  Beauty and the Beast by Toso Taylor.  Princess's Theatre, Melbourne.   
 Sydney Morning Herald  29 Dec. 1894: 5. 
 
"Musical and Dramatic Notes."  Prev. of  Cinderella by Toso Taylor.  Lyceum Theatre, Sydney.  Sydney Morning  
 Herald  8 Dec. 1894: 5. 
 
"Musical and Dramatic Notes."  Prev. of  Djin Djin the Japanese Bogie Man by Bert Royle et al.  Princess's Theatre,  
 Melbourne.  Sydney Morning Herald  4 Jan. 1896: 4. 
 
"Musical and Dramatic Notes." Prev. of  Eldorado by C. W. Chiplin and Hugo Alpen.  Guild Hall, Sydney.  Sydney  
 Morning Herald  19 Oct. 1895: 4. 
 
"Musical and Dramatic Notes."  Prev. of  Harlequin the Forty Thieves by  Frank Emery, Alfred Plumpton and H. T.  
 Harrison. Theatre Royal, Sydney.  Sydney Morning Herald  5 Dec. 1891: 5. 
 
"Musical and Dramatic Notes." Prev. of  Katherine by Marjory Brown and Signor Lardelli.  Town Hall, Sydney.   
Sydney Morning Herald  27 Apr.  May 1895: 5.  
 
"Musical and Dramatic Notes."  Prev. of  Little Red Riding Hood by Bert Royle and Lovell Phillips et al.  Lyceum  
 Theatre, Sydney.  Sydney Morning Herald  31 Dec. 1892: 5. 
 
"Musical and Dramatic Notes."  Prev. of  Matsa; Or, The Queen of Fire by Bert Royle et al.  Princess's Theatre,  
 Melbourne.  Sydney Morning Herald  2 Jan. 1897: 4. 
 
"Musical and Dramatic Notes."  Rev. of  The Coquette by W.Arundell Orchard and W.J. Curtis. Palace Theatre,  
 Sydney.  West Australian  19 Sept. 1905: 9. 
 
"Musical and Dramatic Notes."  Rev. of  Sinbad the Sailor by T.W. Goodge and George Leopold.  Theatre Royal,  
 Melbourne. West Australian  9 Jan. 1905: 5. 
 
"Musical Play by Sydney Residents: Acclaimed in Melbourne." Rev. of Collits' Inn by T. Stuart Gurr and Varnet Monk.  
 Princess Theatre, Melbourne.  Sydney Morning Herald 26 Dec. 1933: 7. 
 
"Music and the Drama, The."  Rev. of  Multiplication is Vexation, Division is as Bad by W. M. Akhurst.  Theatre  
 Royal, Melbourne.  Age 29 Dec. 1856: 5. 
 
"Music and the Drama."  Rev. of  The Babes in the Wood by Alf  J. Lawrence. Princess's Theatre, Melbourne.  Argus  
 23 Aug. 1915: 13. 
 
"Music and the Drama."  Rev. of  Isidora by Luscombe Searelle.  Grand Opera House, Sydney.  Town and Country  
 29 Aug. 1885: 450. 
 
"Music and Musicians."  Prev. of  Merry Freaks in Troublous Times by Isaac Nathan and Charles Nagel.  Australian  
 Journal 12 May 1843: 2. 
 
Neil, Rosemary. "Intriguing but Mawkish." Rev. of  The Currency Lass by Edward Geoghegan. Q Theatre, Penrith.  
 Australian 28 Aug. 1989: 11. 
 
"New Colonial Play." Rev. of  The Currency Lass by Edward Geoghegan. Victoria Theatre, Sydney.  Australian Daily  
 Journal 30 May 1844: 311. 
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"New Historical Opera."  Prev. of Merry Freaks in Troublous Times by Isaac Nathan and Capt. Nagel.  Australian  
 Journal  29 May 1843: 2. 
 
"New Musical Comedy: An Australian Venture." Prev. of  F. F. F. by C. J. DeGaris and Reginald Stoneham.  Green  
 Room July (1920): 9. 
 
"New Opera: Club Life."  Rev. of  Club Life by A. B. Paterson and Ernest P. Truman.  Criterion Theatre, Sydney.   
 Sydney Morning Herald  13 Dec. 1895: 6.                    [see also prev. - SMH: 12 Dec. 1895, 6] 
 
"New Opera House, The."  Rev. of  Bobadil by Walter Parke and Luscombe Searelle.  New Opera House, Sydney.  
 Sydney Morning Herald  21 Sept. 1885: 5. 
 
"New Opera House, The."  Rev. of  Bobadil by Walter Parke and Luscombe Searelle.  New Opera House, Sydney.  
 Sydney Morning Herald  26 Apr. 1885: 5. 
 
"New Opera House." Rev. of  Isidora by Luscombe Searelle. New Opera House, Sydney.  Sydney Morning Herald  27  
 Aug. 1885: 5. 
 
"New Opera House - Bunyip Panto."  Rev. of  The Bunyip by Ella Airlie and Nat Phillips.  New Opera House, Sydney.   
 Australian Variety  3 Jan. (1917): n. pag. 
 
"New Opera House: Isidora." Prev. of  Isidora by Luscombe Searelle. New Opera House, Sydney.  Sydney Morning  
 Herald 22 Aug. 1885: 15. 
 
"New Opera: Katherine, The."  Prev. of  Katherine by Marjory Brown and Signor Lardelli.  Tattersall's Chambers,  
 Sydney.  Sydney Morning Herald  11 May 1895: 7.        [concert version, see also prev. - SMH: 16 May 1895, 2] 
 
"New Opera - The Emperor."  Rev. of  The Emperor by W. J. Curtis and W. Arundell Orchard. Palace Theatre, Sydney.   
 Sydney Morning Herald  3 Nov. 1906: 14. 
 
"New Opera - The Emperor."  Rev. of  The Emperor by W. J. Curtis and W. Arundell Orchard. Palace Theatre, Sydney.   
 Sydney Morning Herald  8 Nov. 1906: 8. 
 
"News of the Day."  Rev. of Agapemone; Or, The Thee Innocents by Henry E. Walton et al. People's Theatre, 
 Melbourne.  Age 20 Feb. 1880: 3. 
 
"News of the Day."  Rev. of  A Daughter of Eve by Marcus Clarke. Bijou Theatre, Melbourne.  Age 23 Feb. 1880: 7. 
 
"News of the Day."  Rev. of  The Enchanted Isle by George Fawcett.  Princess's Theatre, Melbourne. Argus 26 Apr.  
 1859: 5. 
 
"News of the Day." Rev. of  Genevieve de Brabant adapt by Garnet Walch. Opera House, Melbourne.  Age 14 June  
 1875: 2-3. 
 
"News of the Day."  Rev. of H.M.S. Pin-A-4 by W. Horace Bent.  St George's Hall, Melbourne.  Age 1 Nov. 1880: 2.   
 
"News of the Day."  Rev. of  L'Africaine by W. M. Akhurst. Polytechnic Hall, Melbourne.  Age 13 Aug. 1866: 5. 
 
"News of the Day."  Rev. of  Our Village by Harry W. Emmet and David Cope. Bijou Theatre, Melbourne.  Age 26 July  
 1880: 3. 
 
"News of the Day." Rev. of  Spoons by Garnet Walch. Academy of Music, Sydney.  Sydney Morning Herald 19 Oct.  
 1885: 5. 
 
"News of the Day."  Rev. of The Yellow Dwarf by W. M. Akhurst. Theatre Royal Melbourne.  Age 26 Apr. 1859: 5. 
 
"New Theatre, A."  Age 4 Nov. 1916: 17.     [re: opening of Palace Theatre / Walter Johnston Revue Co] 
 
"New Tivoli Theatre." Rev. of A Way We Have in the Navy by Jim Gerald. New Tivoli Theatre, Sydney. Sydney  
 Morning Herald 6 Feb. 1933: 4.        
 
"New Tivoli Theatre: Circus Days."  Rev. of Circus Days by Jim Gerald. New Tivoli Theatre, Sydney. Sydney Morning  
 Herald 30 Jan. 1933: 4.   
 
"New Tivoli Theatre: Honeymoon Troubles." Rev. of Honeymoon Troubles by Jim Gerald. New Tivoli Theatre,  
 Sydney. Sydney Morning Herald 13 Feb. 1933: 5.  
 
"New Tivoli Theatre: I Don't Want to Be a Jockey." Rev. of  I Don't Want to Be a Jockey by Jim Gerald. New Tivoli  
 Theatre, Sydney. Sydney Morning Herald 6 Mar. 1933: 5.   
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"New Tivoli Theatre: It Ended in Spain."  Rev. of  It Ended in Spain by Jim Gerald. New Tivoli Theatre, Sydney.  
 Sydney Morning Herald 26 Feb. 1933: 5.       
 
"New Tivoli Theatre : Mum's the Word." Rev. of Mum's the Word by Jim Gerald. New Tivoli Theatre, Sydney.  
 Sydney Morning Herald 13 Mar. 1933: 5.       
 
"New Tivoli Theatre: So Long Customers."  Rev. of  So Long Customers by Jim Gerald. New Tivoli Theatre, Sydney.  
 Sydney Morning Herald 10 Apr. 1933: 5.       
 
"New Tivoli Theatre: The Gink from Georgia." Rev. of  The Gink from Georgia by Jim Gerald. New Tivoli Theatre,  
 Sydney. Sydney Morning Herald 27 Mar. 1933: 5.  
 
"New Tivoli Theatre: The Moorish Maid." Rev. of  The Moorish Maid by Jim Gerald. New Tivoli Theatre, Sydney.  
 Sydney Morning Herald 3 Apr. 1933: 5.  
 
"New Tivoli Theatre: The Naughty Earl." Rev. of  The Naughty Earl by Jim Gerald. New Tivoli Theatre, Sydney.  
 Sydney Morning Herald 20 Mar. 1933: 4.        
 
 "New Tivoli Theatre: Varied Programme." Rev. of  He's in Again by Jim Gerald. New Tivoli Theatre, Sydney. Sydney  
 Morning Herald 20 Feb. 1933: 45.      
 
"New Zealand Notes." Rev. of  Sinbad the Sailor; Or, The Fairy of the Diamond Valley  by W. T. Goodge and George  
 Leopold et al.  Theatre Royal, Sydney.  Theatre Magazine July (1906): 18-19.       
 
"Novelties at Empire Theatre." Rev. of  The Pickled Porter by George Wallace. Empire Theatre, Brisbane.  Brisbane  
Courier 23 Nov. 1925: 5. 
 
"Nugget Theatre."  Rev. of Adonis.  Nugget Theatre, Melbourne.  Age 27 Dec. 1885: 6. 
 
"Nymphs and Cannibals."  Prev. of Robinson Crusoe by Nat Phillips. Empire Theatre, Brisbane.  Truth 12 Dec. 1926: 9. 
 
Olb, Suzanne. "G(u)ilt-Edged Theatre."  Rev. of  The Currency Lass by Edward Geoghegan. Q Theatre, Penrith.   
 Sydney Review Sept. (1989): 21. 
 
"Oh Auntie  at the Empire." Rev. of  Oh Auntie by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 15 Nov.  
 1926: 19. 
 
"Old Mother Hubbard at the Princess (Sydney)."  Rev. of  Old Mother Hubbard.  Princess Theatre, Sydney.  Theatre  
 Magazine  Sept. (1915): 52-3. 
 
"Olympic Theatre."  Rev. of  Mother Goose and the Enchanted Beauty.  Olympic Theatre, Sydney.  Sydney Morning  
 Herald 28 Dec. 1885: 8. 
 
"On and Off the Stage."  Rev. of  Beauty and the Beast by Toso Taylor.  Lyceum Theatre, Sydney.  Sydney Morning  
 Herald  5 Jan.  1894: 7. 
 
"On and Off the Stage."  Rev. of  Little Red Riding Hood.  Princess Theatre, Melbourne.  Table Talk  5 Jan. 1894: 7. 
 
"On and Off the Stage."  Rev. of  Little Red Riding Hood. Princess Theatre, Melbourne.  Table Talk  12 Jan. 1894: 8. 
 
"On and Off the Stage."  Prev. of  Sinbad the Sailor by Garnet Walch.  Theatre Royal, Melbourne.  Table Talk  22 Dec.  
 1893: 5. 
 
"On and Off the Stage."  Rev. of  Sinbad the Sailor by Garnet Walch.  Theatre Royal, Melbourne.  Table Talk  5 Jan.  
 1894: 5. 
 
"On and Off the Stage."  Rev. of  Sinbad the Sailor by Garnet Walch.  Theatre Royal, Melbourne.  Table Talk  12 Jan.  
 1894: 8. 
 
"On Your Nut." Rev. of  On Your Nut by Jack Kearns and Harry Sadler. Princess Theatre, Sydney.  Theatre Magazine   
 Mar. (1916): 46-47. 
 
"Opera: Genevieve de Brabant, The."  Rev. of  Genevieve De Brabant adapt. by Garnet Walch. Opera House,  
 Melbourne. Argus 13 Sept. 1875: 5.  
 
"Opera House." Rev. of  Bobadil by Luscombe Searelle and Walter Parker.  New Opera House, Sydney.  Sydney  
 Morning Herald  24 Nov. 1884: 8. 
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"Opera House, The."  Prev. of  Fortunatas and the Magic Purse and the Wishing Cap. Opera House, Melbourne.  Age 24  
 Dec. 1875: 3. 
 
"Opera House, The."  Rev. of  Fortunatas and the Magic Purse and the Wishing Cap. Opera House, Melbourne.  Age 28  
 Dec. 1875: 3. 
 
"Opera House, The."  Rev. of  The King of the Tranquil Valley and Brutus the Tyrant.  Opera House, Sydney.  Sydney  
Morning Herald 28 Dec. 1880: 6. 
 
"Opera House, The."  Rev. of  The Sleeping Beauty; Or, The Charming Prince Who Rescued the Princess. Opera  
 House,  Melbourne.  Argus 25 Dec. 1877: 7. 
 
"Opera House, The."  Rev. of  Uncle Tom's Cabin adapt. by J. F. Sheridan, Bert Royle, with J. A. Robertson et al.   
 Opera House, Brisbane.  Brisbane Courier  8 Apr. 1890: 6.   [see also advert. - BC: 5, 12 Apr. 1890: 2] 
 
"Opera House, The."  Rev. of  Under the Gaslight by W. Horace Bent.  Opera House, Sydney.  Sydney Morning  
 Herald  26 June 1893: 4. 
 
"Opera House - A Christmas Pantomime."  Rev. of  Jack the Giant Killer by T. F. Doyle et al. Opera House,  
 Melbourne.  Age 7 Feb. 1898: 6.                      [see also advert. - A: 5 Feb. 1898: 12] 
 
"Opera House - Cinderella." Rev. of  Cinderella by Toso Taylor. Opera House, Brisbane. Brisbane Courier 24 May  
 1895: 5. 
 
"Opera House: Genevieve de Brabant, The."  Rev. of  Genevieve De Brabant adapt. by Garnet Walch. Opera House,  
 Melbourbne.  Argus 14 June 1875: 5.  
 
"Opera House: Les Cent Vierges."  Rev. of  Les Cent Vierges by W. M. Akhurst. Opera House, Melbourne.  Argus 1  
 Mar. 1875: 3. 
 
"Opera House - Miss Maggie Moore Season, The."  Rev. of  Trilby Burlesque by Edwin Fin and George Pack et al.   
 Opera House, Brisbane.  Brisbane Courier  5 Sept. 1898: 5.                     [see also advert. - BC: 3 Sept. 1898: 2] 
 
"Opera House Pantomime."  Rev. of  Admanta the Proud Princess of Profusia and Her Six Unlucky Suitors by Garnet  
 Walch. Opera House, Melbourne.  Age 26 Dec. 1874: 5. 
 
"Opera House: Robinson Crusoe." Rev. of Robinson Crusoe adapt. by Arthur Patchett Martin. Opera House,  
 Melbourne.  Age: 25 Dec. 1879: 6. 
 
"Opera House: Robinson Crusoe."  Rev. of Robinson Crusoe of Rainbow Island by Victor Prince and Herbert de Pinna.  
 Grand Opera House, Sydney.  Sydney Morning Herald 24 Dec. 1917: 5. 
 
"Opera House - The Naked Truth."  Rev. of  The Naked Truth  by George Darrell.  Opera House, Melbourne.  Age  14  
 May 1883: Supp. 1.              [see also advert. A: 12 May 1883: 8] 
 
"Oratorio - Future Life."  Rev. of  Future Life by R. R. Garran and Henri Kowalski.  Her Majesty's Theatre, Sydney.   
 Sydney Morning Herald  26 Dec. 1895: 6. 
 
"Orientalism in Early Australian Theatre."  New Literature Review: 26 (1993): 32-45.               [incl. Chu Chin Chow] 
 
"Oscar Asche Returns Here For Cairo."  Prev. of Cairo by Oscar Asche. Her Majesty's Theatre, Sydney.  Sydney  
Morning Herald  4 Sept. 1922: n. pag. 
 
"Palace - Dick Whittington." Rev. of  Dick Whittington by Nat Phillips et al. Palace Theatre, Melbourne.  Argus 26  
 Dec. 1922: 7. 
 
"Palace Theatre."  Sydney Morning Herald  7 Apr. 1900: 7.                  [re: Lady Dolly by Alfred Hill] 
 
"Palace Theatre: Chu Chin Chow. Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Palace Theatre,  
 London.  Times 4 July 1940: 6. 
 
"Palace Theatre: Chu Chin Chow. Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Palace Theatre,  
 London.  Times 24 July 1941: 6. 
 
"Palace Theatre: Jack and Jill." Rev. of  Jack and Jill. Palace Theatre, Sydney.  Sydney Morning Herald 19 May 1919:  
 7. 
 
"Palace Theatre - Lady Dolly." Rev. of  Lady Dolly by Margaret Browne and Alfred Hill. Palace Theatre, Sydney.  
 Australasian Stage Annual Vol 2 (1901): 58. 
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"Palace Theatre Pantomime." Rev. of  The Babes in the Wood by George H. Ward et al. Palace Theatre, Melbourne.  
 Argus 27 Dec. 1921: 7. 
 
"Palace Theatre - The Coquette."  Rev. of  The Coquette by W. Arundell Orchard et al.  Palace Theatre, Sydney.  
 Sydney Morning Herald  29 Aug. 1905: 8. 
 
"Palace Theatre - The Kissing Maid."  Rev. of  The Kissing Maid by Walter Johnston.  Palace Theatre, Melbourne.  
 Age 20 Nov. 1916: 9. 
 
"Palace Theatre - The Flirting Widow."  Rev. of  The Flirting Widow by Walter Johnston.  Palace Theatre, Melbourne.  
 Age 6 Nov. 1916: 10. 
 
"Palace Theatre - The Flyaway Girl."  Rev. of  The Flyaway Girl by Walter Johnston.  Palace Theatre, Melbourne.  
 Age 4 Dec. 1916: 9. 
 
"Palace - Vaudeville."  Rev. of  Fine, Fine, Fine by Paul Stanhop. Palace Theatre, Melbourne.  Argus 23 Dec. 1918: 8. 
 
"Pantomime, The."  Rev. of  Dick Whittington and His Cat; A Pantomime with Purr-Puss by Lance Lenton et al. Gaiety  
 Theatre, Brisbane.  Brisbane Courier 7 Jan. 1895: 5. 
 
"Pantomime, The." Rev. of  Jack and the Beanstalk adapt. by Frank Edwards. Theatre Royal, Melbourne.  Age 27 Dec.  
 1871: 3. 
 
"Pantomime, The."  Rev. of  Little Jack Sheppard.  Gaiety Theatre, Brisbane.  Brisbane Courier  24 Jan. 1898: 6. 
 [see also advert. - BC: 22 Jan. 1898: 7] 
 
"Pantomime at Cremorne." Prev. of  Robinson Crusoe. Cremorne Theatre, Brisbane. Brisbane Courier 27 Dec. 1926: 6. 
 
"Pantomime at Cremorne."  Rev. of  The Old Woman Who Lived in a Shoe by Billy Maloney and Fred Whaite. 
 Cremorne Theatre, Brisbane.  Brisbane Courier  17 Dec. 1921: 7. 
 
"Pantomime at Her Majesty's." Rev. of  Mother Goose by J. Hickory Wood, Reginald Franklin and Victor Champion.  
 Her Majesty's Theatre, Melbourne.  Age 20 Dec. 1915: 9. 
 
"Pantomime at His Majesty's Theatre - Sinbad the Sailor."  Rev. of  Sinbad the Sailor by W.T. Goodge and George  
 Leopold.  His Majesty's Theatre, Perth.  West Australian 17 May 1905: 9. 
 
"Pantomime at the Alhambra."  Rev. of  The Wattle Bird. Alhambra Theatre, Sydney.  Sydney Morning Herald 29 Mar.  
 1920: 4. 
 
"Pantomime at the Haymarket, The."  Rev. of  The Four Champions; Or, Harlequin Crystal Globe and the Spirits of the  
 Demon Dell.  Haymarket Theatre, Melbourne.  Age 24 Dec. 1866: 5. 
 
"Pantomime at the Haymarket."  Rev. of  Harlequin Baron Munchausen by W. M. Akhurst.  Royal Haymarket Theatre,  
 Melbourne.  Age 27 Dec. 1865: 6. 
 
"Pantomime at the Haymarket, The."  Rev. of  Harlequin Jack Sheppard by W. M. Akhurst. Duke of Edinburgh Theatre,  
 Melbourne.  Age 28 Dec. 1869: 3.      [see 1866 file re: change of  theatre name] 
 
"Pantomime at the Haymarket, The." Rev. of  Harlequin Rumplestiltskin by W. S. Hough. Haymarket Theatre,  
 Melbourne.  Age 28 Dec. 1867: 7. 
 
"Pantomime at the Prince of Wales."  Rev. of  The House that Jack Built; Or, Harlequin Jack Sydney. Prince of Wales  
 Theatre, Sydney.  Sydney Morning Herald  23 Dec. 1871: 7. 
 
"Pantomime at the Princess's."  Rev. of  Lady Belle-Belle; Or, Harlequin Fortunio and the Seven Magic Men. Princess's  
 Theatre, Melbourne.  Age 27 Dec. 1866: 6. 
 
"Pantomime at the Royal." Rev. of Goody Two Shoes and Little Boy Blue by Marcus Clarke. Theatre Royal,  
Melbourne.  Age 27 Dec. 1870: 3. 
 
"Pantomime at the Royal, The.  Rev. of  Gulliver on His Travels by W. M. Akhurst. Theatre Royal, Melbourne.  Age 27  
 Dec. 1866: 5-6. 
 
"Pantomime at the Royal."  Rev. of  Harlequin Arabian Nights by W. M. Akhurst and A. Reiff. Theatre Royal,  
 Melbourne.  Argus 27 Dec. 1862: 5. 
 
"Pantomime at the Royal, The." Rev. of  Jack and the Beanstalk adapt. by Frank Edwards. Theatre Royal, Melbourne.  
 Argus 27 Dec. 1871: 6. 
 691 
"Pantomime at the Royal."  Rev. of  Sinbad the Sailor by T. W. Goodge and George Leopold. Theatre Royal, Sydney.  
 Sydney Morning Herald 25 Dec. 1905: 3. 
 
"Pantomime at the Royal."  Rev. of  Tom Tom the Piper's Son and Mary Mary, Quite Contrary by W. M. Akhurst.  
 Theatre Royal, Melbourne.  Age 27 Dec. 1867: 6. 
 
"Pantomime at the Royal - Robinson Crusoe." Rev. of  Harlequin Robinson Crusoe by W. M. Akhurst. Theatre Royal,  
 Melbourne.  Age 26 Dec. 1868: 3. 
 
"Pantomime Revels."Rev. of  Pantomime Revels by Jim Gerald. Tivoli Theatre, Sydney.  Sydney Morning Herald 26  
 Dec. 1932: 2. 
 
"Pantomime Revels: Holiday Show at Tivoli." Rev. of  Pantomime Revels by Jim Gerald. Tivoli Theatre, Melbourne.  
 Argus 28 Dec. 1931: 11.        
 
"Pantomimes, The."  Rev. of  The House that Jack Built; Or, Harlequin Progress and the Loves, Laughs, Laments  
 and Labors of Jack Melbourne by W. M. Akhurst. Theatre Royal, Melbourne.  Humbug 29 Dec. 1869: 6. 
 
"Pantomime: Jack and the Beanstalk at the Tivoli." Rev. of  Jack and the Beanstalk by Harry and Louise Farrow. Tivoli  
 Theatre, Melbourne.  Argus 11 Mar. 1918: 9. 
 
"Pantomimes – Theatre Royal."  Rev. of  Harlequin Valentine and Orson by W. M. Akhurst.  Theatre Royal,  
Melbourne.  Argus 27 Dec. 1861: 5. 
 
"Parsifal."  Rev. of  Parsifal by T. Hilhouse Taylor and Christian Hellemann. Her Majesty's Theatre, Sydney.  Sydney  
 Morning Herald 24 Dec. 1906: 3. 
 
"Perth Olde Englyshe Fayre." Prev. of  The Golden West by Edward H. Tottenham et al. Ye Olde Englyshe Fayre,  
 Fremantle.  West Australian 17 Jan. 1898: 3. 
 
"Playhouse: Mademoiselle Mimi." Rev. of  Mademoiselle Mimi. Playhouse Theatre, Melbourne.  Argus 9 Feb. 1920: 8. 
 
"Police at the Empire, The." Rev. of  The Police by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 8 Nov.  
 1926: 15. 
 
"Praise for Bluebeard: Melbourne Critic Praises Production at the Princess." Rev. of Bluebeard by Frank Neil. Princess  
 Theatre, Melbourne.  Fuller News  4 Mar. (1922): 4. 
 
"Pretty Panto."  Rev. of  Robinson Crusoe. Cremorne Theatre, Brisbane.  Truth 19 Dec. 1926: 9. 
 
"Prince of Wales."  Rev. of  Harlequin Little  Jack Horner; Or, The Christmas Pie and the Fairies by Walter H. Cooper.   
 Prince of Wales Theatre, Sydney.  Bell's Life in Sydney  9 Jan. 1869: 3. 
 
"Prince of Wales Opera House, The."  Rev. of Felix Australia;  Or, Harlequine Laughing Jackass and the Magic Bat by  
 Garnet Walch. Prince of Wales Opera House, Melbourne.  Argus 27 Dec. 1873: 6. 
 
"Prince of Wales Theatre."  Rev. of Australia Felix;  Or, Harlequine Laughing Jackass and the Magic Bat by Garnet  
 Walch. Prince of Wales Opera House, Melbourne.  Age 27 Dec. 1873: 6.        
 
"Prince of Wales Theatre." Rev. of Black Ey'd Susan by Mr Bayly. Prince of Wales Theatre, Sydney.  Sydney Morning  
 Herald 11 Aug. 1866: 4. 
 
"Prince of Wales Theatre." Rev. of Harlequin and the House that Jack Built; Or, Will O' the Wisp and Old Mother  
 Hubbard and her Wonderful Dog. Prince of Wales Theatre, Sydney.  Sydney Morning Herald 30 Dec. 1865: 6. 
 
"Prince of Wales Theatre." Rev. of Tom Tom the Piper's Son and Mary Mary, Quite Contrary by W. M. Akhurst.  
 Prince of Wales Theatre, Sydney.  Sydney Morning Herald 25 Dec. 1869: 4. 
 
"Prince of Wales Theatre."  Rev. of  True Blue Beard; Or, Harlequin Hymen the Great Bashaw of Many Tales by  
 Garnet  Walch. Prince of Wales Theatre, Melbourne.  Age 24 Dec. 1872: 3. 
 
"Prince of Wales Theatre: The Christmas Pantomime." Rev. of  True Blue Beard; Or, Harlequin Hymen the Great  
 Bashaw of Many Tales by Garnet Walch. Prince of Wales Theatre, Melbourne.  Argus 25 Dec. 1872: 7. 
 
"Princess - Bluebeard."  Rev. of Bluebeard by Fank Neil.  Princess Theatre, Melbourne.  Argus 27 Dec. 1921: 7. 
 
"Princess's, The."  Rev. of Cameralzaman and Badoura by George Scott Hough. Princess's Theatre, Melbourne.  Bell's  
Life in Victoria 1 Jan. 1859: 2. 
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"Princess's."  Rev. of  The Enchanted Isle by George Fawcett. Princess's Theatre, Melbourne.  Bell's Life in Victoria 30  
 Apr. 1859: 2. 
 
"Princess's, The."  Rev. of  Fortunio by George Fawcett. Princess's Theatre, Melbourne.  Age  28 Dec. 1857: 5-6. 
 
"Princess's, The."  Rev. of Fortunio by George Fawcett.  Princess's Theatre, Melbourne.  Argus 28 Dec. 1857: 5. 
 
"Princess's, The."  Rev. of  Harlequin Mother Hubbard and Puss in Boots by George Fawcett.  Princess's Theatre,  
 Melbourne.  Age 27 Dec. 1861: 5. 
 
"Princess's, The."  Rev. of  Ixion; Or, The Man at the Wheel by W. M. Akhurst.  Princess's Theatre, Melbourne.  Age 24  
 Sept. 1866: 5. 
 
"Princess's."  Rev. of  Jack the Giant Killer.  Princess's Theatre, Melbourne.  Age 27 Dec. 1860: 4-5. 
 
"Princess's."  Rev. of  Jack the Giant Killer.  Princess's Theatre, Melbourne.  Argus 27 Dec. 1860: 5-6. 
 
"Princess's."  Rev. of  The Queen of Beauty, Who had a Fight with the Genii by W. M. Akhurst.  Princess's Theatre,  
 Melbourne.  Age 16 Nov. 1861: 2. 
 
"Princess's Pantomime - Little Red Riding Hood, The." Rev. of  Little Red Riding Hood by Bert Royle and Lovell  
 Phillips.  Princess's Theatre, Melbourne.  Sydney Morning Herald  27 Dec. 1893: 5.          [see also advert. -   
 SMH: 23 Dec. 1893: 12] 
 
"Princess's Pantomime: The Forty Thieves, The."  Rev. of  Ali Baba and the Forty Thieves by Bert Royle and H. T.  
 Harrison. Princess's Theatre, Melbourne.  Age 27 Dec. 1892: 6. 
 
"Princess's Theatre."  Rev. of  Beauty and the Beast.  Princess's Theatre, Melbourne.  Age 18 Jan. 1858: 5. 
 
"Princess's Theatre."  Rev. of  Beauty and the Beast.  Princess's Theatre, Melbourne.  Argus 18 Jan. 1858: 5. 
 
"Princess's Theatre."  Rev. of  Cameralzaman and Badoura by George Scott Hough. Princess's Theatre, Melbourne.  
 Age 28 Dec. 1858: 5. 
 
"Princess's Theatre."  Rev. of  Cameralzaman and Badoura by George Scott Hough. Princess's Theatre, Melbourne.  
 Argus 28 Dec. 1858: 4-5. 
 
"Princess's Theatre, The."  Rev. of  Fortunio by George Fawcett.  Princess's Theatre, Melbourne.  Bell's Life in Victoria 
2 Jan. 1857: 2. 
 
"Princess's Theatre, The."  Rev. of  Harlequin Mother Hubbard and Puss in Boots by George Fawcett.  Princess's  
 Theatre, Melbourne.  Argus 27 Dec. 1861: 5. 
 
"Princess's."  Rev. of  Jack the Giant Killer.  Princess's Theatre, Melbourne. Bell's Life in Victoria 29 Dec. 1860: 2. 
 
"Princess's Theatre." Rev. of  King Arthur; Or, Lancelot the Loose, Gin-evere the Square and the Knights of the Round  
 Table and Other Furniture by W. M. Akurst. Princess's Theatre, Melbourne.  Argus 19 Apr. 1870: 6. 
 
"Princess's Theatre."  Rev. of  Lady Belle-Belle; Or, Harlequin Fortunio and the Seven Magic Men.  Princess's Theatre, 
 Melbourne.  Argus 27 Dec. 1866: 5. 
 
"Princess's Theatre."  Rev. of  Mother Goose by Fred W. Weierter et al.  Princess Theatre, Sydney.  Australian Variety  
 25 Aug. (1915): n. pag. 
 
"Princess's Theatre." Rev. of  Old Mother Hubbard. Princess Theatre, Sydney.  Australian Variety 18 Aug. (1915): 
 n. pag. 
 
"Princess's Theatre: The Forty Thieves, The."  Rev. of  Ali Baba and the Forty Thieves by Bert Royle and H. T.  
 Harrison. Princess's Theatre, Melbourne.  Argus 27 Dec. 1892: 7. 
 
"Princess's Theatre: The Pantomime Matza." Rev. of  Matza - Queen of Fire by Bert Royle and J.C. Williamson.   
 Princess's Theatre, Melbourne.  Age  28 Dec. 1896: 6. 
 
"Princess Theatre." Rev. of  Toyland by George Edwards. Princess Theatre, Sydney. Australian Variety 24 Jan. (1919):  
 n. pag. 
 
"Princess's Theatre - Babes in the Wood." Rev. of  The Babes in the Wood. Princess's Theatre, Melbourne.  Age 4 Apr.  
 1898: 7.  
 
"Princess Theatre: Cinderella." Rev. of Cinderella by Nat Phillips. Princess Theatre, Melbourne.  Age 28 Dec. 1920: 6. 
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"Princess's Theatre - Joyous Jones."  Rev. of Joyous Jones. Princess's Theatre, Melbourne.  Argus 4 June 1917: 9. 
 
"Princess Theatre - Lelamine."  Rev. of  Lelamine by Alfred Moultan.  Princess's Theatre, Melbourne.  Age 10 July  
 1897: 6.              [see also advert. - A: 8 May 1897: 12] 
 
"Princess's Theatre - Matsa."  Rev. of  Matsa by Bert Royle et al.  Princess's Theatre, Melbourne.  Age 17 May 1897: 6. 
 [see also adverts. - A: 8, 15 May 1897: 12] 
 
"Princess Theatre, The." Rev. of  The Willow Pattern Plate by Joseph Downey. Princess Theatre, Melbourne. Argus 8  
 Oct. 1872: 6. 
 
"Princess Theatre Pantomime - The Babes in the Wood." Rev. of  The Babes in the Wood by Alf J. Lawrence.  
 Princess's Theatre, Melbourne.  Age  23 Aug. 1915: 10. 
 
"Princess Theatre: Predatoros."  Rev. of  Predatoros; Or, The Brigand's Bride  by William Robinson and Francis Hart.   
 Princess Theatre, Melbourne.  Age  13 Nov. 1894: 6. 
 
"Princess Theatre: Predatoros; Or, The Brigand's Bride."  Rev. of  Predatoros; Or, The Brigand's Bride  by William  
 Robinson and Francis Hart.  Princess Theatre, Melbourne.  Argus  13 Nov. 1894: 6.           [see also prev. -  
 ARG:12 Nov. 1894: 5] 
 
"Princess's Theatre: Re-Opening Performance."  Rev. of  Little Red Riding Hood by Bernard Espinasse, Leon Caron  
 and Fred W. Weierter. Princess's Theatre, Melb.  Age 26 Feb. 1900: 9.        [see also advert. - A:24 Feb. 1900, 12] 
 
"Princess's Theatre - The Babes in the Wood."  Rev. of  The Babes in the Wood.  Princess's Theatre, Melbourne.   
 Age  4 Apr. 1898: 7.                  [see also adverts. - 2, 9, 16  Apr. 1897: 12] 
 
"Princess Theatre - The Bunyip." Rev. of  The Bunyip by Ella Airlie and Nat Phillips. Princess Theatre, Melbourne.   
 Age 9 Apr. 1917: 7. 
 
"Princess Theatre - The Bunyip." Rev. of  The Bunyip by Ella Airlie and Nat Phillips. Princess Theatre, Melbourne.   
 Argus 9 Apr. 1917: 6. 
 
"Princess Theatre: Rajah of Shivapore, The." Rev. of  The Rajah of Shivapore by Alfred Hill and David Souter.  
 Princess Theatre, Melbourne.  Argus 11 Feb. 1918: 9. 
 
"Princess Theatre: Rajah of Shivapore, The." Rev. of  The Rajah of Shivapore by Alfred Hill and David Souter.  
 Princess Theatre, Melbourne.  Age 11 Feb. 1918: 8. 
 
"Public Amusements: Prince of Wales Theatre." Rev. of  Oberon; Or, The King of the Fairies adapt. by G. B. Barton.  
 Prince of Wales Theatre, Sydney.  Sydney Morning Herald 23 Dec. 1865: 7 
 
"Puss in Boots."  Rev. of  Puss in Boots by Frank Neil.  Majestic Theatre, Sydney.  Sydney Morning Herald  27 Dec.  
 1922: 8. 
 
"Puss in Boots." Rev. of  Puss in Boots by Jim Gerald and Frank Neil. Princess Theatre, Melbourne.  Age 28 Dec. 1926: 
 7. 
 
"Puss in Boots": Clever Pantomime - St James Theatre." Rev. of  Puss in Boots. St James Theatre, Sydney. Sydney  
 Morning Herald 27 Dec. 1930: 10. 
 
"Puss in Boots at Newtown Majestic." Rev. of  Puss in Boots by Frank Neil.  Majestic Theatre, Sydney.  Green Room   
 Dec. (1922): 9. 
 
"Puss in Boots - Attractive Pantomime."  Review of  Puss in Boots by Frank Neil and Jim Gerald. Princess Theatre,  
 Melbourne.  Argus 28 Dec. 1926: 16. 
 
"Queen's Theatre, The."  Rev. of  Harlequin King Blear and His Three Daughters by Henry Thornton Craven. Queen's  
 Theatre, Melbourne.  Age 27 Dec. 1855: 5. 
 
"Queen's Theatre, The."  Rev. of  Harlequin King Blear and His Three Daughters by Henry Thornton Craven. Queen's  
 Theatre, Melbourne.  Argus 28 Dec. 1855: 5. 
 
"Queen's Theatre." Rev. of  Helen's Babies adapt by Garnet Walch. Queen's Theatre, Sydney.  Sydney Morning Herald  
 14 Sept. 1877: 5. 
 
"Queen's Theatre."  Rev. of  Honest Hearts by Harry W. Emmet. Queen's Theatre, Sydney.  Sydney Morning Herald 24  
 Nov. 1879: 5. 
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"Queen's Theatre."  Rev. of  Jack the Giant Killer by Harry W. Emmet and J.R. Greville.  Queen's Theatre, Sydney.  
 Sydney Morning Herald 29 Dec. 1880: 5. 
 
"Queen's Theatre, The."  Rev. of  Riddle Me, Riddle Me Ree by Nelson Lee.  Argus 27 Dec. 1854: 4. 
 
"Queen's Theatre, The." Rev. of Robinson Crusoe by E. Lewis Scott. Queen's Theatre, Sydney. Empire 28 Dec. 1874: 3. 
 
"Queen's Theatre, The."  Rev. of  Rolla of Ours by W. M. Akhurst.  Queen's Theatre, Melbourne.  Age 9 Jan. 1855: 5. 
 
"Queen's Theatre – The New Burlesque."  Rev. of  Rolla of Ours by W. M. Akhurst.  Queen's Theatre, Melbourne.   
 Argus 9 Jan. 1855: 5. 
 
"Rajah of Shivapore, The." Rev. of  The Rajah of Shivapore by Alfred Hill and David Souter. Playhouse Theatre,  
 Sydney.  Sydney Morning Herald 17 Dec. 1917: 4. 
 
"Rajah of Shivapore, The." Rev. of  The Rajah of Shivapore by Alfred Hill and David Souter. Playhouse Theatre,  
 Sydney.  Green Room Jan. (1918): 5. 
 
"Rajah of Shivapore, The." Rev. of  The Rajah of Shivapore by Alfred Hill and David Souter. His Majesty's  Theatre,  
 Brisbane.  Brisbane Courier 14 Jan. 1918: 9.        [see also prevs. - BC: 5, 7 Jan. 1918, 9] 
 
"Red Riding Hood: Attractive Dancing at Playhouse." Rev. of  Red Riding Hood. Playhouse Theatre, Melbourne. Argus  
 28 Dec. 1931: 11. 
 
"Red Riding Hood Pantomime at Playhouse."  Rev. of  Red Riding Hood. Playhouse Theatre, Melbourne. Age: 28 Dec.  
 1931: 9. 
 
"Regent Theatre: 'Chu Chin Chow Revived."  Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Regent  
 Theatre, London.  Times 27 Dec. 1928: 14. 
 
"Repertory Theatre, The."  Rev. of  The Moorish Maid by J. Youlin Birch and Alfred Hill.  Repertory Theatre, Sydney.   
 Sydney Morning Herald  28 July 1913: 3.           [see also: prev. SMH: 7 July 1913, 4; and advert. SMH: 12 July 1913, 2] 
 
"Revue and Vaudeville - Reopening of Tivoli." Rev. of  Me and My Girl by George Wallace. Tivoli Theatre,  
 Melbourne.  Argus 27 Dec. 1929: 8. 
 
"Revue and Vaudeville - Wallace Company at Tivoli." Rev. of  Harem Scarem by George Wallace. Tivoli Theatre,  
 Melbourne.  Argus 6 Jan. 1930: 12. 
 
"Revue at Tivoli - Mr Wallace as Detective." Rev. of The Sparklers by George Wallace. Tivoli Theatre, Melbourne.   
 Argus 20 Jan. 1930: 10. 
 
"Rhapsodies of 1935: Scramble in Brilliant Revue." Rev. of  Rhapsodies of 1935 by Jack O'Hagen et al. Apollo Theatre,  
 Melbourne.  Age  4 Feb. 1935: 12. 
 
"Riot of Sensuality - Oscar Asche's Cairo."  Green Room  Nov. (1921): 23. 
 
"Robinson Crusoe."  Rev. of  Robinson Crusoe by Nat Phillips. Empire Theatre, Brisbane.  Brisbane Courier 28 Dec.  
 1926: 15.                         [see also prev. - BC: 27 Dec. 1926, 6] 
 
"Robinson Crusoe."  Prev. of Robinson Crusoe by Nat Phillips. Empire Theatre, Brisbane. Truth 2 Jan. 1927: 9. 
 
"Robinson Crusoe at the Cremorne." Prev. of Robinson Crusoe. Cremorne Theatre, Brisbane.  Brisbane Courier 20 Dec.  
 1926: 9.    
 
"Robinson Crusoe at the Theatre Royal."  Rev. of Robinson Crusoe by Alfred Maltby and Alfred Cellier. Theatre  
 Royal, Melbourne.  Age 28 Dec. 1886: 6. 
 
"Robinson Crusoe Pantomime." Rev. of  Robinson Crusoe by Victor Prince. Bijou Theatre, Melbourne.  Argus 18 Mar.  
 1918: 7. 
 
"Robinson Crusoe: Pantomime at Fullers." Rev. of  Robinson Crusoe by Nat Phillips. Fullers' Theatre, Sydney.  Sydney  
 Morning Herald 28 Dec. 1925: 4. 
 
"Romance of Chu Chin Chow, The."  Green Room Apr. (1921): 19. 
 
"Romance of Corsica, The."  Rev. of  The Romance of Corsica by C. P. Pridham and Auguste W. Juncker. Opera  
 House, Sydney.  Sydney Morning Herald  29 Feb. 1897: 7.   
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"Royal, The."  Rev. of  Coppin in Cairo by W. M. Akhurst. Theatre Royal, Melbourne.  Age 25 May 1858: 6. 
 
"Royal, The."  Rev. of  Harlequin Arabian Nights by W. M. Akhurst and A. Reiff. Theatre Royal, Melbourne. Age 27  
 Dec. 1862: 5. 
 
"Royal Comic Opera Company." Rev. of  Tapu; Or, A Tale of a Maori Pahli by Arthur H. Adams, J. C. Williamson and  
 Alfred Hill.  Her Majesty's Theatre, Sydney.  Sydney Morning Herald  30 July 1904: 14. 
 
"Royal Haymarket."  Rev. of  The Last of the Ogres by W. M. Akhurst, Frederick Coppin and Frank Howson. Royal  
 Haymarket Theatre, Melbourne.  Age 27 Dec. 1864: 5. 
 
"Royal - Jack the Giant Killer."  Rev. of  Jack the Giant Killer by T. F. Doyle, Lance Lenton and Carl Reidle et al.   
 Theatre Royal,  Sydney.  Sydney Morning Herald  24 Dec. 1897: 6. 
 
"Royal Pantomime, The."  Rev. of  The House that Jack Built; Or, Harlequin Progress and the Loves, Laughs, Laments  
 and Labors of Jack Melbourne by W. M. Akhurst. Theatre Royal, Melbourne.  Age 28 Dec. 1869: 3. 
 
"Royal Pantomime, The."  Rev. of  The House that Jack Built; Or, Harlequin Progress and the Loves, Laughs, Laments  
 and Labors of Jack Melbourne by W. M. Akhurst. Theatre Royal, Melbourne.  Argus 28 Dec. 1869: 6. 
 
"Royal Pantomime, The." Rev. of  Jack and the Beanstalk by Joseph Brown et al. Theatre Royal, Melbourne.  Age 27  
 Dec. 1882: 3. 
 
"Royal Pantomime Company."  Prev. of  Jack and the Beanstalk. Theatre Royal, Perth.  West Australian 11 Aug. 1900:  
 7.            [see also advert. - WA: 11 Aug. 1900, 1] 
 
"Royal Pantomime Company."  Rev. of  Jack the Giant Killer by Will Watkins and James Ure et al. Opera House,  
 Brisbane.  Brisbane Courier  6 Nov. 1899: 6. 
 
"Royal Pantomime Company."  Rev. of  Robinson Crusoe.  Opera House, Brisbane.  Brisbane Courier  11 Nov. 1899: 7. 
 
"Royal Standard: Dick Whittington and His Cat."  Rev. of  Dick Whittington and His Cat by Lance Lenton et al. Royal  
 Standard Theatre, Sydney.  Sydney Morning Herald 28 Dec. 1886: 3. 
  
"Royal Standard Theatre." Rev. of  Camaralzaman by H. R. Duff and D'Arcy Stanfield. Royal Standard Theatre,  
 Sydney.  Sydney Morning Herald 14 May 1888: 8. 
 
"Royal Victoria Theatre."  Rev. of  The Sham Catalini in Little Puddleton by Charles Nagel.  Royal Victoria Theatre,  
 Sydney.  New South Wales Examiner  11 May 1842: 3. 
 
"Seaside Pantomime: Mother Goose."  Rev. of  Mother Goose by Fred W. Weierter et al.  Lyric Theatre, St Kilda,  
 Melbourne.  Argus 3 Nov. 1914: 11. 
 
"Siege of Troy at the Royal, The." Rev. of  Paris the Prince and Helen the Fair by W. M. Akhurst. Theatre Royal,  
 Melbourne.  Age 13 Apr. 1868: 5. 
 
"Selected Modern Music of Overseas Origin will be Supplemented by the Work of Australian Composers."  Age  2 Jan.  
 1935: 10.                                [re: Rhapsodies of 1935] 
 
"Sentimental Bloke, The."  Rev. of  The Sentimental Bloke by C. J. Dennis and Bert Bailey. Palace Theatre, Sydney.  
 Sydney Morning Herald 26 Dec. 1922: 3. 
 
"Serenaders, The."  Rev. of  Babes in the Wood by Hugh Huxham et al.  Cremorne Theatre, Brisbane.  Brisbane  
Courier 14 Dec. 1918: 3.             [see also rev. - BC: 28 Dec. 1918, 5.] 
 
"Serenaders, The."  Rev. of  H.E.R. Petticoat.  Cremorne Theatre, Brisbane.  Brisbane Courier 14 Dec. 1918: 3. 
 
"Ship of Heaven: A Musical Fantasy, The." Rev. of  The Ship of Heaven by Hugh McCrae and Alfred Hill. Savoy  
 Theatre, Sydney.  Sydney Morning Herald 9 Oct. 1933: 6. 
 
"Signor Lardelli's Comic Opera." Rev. of  Katherine by Marjory Brown and Signor Lardelli. Town Hall, Sydney.   
 Sydney Morning Herald  17 May 1895: 3. 
 
"Signor Lardelli's New Opera." Rev. of  Katherine by Marjory Brown and Signor Lardelli.  Town Hall, Sydney.   
 Sydney Morning Herald  22 Mar. 1895: 6.             [private preview production at the Continental Salon, Wynard] 
 
"Sinbad the Sailor."  Rev. of  Sinbad the Sailor by E. W. Royce and Thomas H. Taylor et al.  Her Majesty's Theatre,  
 Brisbane.  Brisbane Courier 6 June 1889: 5.         [see also advert. - BC: 4 June 1889: 2] 
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"Sinbad the Sailor." Rev. of  Sinbad the Sailor.  Theatre Royal, Perth.  West Australian  27 Dec. 1899: n. pag.  
 
"Sinbad the Sailor: A Bright Performance." Rev. of  Sinbad the Sailor. Garrick Theatre, Melbourne. Argus 27 Dec.  
 1935: 8. 
 
"Sinbad the Sailor at the Playhouse." Rev. of  Sinbad the Sailor. Playhouse Theatre, Melbourne.  Age 28 Dec. 1926: 7. 
 
"Sinbad the Sailor: Bright Presentation at the Garrick." Rev. of  Sinbad the Sailor. Garrick Theatre, Melbourne. Age 27  
 Dec. 1935: 11. 
 
"Sinbad the Sailor: Christmas Pantomime at Royal." Rev. of Sinbad the Sailor. Theatre Royal, Melbourne. Argus: 28  
 Dec. 1931: 11. 
 
"Sinbad the Sailor: Pantomime at Playhouse."  Rev. of  Sinbad the Sailor by Mr O'Donnell and Bert Ray.  Playhouse  
 Theatre, Melbourne.  Argus 28 Dec. 1926: 16. 
 
"Sinbad the Sailor- Rollicking Pantomime."  Rev. of  Sinbad the Sailor. Theatre Royal, Melbourne Age 28 Dec. 1931:  
 9. 
 
"Smart Set, The."  Rev. of  In Yokohama.  Palace Gardens, Brisbane.  Brisbane Courier  13 Oct. 1917: 14. 
 
"Smart Set, The."  Rev. of  My Gypsy Maid.  Palace Gardens, Brisbane.  Brisbane Courier  26 Jan. 1918: 15. 
 
"Soldene Opera Company, The."  Rev. of  Genevieve de Brabant adapt by Garnet Walch. Theatre Royal, Melbourne.  
 Age 23 Apr. 1878: 2.                         [benefit performance] 
 
"Sporting Chance, A." Rev. of  A Sporting Chance by Nat Phillips. Princess Theatre, Sydney.  Theatre Magazine  Aug.  
 (1916): 32. 
 
Spotlight. "From a Spectator's Point of View: Personalities On and Off the Stage - The Babes in the Wood. Rev. of  
 Babes in the Wood by Alf J. Lawrence.  Theatre Magazine Feb. (1915): 10-11. 
 
Spry, Henry E.  "Deirdre in Exile: Fritz Hart's Opera."  Letter.  Age  9 June 1918: 20. 
 
"Standard Theatre, The."  Rev. of  Black-Eyed Susan by H. R. Duff. Royal Standard Theatre, Sydney. Sydney Morning  
Herald 28 May 1888: 4. 
 
"Standard Theatre, The." Rev. of  Don Juan Jnr adapt. by Henry Cargill. Royal Standard Theatre, Sydney.  Sydney  
Morning Herald 2 Apr. 1888: 4. 
 
"Stanley McKay's Pantomime." Rev. of  Mother Goose by Fred W. Weierter et al.  Princess Theatre, Sydney.   
 Australian Variety 8 Sept. (1915): n. pag. 
 
"Stanley McKay's Pantomime." Rev. of  Mother Goose by Fred W. Weierter et al.  Lyric Theatre, St Kilda, Melbourne.  
 Australian Variety 18 Nov. (1914): n. pag. 
 
"Stenographer Girl, The."  Rev. of  The Stenographer Girl by George Stuart Brown and Eric John.  Tivoli Theatre,  
 Brisbane.  Brisbane Courier  2 Aug. 1915: 5.          [see also advert. - BC: 31 July 1915: 2; and prev. - BC: 31 July 1915, 11] 
 
Stewart, Nellie.  My Life's Story.  Sydney: John Sands, 1923. 
 
"St George's Hall."  Rev. of  Julius the Snoozer. St George's Hall, Melbourne.  Argus 29 Sept. 1879: 7. 
 
Stone, Richard.  "Like a Hippo and Something Else: An All-Australian Bunyip Pantomime."  National Library of  
Australia News Aug. (2002). <http://www.nla.gov.au/pub/nlanews/aug02/article4.html>  (16 Oct. 2002). 
 
"Stop Your Nonsense."  Rev. of  Stop Your Nonsense. Theatre Royal, Sydney.  Theatre Sept. (1915): 11-12.  
 
"Students in Opera: Marshall-Hall's Conservatorium."  Rev. of  Romeo and Juliet by William Shakespeare and G.W.L.  
 Marshall-Hall.  Her Majesty's Theatre, Melbourne.  Argus 16 Dec. 1912: 11. 
 
"Students in Opera: Professor Marshall-Hall's Conservatorium."  Rev. of  Romeo and Juliet by William Shakespeare  
 and G.W.L. Marshall-Hall.  Her Majesty's Theatre, Melbourne.  Age 16 Dec. 1912: 11. 
 
Summers, J. "Two Worlds, The."  Letter. West Australian  19 Nov. 1900: 10.  
 
"Sundry Shows."  Rev. of  Australis; Or, The City of Zero  by J. C. Williamson et al.  Her Majesty's Theatre, Sydney.   
 Bulletin  5 Jan. (1901): 8. 
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"Sundry Shows."  Rev. of  Australis; Or, The City of Zero  by J. C. Williamson et al.  Her Majesty's Theatre, Sydney.   
 Bulletin  26 Jan. (1901): 8. 
 
"Sundry Shows."  Rev. of  The Babes in the Wood by Nat Phillips. Grand Opera House, Sydney.  Bulletin 26 Dec.  
 (1918): 8-9. 
 
"Sundry Shows."  Rev. of  Cinderella by Nat Phillips et al. Princess's Theatre, Melbourne.  Bulletin 30 Dec. (1920): 34.   
 
"Sundry Shows."  Rev. of Collits' Inn by T. Stuart Gurr and Varney Monk. Princess's Theatre, Melbourne.  Bulletin 27  
 Dec. (1933): 19. 
 
"Sundry Shows." Rev. of  Come Over Here. Her Majesty's Theatre, Sydney.  Bulletin 25 Dec. (1913): 8. 
 
"Sundry Shows." Rev. of  Come Over Here. Her Majesty's Theatre, Melbourne.  Bulletin 2 Apr. (1914): 9. 
 
"Sundry Shows." Rev. of  Come Over Here. Her Majesty's Theatre, Melbourne.  Bulletin 9 Apr. (1914): 9. 
 
"Sundry Shows."  Rev. of  H. M. S. Hopper Barge Pin-A-4.  Academy of Music, Sydney.  Bulletin  16 May (1885): 9. 
 
"Sundry Shows."  Rev. of  Jack the Giant Killer by Frank Eugarde.  Her Majesty's Theatre, Sydney.  Bulletin 30 Dec.  
 1893: 6. 
 
"Sundry Shows."  Rev. of  Isidora by Luscombe Searelle.  Grand Opera House, Sydney.  Bulletin 16 May (1885): 9. 
 
"Sundry Shows."  Rev. of  Lilac Time by Adrian Ross and George H. Clutsam et al.  Her Majesty's Theatre, Sydney.   
 Bulletin  29 May (1924): 34. 
 
"Sundry Shows."  Rev. of  Lilac Time by Adrian Ross and George H. Clutsam et al.  Royal Theatre, Sydney.  Bulletin   
 15 Feb. (1933): 18. 
 
"Sundry Shows." Rev. of  Stop Your Nonsense. Theatre Royal, Sydney.  Bulletin 19 Aug. (1915): 9. 
 
"Sure Thing, A." Rev. of  A Sure Thing by Elton Black. Princess Theatre, Sydney. Theatre Magazine 1 Nov. (1916): 32. 
 
"Sydney Morning Herald." Editorial.  Rev. of  Fra Diavolo. School of Arts, Sydney.  Sydney Morning Herald 11 Jan.  
 1892: 7. 
 
"Sydney Morning Herald." Editorial.  Rev. of  The Sham Catalani in Little Puddleton. Royal Victoria Theatre, Sydney. 
 Sydney Morning Herald 5 May 1842: 3.           [see also advert. SMH: 4 May 1842: 2] 
 
"Sydney Morning Herald." Editorial.  Rev. of  Black-Eyed Susan; Or, The Little Bill Up-to-Date by Percy St John et al.   
 School of Arts, Sydney.  Sydney Morning Herald  23 Nov. 1891: 5. 
 
"Sydney Morning Herald." Editorial.  Rev. of  Fairy by Toso Taylor. St George's Hall, Newtown.  Sydney Morning  
Herald  7 Sept. 1891: 7. 
 
"Sydney Morning Herald." Editorial.  Rev. of  Sun and Shadow by Walter H. Cooper.  Royal Victoria Theatre,  
Sydney.  Sydney Morning Herald 7 Mar. 1870: 5.       [see also advert. SMH: 5 Mar. 1870: 4] 
 
Tait, Viola W.  "Chu Chin Chow: The Drawings of Percy Anderson."  Architecture Australia  Aug/Sept. (1979): 41-2. 
 
Te Pana.  "Surprise at Musical Show."  Rev. of Chu Chin Chow by Oscar Asche and Frederick Norton. Cremorne  
 Theatre, Brisbane.  Courier Mail 18 Sept. 1950: 5. 
 
"Theatre."  Editorial.  Theatre Magazine  Mar. (1907): 3.                     [re: Parsifal] 
 
"Theatre and it's People: The New Christmas Shows - Collits' Inn, The."  Rev. of  Collits' Inn by Varney Monk and T.  
 Stuart Gurr.  Princess Theatre, Melbourne.  Table Talk 28 Dec. 1933: 14. 
 
"Theatre Royal." Rev. of  The Battle of Hastings by W. M. Akhurst. Theatre Royal, Melbourne. Argus 30 Mar. 1869: 6. 
 
"Theatre Royal." Rev. of  The Battle of Hastings by W. M. Akhurst. Theatre Royal, Melbourne.  Age 30 Mar. 1869: 3. 
 
"Theatre Royal."  Rev. of  Cinderella, Her Sisters, Her Sorrows and Her Little Glass Slipper by Edmund Fin et al.   
 Theatre Royal, Sydney.  Sydney Morning Herald 28 Dec. 1885: 8. 
 
"Theatre Royal."  Rev. of  Coppin in Cairo by W. M. Akhurst. Theatre Royal, Melbourne.  Argus 25 May 1858: 5. 
 
"Theatre Royal."  Rev. of  Coppin in Cairo by W. M. Akhurst. Theatre Royal, Melbourne.  Bell's Life in Victoria 29 
May 1858: 2. 
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"Theatre Royal."  Prev. of  Dick Whittington and His Cat by Percy St John et al. Theatre Royal, Brisbane. Brisbane  
 Courier: 5 June 1899: 6.    
 
"Theatre Royal."  Rev. of  Aladdin Junior by J. Steele Robertson et al. Theatre Royal, Sydney.  Sydney Morning Herald   
 2 May 1895: 6.                      [see also advert. - SMH: 1 May 1895, 2] 
 
"Theatre Royal."  Rev. of  Babes in the Wood by W. Edouin and Richmond Thatcher. Theatre Royal, Sydney.  Sydney  
 Morning Herald 26 Dec. 1879: 5-6.    
 
"Theatre Royal."  Rev. of  Beauty and the Beast; Or, Harlequin King Glorio the Millionth, the Isle of Apes and the  
 Fairies of the Magic Roses by Garnet Walch. Theatre Royal, Sydney.  Sydney Morning Herald 28 Dec. 1875: 5.  
 
"Theatre Royal."  Rev. of  Cinderella by Percy St John et al.  Theatre Royal, Brisbane.  Brisbane Courier 29 May 1899:  
 6.                       [see also revs. - BC: 5, 26 June 1899, 6] 
 
"Theatre Royal."  Rev. of  The Enchanted Isle. Theatre Royal, Melbourne.  Age. 27 Dec. 1864: 5. 
 
"Theatre Royal."  Rev. of  The Enchanted Isle. Theatre Royal, Melbourne.  Argus. 27 Dec. 1864: 6. 
 
"Theatre Royal." Rev. of  Estrella by Luscombe Searelle and Walter Park. Theatre Royal, Sydney.  Sydney Morning  
 Herald 29 Sept. 1884: 8. 
 
"Theatre Royal."  Rev. of  The Fall of Sebastopol by W. M. Akhurst. Theatre Royal, Melbourne. Bell's Life in Victoria 
 22 Aug. 1857: 2. 
 
"Theatre Royal."  Rev. of  A Froggee Would a Wooing Go adapt. by Garnet Walch. Theatre Royal, Melbourne.  Age 28  
 Dec. 1875: 3. 
 
"Theatre Royal."  Rev. of  A Froggee Would a Wooing Go adapt. by Garnet Walch. Theatre Royal, Melbourne.  Argus  
 28 Dec. 1875: 6. 
 
"Theatre Royal."  Rev. of  Harlequin Arabian Nights by W. M. Akhurst and A. Reiff. Theatre Royal, Melbourne.  Bell's  
Life in Victoria 27 Dec. 1862: 2. 
 
"Theatre Royal."  Rev. of  Harlequin and the Forty Thieves by Frank Edwards.  Theatre Royal, Melbourne.  Argus 25 
 Dec. 1877: 7.   
 
"Theatre Royal."  Rev. of  Harlequin and the Forty Thieves by Frank Emery, Alfred Plumpton and H. T. Harrison.   
 Theatre Royal, Sydney.  Sydney Morning Herald 28 Dec. 1891: 5.              [see also advert.- SMH: 26 Dec. 1891: 2] 
 
"Theatre Royal."  Rev. of  Harlequin Prince Humpy Dumpy. Theatre Royal, Melbourne.  Argus 27 Dec. 1859: 5. 
 
"Theatre Royal."  Rev. of  Harlequin Prince Humpy Dumpy. Theatre Royal, Melbourne.  Bell's Life in Victoria 31 Dec.  
 1859: 2. 
 
"Theatre Royal."  Rev. of  Harlequin Robin Hood by W. M. Akhurst and Frederick Coppin. Theatre Royal, Melbourne.  
 Age 28 Dec. 1858: 5. 
 
"Theatre Royal."  Rev. of  Harlequin Robin Hood by W. M. Akhurst and Frederick Coppin. Theatre Royal, Melbourne.  
 Argus 28 Dec. 1858: 5. 
 
"Theatre Royal."  Rev. of  Harlequin Robin Hood by W. M. Akhurst and Frederick Coppin. Theatre Royal, Melbourne.  
 Bell's Life in Victoria 1 Jan. 1859: 2. 
 
"Theatre Royal."  Rev. of  Harlequin Valentine and Orson by W. M. Akhurst.  Theatre Royal, Melbourne.  Bell's Life in  
 Victoria 28 Dec. 1861: 2. 
 
"Theatre Royal." Rev. of  Harlequin Whittington and His Cat by W. M. Akhurst and Frederick Coppin. Theatre Royal,  
 Melbourne.  Age 28 Dec. 1857: 5.           [see also review – A: 18 Jan. 1858, 5] 
 
"Theatre Royal." Rev. of  Harlequin Whittington and His Cat by W. M. Akhurst and Frederick Coppin. Theatre Royal,  
 Melbourne.  Argus 28 Dec. 1858: 5. 
 
"Theatre Royal." Prev. of  Harlequin Whittington and His Cat by W. M. Akhurst and Frederick Coppin. Theatre Royal,  
 Melbourne.  Bell's Life in Victoria 2 Jan. 1859: 2. 
 
"Theatre Royal."  Rev. of  Hey Diddle Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon by Garnet  
 Walch.  Theatre Royal, Melbourne.  Argus 23 Dec. 1876: 9. 
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"Theatre Royal."  Rev. of  Hey Diddle Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon by Garnet  
 Walch.  Theatre Royal, Melbourne.  Argus 27 Dec. 1876: 6. 
 
"Theatre Royal."  Rev. of  Hey Diddle Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon by Garnet  
 Walch.  Theatre Royal, Melbourne.  Age 25 Dec. 1876: 3. 
 
"Theatre Royal."  Rev. of  Hey Diddle Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon by Garnet  
 Walch and Samuel Lazar.  Theatre Royal, Sydney.  Sydney Morning Herald 27 Dec. 1878: 3. 
 
"Theatre Royal."  Rev. of  Humpty Dumpty by Percy St John et al.  Theatre Royal, Brisbane.  Brisbane Courier 22 May  
 1899: 6. 
 
"Theatre Royal."  Rev. of  Humpty-Dumpty (Who sat on the Wall) by Thomas Carrington and James Eville. Theatre  
 Royal, Melbourne.  Age 28 Dec. 1874: 3. 
 
"Theatre Royal." Rev. of  Humpty Dumpty (Who Sat ona Wall);  Or, Harlequin King Arthur, His Three Sons, the  
 Princess Roseleaf, the Knights of the Round Table and the Fairies of the Ferny Glen. Theatre Royal, Sydney.  
 Sydney Morning Herald 27 Dec. 1877: 5.       
 
"Theatre Royal."  Rev. of  Ixion; Or, The Man at the Wheel adapt. by J. R. Greville et al. Theatre Royal, Melbourne.   
 Argus 11 Apr. 1871: 6. 
 
"Theatre Royal."  Rev. of  Little Red Riding Hood; Or, Harlequin Boy Blue, The Good Fairy and the Naughty Wolf by  
 Lance Lenton et al.  Theatre Royal, Sydney.  Sydney Morning Herald 27 Dec. 1884: 5. 
 
"Theatre Royal."  Rev. of The Magician's Daughter by Thomas Pavey. Theatre Royal, Melbourne. Age 27 Dec. 1855: 4. 
 
"Theatre Royal."  Rev. of  The Magician's Daughter by Thomas Pavey. Theatre Royal, Melbourne.  Argus 27 Dec.  
 1855: 5. 
 
"Theatre Royal."  Rev. of  The Mirror of Beauty by W. M. Akhurst and E. J. Loder.  Theatre Royal, Melbourne.  Age 6  
 Oct. 1855: 4. 
  
"Theatre Royal."  Rev. of  The Mirror of Beauty by W. M. Akhurst and E. J. Loder.  Theatre Royal, Melbourne.  Argus  
 6 Oct. 1855: 5. 
 
"Theatre Royal."  Rev. of  Pong Wong the Manderin by Henry Thornton Craven.  Theatre Royal, Melbourne.  Bell's  
 Life in Victoria 28 Feb. 1857: 2. 
 
"Theatre Royal."  Rev. of Multiplication is Vexation, Division is as Bad by W. M. Akhurst.  Theatre Royal, Melbourne.  
 Argus 29 Dec. 1856: 5. 
 
"Theatre Royal."  Rev. of  Old Mother Hubbard.  Theatre Royal, Brisbane.  Truth 5 Mar. 1916: 7. 
 
"Theatre Royal."  Rev. of  Old Mother Hubbard.  Theatre Royal, Brisbane.  Brisbane Courier 28 Dec. 1931: 7. 
 
"Theatre Royal."  Rev. of  Papillonetta; Or, The Prince's Little Feat, and the Big Beetle-Crusher by Frank Edwards.  
 Theatre Royal, Melbourne.  Argus 11 Apr. 1871: 7.  
 
"Theatre Royal."  Rev. of  Pluto; Or, The Magic Lyre by Garnet Walch. Theatre Royal, Melbourne.  Argus 22 May  
 1876: 6. 
 
"Theatre Royal."  Rev. of  Razzle Dazzle by Paul Stanhope.  Theatre Royal, Brisbane.  Brisbane Courier 19 May  
 1919: 9. 
 
"Theatre Royal, The." Rev. of  Riquet with the Tuft; Or, Harlequin Old Mother Shipton, the Silver Champions and  
 Darwin's Genealogical Tree by Frank Edwards. Theatre Royal, Melbourne.  Age 27 Dec. 1872: 3. 
 
"Theatre Royal."  Rev. of  Robin Hood. Theatre Royal, Brisbane. Brisbane Courier 17 Dec. 1932: 8. 
 
"Theatre Royal."  Rev. of  Rolla of Ours by W. M. Akhurst.  Theatre Royal, Melbourne.  Argus 20 Jan. 1858: 5. 
 
"Theatre Royal."  Rev. of  Sinbad the Sailor; Or, The Pet of the Peri, the Old Man of the Sea, and the Dwarf of the  
 Diamond Valley by Garnet Walch. Theatre Royal, Melbourne.  Age 27 Dec. 1880: 3. 
 
"Theatre Royal."  Rev. of  Sinbad the Sailor by Garnet Walch and Walter J. Rice.  Theatre Royal, Sydney.  Sydney  
 Morning Herald  27 Dec. 1881: 6. 
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"Theatre Royal."  Prev. of  Sinbad the Sailor by Percy St John.  Theatre Royal, Brisbane.  Brisbane Courier 11 Feb.  
 1899: 7.   
 
"Theatre Royal."  Rev. of  Sinbad the Sailor by Percy St John.  Theatre Royal, Brisbane.  Brisbane Courier 14 June 
 1899: 5.   
 
"Theatre Royal."  Rev. of  The Sleeping Beauty; Or, Harlequin Mother Goose and the Seven Champions adapt. by  
 Alfred Maltby.  Theatre Royal, Sydney.  Sydney Morning Herald 28 Dec. 1886: 3. 
 
"Theatre Royal."  Rev. of  Suffragettes by Charles Delavale.  Theatre Royal, Brisbane.  Brisbane Courier 7 Dec. 1931:  
 7. 
 
"Theatre Royal." Rev. of  Tom Tom the Piper's Son and Mary Mary, Quite Contrary by W. M. Akhurst. Theatre Royal,  
 Melbourne.  Argus 27 Dec. 1867: 6. 
 
"Theatre Royal."  Rev. of  Twinkle Twinkle Litle Star; Or, Harlequin Jack Frost, Little Tom Tucker and the Old  
 Woman that Lived in a Shoe by Marcus Clarke.  Theatre Royal, Melbourne.  Age 25 Dec. 1873: 3. 
 
"Theatre Royal."  Rev. of  Twinkle Twinkle Litle Star; Or, Harlequin Jack Frost, Little Tom Tucker and the Old  
 Woman that Lived in a Shoe by Marcus Clarke.  Theatre Royal, Melbourne.  Argus 25 Dec. 1873: 6. 
 
"Theatre Royal." Rev. of  Uncle Tom's Cabin adapt. by Alfred Dampier. Theatre Royal, Melbourne. Age 4 Aug. 1879:  
 6. 
 
"Theatre Royal." Rev. of Uncle Tom's Cabin adapt. by Alfred Dampier. Theatre Royal, Melbourne.  Argus 4 Aug.  
 1879: 6. 
 
"Theatre Royal."  Rev. of  The White Fawn; Or, The Love's of Prince Buttercup and Princess Daisy.  Theatre Royal,  
 Melbourne.  Argus 8 June 1874: 6. 
 
"Theatre Royal." Rev. of  The Yellow Dwarf by W. M. Akhurst. Theatre Royal Melbourne.  Bell's Life in Victoria  
 30 Apr. 1859: 2. 
 
"Theatre Royal - Aladdin."  Rev. of  Aladdin by E. W. Royce, Thomas H. Taylor and H. Dedrickson. Theatre Royal,  
 Melbourne.  Age 27 Dec. 1890: 8.            [see also advert. A: 25 Dec. 1890: 8] 
 
"Theatre Royal - Aladdin."  Rev. of  Aladdin by E. W. Royce, Thomas H. Taylor and H. Dedrickson. Theatre Royal,  
 Melbourne.  Argus 27 Dec. 1890: n. pag. 
 
"Theatre Royal: Cinderella."  Rev. of  Cinderella, Her Sisters, Her Sorrows and Her Little Glass Slipper by Edmund Fin  
 et al.  Theatre Royal, Melbourne.  Age 25 Dec. 1884: 5. 
 
"Theatre Royal: Cinderella."  Rev. of  Cinderella, Her Sisters, Her Sorrows and Her Little Glass Slipper by Edmund Fin  
 et al.  Theatre Royal, Melbourne.  Age 27 Dec. 1884: 8-9. 
 
"Theatre Royal: Cinderella."  Rev. of  Cinderella, Her Sisters, Her Sorrows and Her Little Glass Slipper by Edmund Fin  
 et al.  Theatre Royal, Melbourne.  Argus 27 Dec. 1884: 10. 
 
"Theatre Royal - Dick Whittington."  Rev. of  Dick Whittington by Edmund Finn et al.  Theatre Royal, Melbourne.   
 Age  28 Dec 1897: 6.                   [see also advert. - A: 22, 29 Jan. 1898, 12] 
 
"Theatre Royal: Goody Two Shoes and Little Boy Blue." Rev. of  Goody Two Shoes and Little Boy Blue by Marcus  
 Clarke. Theatre Royal, Melbourne.  Argus 27 Dec. 1870: 5-6. 
 
"Theatre Royal: Jack and the Beanstalk." Rev. of  Jack and the Beanstalk by Joseph Brown et al. Theatre Royal,  
 Melbourne.  Argus 27 Dec. 1882: 6. 
 
"Theatre Royal - Kismet." Rev. of  Kismet by Edward Knobknock, Oscar Asche and Christopher Wilson. Theatre  
 Royal, Melbourne.  Argus 8 Apr. 1912: 9. 
 
"Theatre Royal: Matinee." Rev. of  Genevieve de Brabant adapt. by Garnet Walch. Opera House, Melbourne. Argus 
 27 May 1878: 6. 
 
"Theatre Royal: Mr Akhurst's New Burlesque." Rev. of King Arthur; Or, Lancelot the Loose, Gin-Ever the Square, and  
 the Knights of the Round Table and Other Furniture by W. M. Akhurst. Theatre Royal, Melbourne.  Age 2 Nov.  
 1868: 3. 
 
"Theatre Royal Pantomime."  Rev. of  Babes in the Wood by Garnet Walch. Theatre Royal, Melbourne.  Argus 27 Dec.  
 1879: 6.  
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"Theatre Royal Pantomime, The."  Rev. of  Sinbad the Sailor by  George V. Allenn and George Leopold. Theatre  
 Royal, Melbourne.  Age  27 Dec. 1904: 9.           [see also adverts - A: 24 Dec. 1904, 16; 31 Dec. 1904, 12] 
 
"Theatre Royal: Pantomime of Robinson Crusoe." Rev. of Harlequin Robinson Crusoe by W. M. Akhurst. Theatre  
 Royal, Melbourne.  Argus 25 Dec. 1868: 5. 
 
"Theatre Royal Pantomime."  Rev. of  Twinkle Twinkle Little Star; Or, Harlequin Jack Frost, Little Tom Tucker and the  
 Old Woman that Lived in a Shoe.  Theatre Royal, Sydney.  Sydney Morning Herald 27 Dec. 1876: 5. 
 
"Theatre Royal: Robinson Crusoe."  Rev. of Robinson Crusoe by Alfred Maltby et al. Theatre Royal, Melbourne.   
 Argus 28 Dec. 1886: 6. 
 
"Theatre Royal: Robinson Crusoe." Rev. of Robinson Crusoe by Alfred Maltby and H. H. Vincent. Theatre Royal,  
 Sydney.  Sydney Morning Herald 27 Dec. 1887: 5.  
 
"Theatre Royal: Robinson Crusoe, The."  Rev. of  Robinson Crusoe and His Man Friday. Theatre Royal, Perth.  West  
 Australian 27 Aug. 1900: 2. 
 
"Theatre Royal - Sinbad the Sailor."  Rev. of  Sinbad the Sailor; Or, The Pet of the Peri, the Old Man of the Sea, and the  
 Dwarf of the Diamond Valley by Garnet Walch. Theatre Royal, Melbourne.  Argus 28 Dec. 1880: 6. 
 
"Theatre Royal: Sinbad the Sailor." Rev. of  Sinbad the Sailor; Or, Tinbad the Tailor and the Wicked Ogre and the  
Good Fairy Submarine by E.W. Royce and Thomas H. Taylor. Theatre Royal, Melbourne.  Argus 27 Dec. 1888:  
6. 
 
"Theatre Royal - Sinbad the Sailor."  Rev. of  Sinbad the Sailor, Little Jack Horner and the Old Man of the Sea by  
 Garnet Walch.  Theatre Royal, Sydney.  Sydney Morning Herald  27 Dec. 1893: 5.    [See also advert. - SMH: 23 Dec.  
 1893: 12] 
 
"Theatre Royal -  Sinbad the Sailor."  Rev. of  Sinbad the Sailor; Or, The Sweet Princess and the Wicked Ogre by Percy  
 St John et al.  Theatre Royal, Brisbane.  Brisbane Courier 13 Feb. 1899: 3.         [see also advert. - BC: 11 Feb. 1899, 2;  
 and "Theatre Royal." BC: 18 Feb. 1899, 7] 
 
"Theatre Royal - St John's Variety and Burlesque Company." Rev. of  Cinderella by Percy St John.  Rockhampton,  
 Qld.  Morning Bulletin  31 July 1901: 6. 
 
"Theatre Royal - The Babes."  Rev. of  The Babes; Or, Whines from the Wood by Harry Paulton, Cyril Sandham  
 and George F. Pack.  Theatre Royal, Sydney.  Sydney Morning Herald  25 Dec. 1893: 6.      [see also advert. - SMH:  
 23 Dec. 1893: 2] 
 
"Theatre Royal: The Christmas Pantomime, The." Rev. of  Riquet with the Tuft; Or, Harlequin Old Mother Shipton, the  
 Silver Champions and Darwin's Genealogical Tree by Frank Edwards. Theatre Royal, Melbourne. Argus 27  
 Dec. 1872: 6-7. 
 
"Theatre Royal: The Easter Burlesque." Rev. of  Paris the Prince and Helen the Fair by W. M. Akhurst. Theatre Royal,  
 Melbourne.  Argus 13 Apr. 1868: 5. 
 
"Theatre Royal – The Pantomime of Gulliver.  Rev. of  Gulliver on His Travels by W. M. Akhurst. Theatre Royal,  
 Melbourne.  Argus 27 Dec. 1866: 5. 
 
"Theatre Royal: Re-appearance of Mr Harwood." Rev. of  Paris the Prince and Helen the Fair by W. M. Akhurst.  
 Theatre Royal,  Melbourne.  Argus 9 Aug. 1869: 5. 
 
"Theatre Royal - The Sleeping Beauty."  Rev. of  The Sleeping Beauty by Garnet Walch.  Theatre Royal, Melbourne.   
 Age 27 Dec. 1885: 6. 
 
"Theatre Royal: The Sleeping Beauty and the Beast."  Rev. of  The Sleeping Beauty and the Beast by Monty Grover  
 and Alfred Hill.  Theatre Royal, Sydney.  Sydney Morning Herald 28 Dec. 1903: 3. 
 
"Theatre Royal - The Two Worlds."  Rev. of  The Two Worlds by James Duff and D'Arcy-Irvine. Theatre Royal, Perth.  
 West Australian 12 Nov. 1900: 5.  
 
"Theatre Royal - Trilby."  Rev. of  Trilby Burlesque by Edwin Fin and George Pack et al.  Theatre Royal, Sydney.   
 Sydney Morning Herald  30 Aug. 1897: 3.                [see also advert. - SMH: 28 Aug. 1897: 2] 
 
"Theatre Royal: Whittington and His Cat."  Rev. of  Dick Whittington and His Cat.  Theatre Royal, Melbourne.  Age  
 28 Dec. 1891: 6. 
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"Theatre Royal - The Zavistowski Sisters."  Rev. of  Ixion; Or, The Man at the Wheel. Theatre Royal, Melbourne.  
 Argus 11 Sept. 1871: 6. 
 
"Theatres, The."  Rev. of  Genevieve de Brabant; Or, Harlequin King of the Bakers; Or, Four and Twenty Baker Boys  
 Baked in a Pie, When the Pie was Opened the Bakers all did Chant - Wasn't that a Funny Dish to Place Before  
 Brabant adapt. by Garnet Walch. Royal Victoria Theatre, Sydney.  Sydney Morning Herald 27 Dec. 1873: 5. 
 
"Theatres Etc, The."  Rev. of  The House that Jack Built; Or, Harlequin Jack Sydney, Little Australia and the Gnome of  
 the Golden Mine, and the Australian Fernery in the Golden Conservatory, the Home of Diamantina. Prince of  
 Wales Opera House, Sydney.  Australasian 6 Jan. 1872: 18. 
 
"Theatres Etc, The."  Rev. of  Ixion; Or, The Man at the Wheel adapt. by J. R. Greville et al. Theatre Royal, Melbourne.   
 Australasian 22 Sept. 1871: 402-03.  
 
"Theatres Etc, The." Prev. of La Fete du Village by Henry Hughes, Mrs Henry Hughes and R. Down. Athenaeum  
 Theatre, Melbourne. Australasian 27 Nov. 1875: 691.   
 
"Theatres Etc, The." Rev. of La Fete du Village by Henry Hughes, Mrs Henry Hughes and R. Down. Athenaeum  
 Theatre, Melbourne. Australasian 4 Dec. 1875: 723.      
 
"Theatres, The" Rev. of  The Yellow Dwarf by W. M. Akhurst.  Theatre Royal Melbourne.  Argus 26 Apr. 1859: 5. 
 
"Theatreical and Amusements."  Rev. of  The House that Jack Built; Or, Harlequin Jack Sydney. Prince of Wales  
 Theatre, Sydney; and Trookulentos the Tempter by Garnet Walch. Royal Victoria Theatre, Sydney.  Australian  
 Town and Country  30 Dec. (1871): 852. 
 
"Theatrical Events."  Prev. of  The Ship of Heaven by Hugh McCrae and Alfred Hill.  Savoy Theatre, Sydney.  Sydney  
 Morning Herald  30 Sept. 1933: 8. 
 
"Theatrical Gossip."  Rev. of  Sinbad the Sailor by E.W. Royce and Thomas H. Taylor et al.  Theatre Royal, Melbourne.   
 Melbourne Punch  28 Dec. (1888): 564. 
 
"Theatrical Plays: Mr F. W. Thring's Projects."  Sydney Morning Herald 21 June 1934: 14. 
 
"Theatrical Review of the Month." Rev. of  Sinbad the Sailor; Or, The Fairy of the Diamond Valley  by W. T. Goodge  
 and George Leopold et al.  Theatre Royal, Sydney.  Theatre Magazine Jan. (1906): 26. 
 
"Theatricals."  Rev. of  The Mock Catalini in Little Puddleton by Charles Nagel. Royal Victoria Theatre, Sydney.  
 Australian Daily Journal 2 June 1843: 1275.               
 
"Theatricals."  Rev. of  The Sham Catalini in Little Puddleton by Charles Nagel.  Royal Victoria Theatre, Sydney.  
 Sydney Morning Herald 5 May 1842: 3.             
 
Thomas, Keith. "Yuk and the Assassins."  Rev. of  The Currency Lass by Edward Geoghegan. Jane Street Theatre,  
 Sydney.  Nation 15 Oct. 1966: 17-18. 
 
"Three Operettas in One Night." Rev. of Cinderella by A. H. Taylor. South Brisbane Town Hall, Brisbane.  Brisbane  
 Courier  19 July 1926: 9. 
 
"Tivoli." Rev. of  The Garden Party. Tivoli Theatre, Brisbane.  Brisbane Courier 19 Apr. 1926: 10. 
 
"Tivoli." Rev. of  A Whirl of Youth by Jim Gerald. Tivoli Theatre, Melbourne.  Age 5 May 1930: 10.            [aka Bubble  
and Squeak] 
 
"Tivoli - Bright Revue." Rev. of  The Moorish Maid by Jim Gerald. Tivoli Theatre, Melbourne. Age 30 July 1934: 10.       
 
"Tivoli - Jim Gerald's Revue." Rev. of  The Moorish Maid by Jim Gerald. Tivoli Theatre, Melbourne. Age 2 Apr. 1934:  
 8.       
 
"Tivoli: Chu Chin Chow." Rev. of Chu Chin Chow by Oscar Asche and Frederick Norton. Tivoli Theatre, Melbourne.   
 Age 13 Dec. 1920: 8. 
 
"Tivoli - Jack the Giant Killer."  Rev. of  Jack the Giant Killer by T.F. Doyle, Lance Lenton and Edmund Finn. Tivoli  
 Theatre, Sydney.  Sydney Morning Herald  23 Mar. 1898: 6.            [see also advert. - SMH: 22 Mar. 1898: 2] 
 
"Tivoli - Pantomime Revels." Rev. of Pantomime Revels by Jim Gerald. Tivoli Theatre, Melbourne.  Age: 28 Dec.  
 1931: 9.        
 
 
 703 
"Tivoli - Popular Revue and Vaudeville, The." Rev. of  Me and My Girl by George Wallace. Tivoli Theatre,  
 Melbourne.  Age 27 Dec. 1929: 8. 
 
"Tivoli - Revue and Vaudeville." Rev. of  The Stolen Garter by Jim Gerald. New Tivoli Theatre, Sydney. Age 18 June  
 1934: 11.                             
 
"Tivoli Theatre." Rev. of  Circus Days by Jim Gerald. Tivoli Theatre, Melbourne.  Age 14 Apr. 1930: 12.   
 
"Tivoli Theatre."  Rev. of  Happy Ideas by Jim Gerald. Tivoli Theatre, Melbourne.  Age 30 June 1930: 12. 
 
"Tivoli Theatre."  Rev. of  Don't Tell the Wife by Jim Gerald. Tivoli Theatre, Melbourne.  Age 28 Apr. 1930: 12. 
 
"Tivoli Theatre."  Rev. of  The Naughty Earl by Jim Gerald. Tivoli Theatre, Melbourne.  Age 2 June 1930: 14.  
 
"Tivoli Theatre."  Rev. of  Sport of Kings and Happy Ideas by Jim Gerald. Tivoli Theatre, Melbourne.  Age 30 June  
 1930: 12.                     
 
"Tivoli Theatre." Rev. of  The Pickled Porter and "The Unknown Terror" by George Wallace. Tivoli Theatre,  
 Melbourne.  Age 10 Feb. 1930: 11. 
 
"Tivoli Theatre - Chu Chin Chow." Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Tivoli Theatre,  
 Melbourne.  Table Talk 16 Dec. 1920: 27. 
 
"Tivoli Theatre - George Wallace in Mr Mulligan, Millionaire." Rev. of  Mr Mulligan, Millionaire by George Wallace.  
 Tivoli Theatre, Melbourne.  Age 13 Jan. 1930: 11. 
 
"Tivoli Theatre - George Wallace in Some Night." Rev. of  Some Night by George Wallace. Tivoli Theatre, Melbourne.  
 Age 3 Feb. 1930: 11. 
 
"Tivoli Theatre - George Wallace in a Sultan's Palace." Rev. of  Harem Scarem by George Wallace. Tivoli Theatre,  
 Melbourne.  Age 6 Jan. 1930: 11. 
 
"Tivoli Theatre - Jack and the Beanstalk."  Rev. of  Jack and the Beanstalk by Harry and Louise Farrow. Tivoli Theatre,  
 Melbourne.  Age 11 Mar. 1918: 9. 
 
"Tivoli Theatre - Jim Gerald Co." Rev. of  The Gink From Georgia by Jim Gerald. Tivoli Theatre, Melbourne. Age 16  
 Apr. 1934: 14.    
  
"Tivoli Theatre - Musical Revue Sparklers." Rev. of  Sparklers by George Wallace. Tivoli Theatre, Melbourne.  Age 20  
 Jan. 1930: 11. 
 
"Tivoli Theatre - Telepathist Amazes Audiences." Rev. of S. S. Sunshine by George Wallace. Tivoli Theatre,  
Melbourne.  Age 27 Jan. 1930: 8. 
 
"Tivoli Theatre - Jim Gerald Co." Rev. of  The Plumber's Dilemma by Jim Gerald. Tivoli Theatre, Melbourne. Age 28   
 May 1934: 11.  
 
"Town Hall: A Night in Fairy Land."  Rev. of  Red Riding Hood's Temptation by Miss Cush Heinbockle.  Town Hall,  
 Perth.  West Australian 11 Oct. 1898: 4. 
 
"Town Hall Organ Recital." Rev. of  Katherine by Marjory Brown and Signor Lardelli.  Town Hall, Sydney.  Sydney  
 Morning Herald 16 May 1895: 6.            [re: recital staged prior to theatrical premiere] 
 
"Town Topics."  Rev. of  The Rajah of Dampoor.  Cremorne Theatre, Brisbane.  Brisbane Courier 18 Aug. 1919: 8. 
 
"Town Topics - Baby Mine."  Rev. of  Baby Mine.  Cremorne Theatre, Brisbane.  Brisbane Courier 5 Nov. 1921: 7. 
 
"Trinity College Play, The."  Rev. of  Alcestis by  Alexander Leeper and G. W. L. Marshall-Hall.  Melbourne Town  
 Hall.  Age 23 June 1898: 6. 
 
"Trip to the Moon, A."  Rev. of  A Trip to the Moon by Bert Linden. Alhambra Music Hall, Sydney.  Sydney Morning  
 Herald 27 Dec. 1919: 11. 
 
Tympani. "Plays and Players: As Seen in Brisbane."  Rev. of The Stenographer Girl by George Stuart Brown and Eric  
 John.  Tivoli Theatre, Brisbane.  Theatre Sept. (1915): 37. 
 
"Vanbrugh - Boucicault Plans."  Prev. of  Lilac Time by Adrian Ross and George H. Clutsam et al.  Her Majesty's  
 Theatre, Sydney.  Sydney Morning Herald  24 May 1924: 12. 
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"Varieties, The."  Rev. of  Jupiter's Frolic; Or, Racing Mad. Varieties Theatre, Melbourne.  Argus 27 Dec. 1867: 6. 
 
"Vaudeville."  Rev. of  Bagdad by Harry Ross.  Clay's Sydney circuit.  Just It  28 Oct. (1926): 29. 
 
"Vaudeville."  Rev. of  Firemen and Flappers by Bille Cass.  Clay's Sydney circuit.  Just It  11 Nov. (1926): 29. 
 
"Vaudeville."  Rev. of  Fun on the Farm by Billy Cass.  Clay's Sydney circuit.  Just It  14 Oct. (1926): 29. 
 
"Vaudeville."  Rev. of  Mary's Lamb.  Fullers' New Theatre, Sydney.  Just It  3 Feb. (1927): 28. 
 
"Vaudeville."  Rev. of  Oh, Mr Kelly by Billy Cass.  Clay's Sydney circuit.  Just It  16 Sept. (1926): 29. 
 
"Vaudeville."  Rev. of  The Old Woman Who Lived in a Shoe.  Clay's Sydney circuit.  Just It  20 Jan. (1927): 29. 
 
"Vaudeville." Rev. of  Puss in Boots. Gaiety Theatre, Sydney.  Just It  6 Jan. (1927): 28. 
 
"Vaudeville."  Rev. of  Scotland by Harry Ross.  Clay's Sydney circuit.  Just It  25 Nov. (1926): 29. 
 
"Vaudeville."  Rev. of  Spanish Spasms by Charles Delavale.  Clay's Sydney circuit.  Just It  2 Dec.  (1926): 29. 
 
"Vaudeville."  Rev. of  Willie's Frivols by Bert Desmond.  Clay's Sydney circuit.  Just It  18 Nov. (1926): 29. 
 
"Victoria Hall."  Rev. of  Aladdin. Victoria Hall, Sydney.  Sydney Morning Herald 27 Dec. 1881: 6. 
 
"Victoria Theatre." Rev. of  Amphibio the Rhine Queen; Or, Harlequin Sir Rupert, the Knight, the Maid and the Little  
 Water Wagtail. Victoria Theatre, Sydney.  Sydney Morning Herald 27 Dec. 1879: 6.     
 
"Victoria Theatre, The." Rev. of  The Butcher Baronet by Frank Hutchinson. Victoria Theatre, Sydney.  Sydney  
Morning  Herald 17 June 1872: 5. 
 
"Victoria Theatre." Rev. of Harlequin the Three Bears and Little Silverhair the Charming and the Fairy Palace of  
 Juvenile Literature by Murray Pembroke. Royal Victoria Theatre, Sydney.  Sydney Morning Herald 26 Dec.  
 1870: 4. 
 
"Victoria Theatre."  Rev. of  Harlequin Robinson Crusoe; Or, The Pirates of Palm Bay and the Indians of Juan  
 Fernandez. Victoria Theatre, Sydney.  Sydney Morning Herald 27 Dec. 1878: 3. 
 
"Victoria Theatre, The."  Rev. of  Massaniello by W. M. Akhurst.  Victoria Theatre, Sydney.  Sydney Morning Herald  
 30 Dec. 1865: 6. 
 
"Victoria Theatre." Rev. of  Snow White; Or, Harlequin King Kok-a-Hoop and the Damsel Who Never Saw a Glass by  
 E. Lewis Scott.  Victoria Theatre, Sydney.  Sydney Morning Herald 28 Dec. 1875: 5. 
 
"Victoria Theatre."  Rev. of  The Yellow Dwarf and the King of the Hawkins' Hill Gold Mines by Samuel Hawker  
 Banks and W. B. Gill.  Royal Victoria Theatre, Sydney.  Sydney Morning Herald 27 Dec. 1872: 5. 
 
"Victoria Theatre – On Tuesday Evening."  Rev. of  Harlequin King Blear and His Three Daughters by Henry  
 Thornton Craven.  Royal Victoria Theatre, Sydney.  Sydney Morning Herald 25 Dec. 1854: 1. 
 
"Wallace Revue - Slapstick with Variations." Rev. S. S. Sunshine by George Wallace. Tivoli Theatre, Melbourne.   
 Argus 27 Jan. 1930: 10. 
 
"West Australian."  Editorial.  Prev. of  The Handsome Ransom by Francis Hart and Sir William Robinson.   
 Government House Ballroom, Perth.  West Australian 11 Jan. 1894: 4. 
 
"What's What at the Sydney Theatres."  Rev. of  Chu Chin Chow by Oscar Asche and Frederick Norton. Grand Opera  
 House, Sydney.  Green Room May (1921): 6. 
 
"William Anderson's Pantomime - Babes in the Wood."  Rev.of  The Babes in the Wood. Her Majesty's Theatre, Perth.   
 West Australian 7 Mar. 1910: 5. 
 
"Williamson and Musgrove's Extravaganza Company: The Forty Thieves."  Prev. of  The Forty Thieves by Arthur H.  
 Adams et al.  Opera House, Brisbane.  Brisbane Courier 18 Feb. 1899: 7.   
 
Woollcott, Alexander.  "Sumptuous Pageant, A."  Rev. of  Mecca by Oscar Asche and Percy Fletcher.  Century Theatre,  
 New York.  New York Times  5 Oct. 1920: 12. 
 
X-Ray. "At Harry Clay's Newtown Bridge Theatre." Rev. of  Thirty Thousand Miles a Minute by Art Slavin. Bridge  
 Theatre, Sydney.  Theatre Magazine Feb. (1918): 41. 
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X-Ray.  "Gaiety, The." Rev. of  The Belle of La Perouse.  Gaiety Theatre, Sydney.  Theatre Magazine July (1919): 23.    
 
X-Ray. "On the River."  Rev. of  On The River by Jack Kearns and Harry Sadler. Princess Theatre, Sydney.  Theatre  
Magazine Apr. (1916): 35. 
 
X-Ray. "On Your Nut."  Rev. of  The Brook and On Your Nut by Jack Kearns and Harry Sadler. Princess Theatre,  
 Sydney.  Theatre Magazine Mar. (1916): 46-7. 
 
X-Ray. "Paul Stanhope Musical Burlesque Company, The." Rev. of  This is the Life by Paul Stanhope. National  
 Amphitheatre, Sydney.  Theatre Magazine  Mar. (1915): 35.      
 
X-Ray.  "Paul Stanhope Revue Co." Rev. of  Safety First by Paul Stanhope.  National Amphitheatre, Sydney.   
 Theatre Magazine May (1917): 43.         
 
X-Ray.  "Paul Stanhope Revue Co." Rev. of  Topsy Turvey by Paul Stanhope. National Amphitheatre, Sydney.   
 Theatre Magazine June (1917): 45-6.         
 
X-Ray.  "Victor Prince Revusical Comedy Co." Rev. of  Full Steam Ahead by Victor Prince. National Amphitheatre,  
 Sydney.  Theatre Magazine Mar (1916): 44-5.     
 
X-Ray. "Yes We Don't." Rev. of Yes We Don't by Nat Phillips. Princess Theatre, Sydney.  Theatre Magazine 1 Nov.  
 (1916): 50-1. 
 
"Zulu Play: Mameena at the Globe Theatre."  Rev. of  Mameena by Oscar Asche et al.  Globe Theatre, London. 
 Pall Mall Gazette  1 Oct. 1914: 4. 
 
 
 
 
 
 
Harry Clay's Princess Theatre, Sydney  
(Broadway and George Streets, opposite Railway Square) 
 (Courtesy of the Jon Fabian)  
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APPENDIX C.4 
 
AUSTRALIAN MUSIC THEATRE PRODUCTIONs - c1840-
1935:  
 
Bibliography 2 
 
(Published and Unpublished Libretti, Music Theatre Scripts and Scores) 
 
Adams, Arthur H.  Hinemoa; A Maori Legend.  Libretto. Wellington, New Zealand: Wellington Evening Post, 1896. 
 [music by Alfred Hill] 
 
---    The Forty Thieves. Sydney: J. Woodall, 1898. 
 
---    The Forty Thieves. Sydney: Charles Troedel, 1899. 
 
Adams, Arthur H., and Alfred Hill.  "Ra-Ha Chorus" (from Hinemoa).   Sydney: Allan & Co. c 1935.         [see also AMC:  
 782.8542/HIL 1; and 783.3542/HIL 1] 
 
---   "Tapu."  Libretto and scenario manuscripts. Alfred Hill Archive, Mitchell Library, State Library of NSW, n. yr. 
 
---   "Whipping Boy, The."  [manuscript]  Sydney: ABC Library, n. yr. 
 
Airlie, Ella.  Bunyip, The.  Manuscript.  Brisbane:  Fryer Hanger Collection, U of Queensland, 1907-8. 
 
---   Bunyip, The.  Manuscript.  Brisbane:  Fryer Hanger Collection, U of Queensland, 1916.    [not the Nat Phillips- 
produced pantomime] 
 
Akhurst, W.M.  Battle of Hastings, The. Melbourne: Robert Bell, 1869. 
 
---   Gulliver on his Travels!; Or, Harlequin Old Father Christmas and the Fairy Queen Acacias! Melbourne: W.M.  
 Akhust, 1966. 
 
---  adapt.  Harlequin Jack Sheppard. Melbourne: Abbott and Co, 1869. 
 
---   Harlequin Robinson Crusoe. Melbourne: Robert Bell, 1868. 
 
---   House that Jack Built, The. Melbourne: Cordell, 1869. 
 
 ---   House that Jack Built, The.  In Australian Plays for the Colonial Stage 1834-1899. Ed. Richard Fotheringham.   
  Brisbane: U of Queensland P, 2006. 
 
---   King Arthur. Melbourne: Robert Bell, 1868. 
 
---   adapt. Les Cent Vierges (The Hundred Virgins): An Opera Bouffe in Three Acts. Melbourne: Azzoppardi and  
 Hildreth, 1875. 
 
---   Paris the Prince and Helen the Fair.  Melbourne: Robert Bell, 1869. 
 
---   Rolla of Ours; Or, The Shameful Goings on of the Spaniards in Peru. Adelaide: South Australian General Printing  
 Office, 1851. 
 
---   Tom Tom the Piper’s Son. Melbourne: Robert Bell, 1867. 
 
Anon.  Life in Sydney; Or, The Ran Dan Club.  In Australian Plays for the Colonial Stage 1834-1899. Ed. Richard  
 Fotheringham.  Brisbane: U of Queensland P, 2006. 
 
Anon.  Paris. Melbourne: Robert Bell, 1869. 
 
Anon, adapt. House That Jack Built; Or Harlequin Jack Sydney, Little Australia Home of the Golden Mine, and the  
Australian Fernery in the Golden Conservatory the Home of Diamantina, The. Sydney: Henry Solomon,  
1877. 
 
Anon, adapt.  Humpty-Dumpty (Who Sat On the Wall); Or, Harlequin Prince Arthur, His Three Sons, The Princess  
 Roseleaf, The Knights of the Round Table and the Fairies of the Fairy Ferns. Sydney: Henry Solomon,  
 1877. 
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Asche, Oscar.  Cairo.  London: Ascherberg, Hopwood and Crew, c 1920. 
 
---   "Cairo."  Manuscript. Lord Chamberlain's Collection, British Library.          [a manuscript with the title "Ali  
 Shar" is also held in the collection] 
 
---   Chu Chin Chow. London: Samuel French, 1931. 
 
---   Chu Chin Chow. Melbourne: Allan & Co, c 1920. 
 
---   "Chu Chin Chow."  Manuscript. Lord Chamberlain's Collection, British Library. 
 
---   Mameera. London, 1914. 
 
Asche, Oscar, and Frederick Norton.  Chu Chin Chow.  Vocal score. London: Keith Prowse, 1916. 
 
---   "Robbers' March, The." Vocal score. Melbourne: Allan and Co, n. yr. 
 
---   "My Desert Flower." Vocal score. Melbourne: Allan and Co, n. yr. 
 
Babes in the Wood.  Vocal and piano scores, various authors. Melbourne: Stanley Mullins, 1909. 
 
Bailey, Bert.  On Our Selection.  Ed. Helen Musa.  Sydney: Currency, 1984. 
 
Banks, S. H., and W. B. Gill.  Yellow Dwarf and the King of Hawkins' Hill Mines; Or, the Desert Fairy of Despair, the  
 Gigantic Bon-Bon, and the Princess of Pure Delights, The. Sydney: Beard and Holmes, 1872. 
 
Barton, G.B., adapt.  Oberon. Sydney: David Mason, 1865 
 
Bayer, Louis.  Federation. Melbourne: Kemp and Boyce, 1887. 
 
---   Muutchaka.  Melbourne: Boyce and Kemp, 1888. 
 
Bayly, Mr, adapt. Black-Ey'd Susan. Melbourne: Caxton, 1866. 
 
Benlow, Helen. For Sixty Thousand Pounds. Castlemaine: Helen Barlow, 1874. 
 
---   For Sixty Thousand Pounds. In Australian Plays for the Colonial Stage 1834-1899. Ed. Richard Fotheringham.   
 Brisbane: U of Queensland P, 2006. 
 
Black, Elton, and Fred Whaite. "Robinson Crusoe."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, 
 University of Queensland, n. yr. 
 
Browne, Margery, and Alfred Hill.  Lady Dolly.  Sydney:  John Sands, 1900. 
 
Brunton Stephens, J., and G.B. Allen. Fayette; Or, Bush Revels: An Original Australian Comic Opera in Three Acts.  
 Brisbane: Watson and Ferguson, 1892. 
 
Burnett, Earl, and Charles Koehler.  "Leave Me with a Smile."  Sydney: J. Albert & Son, 1921.  [from Mother Goose,1922] 
 
Callan, Harriet, and Alfred Hill. Giovanni. Eds. Haydon Reeder, Kerry Murphy and Jennifer Hill. Melbourne: Centre  
 for Studies in Australian Music, 1994. 
 
---   "Lady Dolly." Vocal score - manuscript.  Alfred Hill Archive, Mitchell Library, State Library of NSW, n. yr. 
 
Carrington, T., and J. Eville. Humpty-Dumpty (Who Sat on the Wall); Or, Harlequin Prince Arthur, His Three Sons, the  
 Princess Roseleaf, the Knights of the Round Table and the Fairies of the Fairy Ferns.  Melbourne: Azzoppardi  
 and Hidreth, 1874. 
 
Clarke, Marcus.  Alfred the Great.  Melbourne: Charles Troedel, 1878. 
 
---   Goody Two Shoes and Little Boy Blue; Or, Sing a Song of Sixpence! Harlequin Hey-Diddle-Diddle-'Em and the  
 Kingdom of Coins.  Melbourne: Robert Bell, 1870. 
 
---   Goody Two Shoes.  Melbourne: English Department, Monash University, 1993. 
 
---   Happy Land, The. Melbourne: McKinley, 1880. 
 
---   Twinkle, Twinkle Little Star; Or, Harlequin Jack Frost, Little Tom Tucker and the Old Woman Who Lived in the  
Shoe. Azzoppardi and Hildreth, 1873. 
 
Cliffe, Cedric and Arthur Benjamin.  Prima Donna.  London: Boosey and Hawks, 1935. 
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Collard, Alan, John B. Gordon and Arthur Benjamin.  Devil Take Her, The.  London: Boosey and Hawks, 1932. 
 
Cooper, Walter H.  History of Kodadad and His Brothers, The.  Brisbane: W. Fairfax, 1866. 
 
Craven, Henry Thornton.  King Blear and His Three Daughters. Sydney: Paisey and Fryer, 1854. 
 
Dillon, Charles, and George R. Morton, adapt. Harlequin Gulliver, the Giants of Brobdignag and the Dwarfs of Lilliput.  
 Melbourne: Abbott and Co, 1866. 
 
Edwards, Frank, adapt.  Papillonetta; Or, The Prince's Little Feat and the Big Beetle-Crusher. Melbourne: Robert Bell,  
 1871. 
 
---   adapt.  Riquet with the Tuft; Or, Harlequin Old Mother Shipton, the Silver Champions and Darwin's Genealogical  
 Tree. Melbourne: Azzoppardi and Hildreth, 1872. 
 
Finn, Edmund, adapt.  Cinderella, Her Sisters, Her Sorrows and Her Little Glass Slipper; Or, The Fairy Godmother  
 Who Wouldn't Let the Bad Step-Father. Melbourne: Charles Troedel, 1884. 
 
Gill, W.B.  Harlequin Man in the Moon; Or, Luna the Lovely, Phaeton the Fair, and the Hagravating Hag of the Hupper  
 Hatmosphere. Sydney: Gorman and Riordan, 1873. 
 
Grover, Montague, and Alfred Hill.  The Sleeping Beauty and the Beast; Or, Mother Goose and the Seven Champions.   
 Sydney: J. Andrews, 1903. 
 
Hart, Fritz.  Riders on the Sea. Score.  Melbourne: Centre for Studies in Australian Music, n. yr. 
 
Hill, Alfred.  "Teora, the Weird Flute."  Libretto and scenario manuscripts. Alfred Hill Archive, Mitchell Library, State  
 Library of NSW, n. yr. 
 
Horne, Richard Hengist.  South Sea Sisters: A Lyric Masque, The. In Australian Plays for the Colonial Stage 134-1899.  
 Ed. Richard Fotheringham.  Brisbane: U of Queensland P, 2006. 
 
"In Amsterdam."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland, n. yr. 
 
Lardelli, Signor. "Katherine Waltz." Sydney:  W.H. Paling & Co, 1895.             [from the comic opera Katherine] 
 
Lawrence, Alf J.  "Follow Me Boys."  Sydney: W. J. Deane, 1914.              [from: Babes in the Wood, 1914] 
 
Lazar, Samuel.  Hey-Diddle-Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon; Or, Harlequin Sing a  
 Song of Sixpence, a Pocket Full of Rye, and Four and Twenty Blackbirds Baked in a Pie. Sydney: Caxton,  
 1878. 
 
Lazar, Samuel and Arthur Diamond. Prince Enterprise; Or Harlequin Ogre and the Kangaroo, Cockatoo and Possum- 
 Too.  Adelaide: Advertiser and Chronicle, 1874. 
 
Lumsden, Alf G, adapt.  The Babes in the Wood.  Melbourne: Troedel, 1909. 
 
Marshall-Hall, George W.L.  Romeo and Juliet. London: Paris and Co, 1914. 
 
---   Stella.  Ed. Suzanne Robinson. Melbourne: Centre for Studies in Australian Music, University of Melbourne, 1992. 
 
Moser. Thomas.  Populaire. Sydney: H. T. Dunn, 1886. 
 
Murray, Archibald.  Harlequin Blue Beard, the Great Bashaw; Or, The Good Fairy Triumphant Over the Demon of  
 Discord. Sydney: Lenthall Bros, 1872. 
 
Murray, Pembroke.  Three Bears and Little Silverhair the Charming; Or, The Peerless Prince, the Preposterous Puppy  
 and the Fairy Palace of Juvenile Literature, The. Sydney: Caxton, 1870. 
 
Nagel. Charles.  Sham Catalani in Little Puddleton, The.  Sydney: James Tegg, 1842. 
 
---   Shakespericonglommorofunnidogammoniae.  Sydney: W. A. Duncan, 1843. 
 
Nathan, Isaac.  "Don John of Austria." Manuscript. Sydney: State Library of NSW, n. yr. 
 
---   Southern Euphrosyne, The. Sydney: 1849. 
 
Nathan, Isaac, and Charles Nagel. Merry Freaks in Troublous Times. Sydney: Isaac Nathan, 1851. 
 
---   Merry Freaks in Troublous Times. London: Cramer, Addison and Beale, 1851. 
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Paterson, Andrew Barton, and Ernest Truman.  "Club Life."  Manuscript.  Sydney:  State Library of NSW, n. yr. 
 [chorus score - rough manuscript for chorus practice by W. J. Banks] 
 
Phillips, Nat.  "At the Grand."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland,  
 1924. 
 
---   "Cinderella."  Manuscript photocopy. Brisbane: Fryer Library, University of Queensland, 1919.  [H2013]     [see also  
 Nat Phillips Archive for miscellaneous items, including several score extracts] 
 
---   "Mexico."  Manuscript (incomplete). Nat Phillips Collection.  Brisbane: Fryer Library, U of Queensland, 1918.  
 [UQFL9] 
 
---   "Pretty Kettle of Fish, A."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland,  
 n. yr. [UQFL9] 
 
---   "Sporting Chance, A."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland,  
 1916. [UQFL9] 
 
---   "Strike Breakers, The."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland, n.  
 yr. [UQFL9] 
 
---   "What Oh Tonight."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland,  
 1916. [UQFL9] 
 
---   "Yes We Don't"  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of Queensland, 1916.  
 [UQFL9] 
 
Reeve, Wybert.  Cinderella; Or, Harlequin Prince Beauteous, the Butterfly Fairy, the Goblin Spider, and the Little Glass  
 Slipper. Melbourne: William Marshall, 1871? 
 
Robertson, J. Steele.  Infant, The.  Centennial Magazine 2.9 (1890): 712-720. 
 
Royce, E. W., and Thomas H. Taylor.  Aladdin; Or, Harlequin, the Wonderful Ring, the Magical Lamp, the Pretty  
 Young Princess who Loved a Great Scamp, the Funny Old Dame, and the Latest Edition of the Musical Model  
 and Mystical Magician. Sydney: Marcus and Andrew, 1889. 
 
Scott, E. Lewis.  Alpine Apples; Or, Harlequin Intelligence and Swiss ABC. Sydney: S. Glassop, 1876. 
 
---   Twinkle, Twinkle Little Star; Or, Harlequin Jack Frost, Little Tom Tucker and the Old Woman that Lived in a  
 Shoe. Sydney: Henry Solomon, 1876. 
 
Seal, Alfred T.  Aurifera, the Enchanted Isle; Or, Harlequin Little Jack Washington and the Man in the Moon. Ballarat  
 (Vic): Frank Pinkerton, 1880. 
 
Sherard, Charles A.  Fatima the Fair; Or, The Beauty, the Belle and the Bearded Bashaw. Ballarat (Vic): Charles A.  
 Sherard, 1876. 
 
Taylor, Thomas Hilhouse.  Parsifal; Or, The Redemption of Kundry.  Sydney: Angus and Robertson, 1906. 
 
---   Parsifal; Or, The Redemption of Kundry.  Melbourne: Lothian, 1907. 
 
Walch, Garnet.  Admanta, the Proud Princess of Profusia, and Her Six Unlucky Suitors; Or, Harlequin Riddle-Me-Ree  
 and the Transit of Venus from a New Point of Observation. Melbourne: Azzoppardi and Hildreth, 1874. 
 
---   Australia Felix; Or, Harlequin Laughing Jackass and the Magic Bat. Ed. Veronica Kelly. Brisbane: U of  
Queensland P, 1988. 
 
---   Australia Felix; Or, Harlequin Laughing Jackass and the Magic Bat. Melbourne: Azzoppardi and Hildreth, 1873. 
 
---   Beauty and the Beast; Or Harlequin King Glorio the Millionth, The Island of Apes and the Fairies of the Magic  
 Roses.  Sydney: George England Hooke, 1875.  
 
---   Dyk Whyttyngtonne and Hys Wonderfulle Catte; Or, Arlekyn Lyttel Bo-Peepe and Ye Faerie Chymes of Bowe- 
 Bells. Melbourne: McCarron and Bird, 1881. 
 
---   adapt.  Froggee Would a Wooing Go; Or Harlequin Al Kohol, the Bad Djinn, the Pretty Princess and the Fairy of  
 the Dancing Water, A. Melbourne: Azzoppardi and Hildreth, 1875. 
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---   adapt.  Genevieve de Brabant; or, Harlequin King of the Bakers; Or, Four and Twenty Bakers and Baked a Pie.  
 Sydney: A. W. Beard, 1873. 
 
---   Hey-Diddle-Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon; Or, Harlequin Sing a Song of  
 Sixpence, a Pocket Full of Rye, and the Four And Twenty Blackbirds Baked in a Pie. Melbourne: Azzoppardi  
 and Hildreth, 1876. 
 
---   Hey-Diddle-Diddle the Cat and the Fiddle, the Cow Jumped Over the Moon; Or, Harlequin Sing a Song of  
 Sixpence, a Pocket Full of Rye, and the Four And Twenty Blackbirds Baked in a Pie. Sydney: H. Solomon,  
 1876. 
 
---   Jack the Giant-Killer and His Doughty Deeds; Or, Harlequin Hop O' My Thumb and the True Version of Who  
 Killed Cock Robin. Melbourne: Azzoppardi and Hildreth, 1878.  
 
---   Jack the Giant Killer; Or, Harlequin Fe-Fi-Fo-Fum, the Demon Spider and the Fairies of the Silver Lake: An  
 Original Pantomime.  Melbourne: Pater and Knapton, 1892. 
 
---   Pygmalaion and His Gal (A Dear); Or, The Celebrated Living-Stone of Ancient Athens (No Relation to the 
 Doctor). Melbourne: Azzoppardi and Hildreth, 1873. 
 
---   Sinbad the Sailor, Little Jack Horner and the Old Man of the Sea. Melbourne: William Marshall, 1893.   
 
---   Trookulentos the Tempter; Or, Harlequin Cockatoo!!, the Demon of Discontent, the Good Fairy of Contentment,  
 and the Four-Leaved Shamrock of Australia.  Sydney: Cumberland Times, 1871. 
 
---   Trookulentos the Tempter: An Original Fairy Extravaganza.  Sydney: F. Cunninghame, 1872. 
 
---   True Blue Beard; Or, Harlequin Hymen, the Great Bashaw of Many Tales. Melbourne: McCarron and Bird, 1872. 
 
---   adapt.  White Fawn, The.  Melbourne: Azzoppardi and Hildreth, 1874. 
 
Walch, Garnet, and John Grocott.  Kismet; Or, The Cadi's Daughter. Nottingham, England: no details, 1894. 
 
Whaite, Fred.  "In Gay Seville."  Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library Hanger Collection,  
 University of Queensland, n. yr. 
 
---    "Last Train From Pinkenba, The. Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library Hanger Collection,  
 University of Queensland, n. yr. 
 
Williams, Les.  Dick Whittington and His Cat.  Manuscript. Nat Phillips Collection, Fryer Hanger Collection, U of  
 Queensland. 
 
---   "Sinbad the Sailor." Manuscript. Nat Phillips Collection.  Brisbane: Fryer Library, University of  Queensland, n. yr.  
 [UQFL9] 
 
Williamson, James Cassius, and Bernard Espinasse. Australis; Or, The City of Zero. Sydney: J. C. Williamson's, 1900. 
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APPENDIX D 
 
 
BIOGRAPHICAL DATABASE OF SELECTED AUSTRALIAN 
MUSIC THEATRE AND VARIETY PRACTITIONERS,  
ca.1870 - 1935 
 
(Songwriters, Writer, Librettists, Performers and Producers) 
 
NB: All practitioners in this appendix are included in the Australian Variety Theatre Archive. Their entries are updated 
whenever new information is identified. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
 
Introduction and Index 
 
Introductory Notes 
 
 Appendix D is a biographical register of performers and other practitioners known to have been involved in either 
the production of Australian music theatre works or the variety industry. The information has been collected in response 
to the variety methodology used in the accompanying dissertation. 
 The entries included in this appendix are representative of the amount of information available through the music 
theatre research survey conducted during the course of this doctoral dissertation. Although some entries are more 
comprehensive that others this does not necessarily mean that the person or persons was more significant; just that more 
information has been forthcoming. The individuals chosen are also by no means the only practitioners who could have 
been included. The list has been collated for this project largely by random selection - with practitioners included from 
a variety of eras and in response to their various fields of endeavour. Some are variety artists; others are better 
remembered as dramatic writers and serious "art" music composers. A number of those chosen achieved some measure 
of success as writers, librettists, songwriters and/or directors/producers, while several individuals were also only briefly 
associated with the production of music theatre. All have contributed in some way, however, to the advancement of 
local theatre.  
 
• Each practitioner's career is given an overview dependent not on the extent or level of their career but simply  
 in response to how much information has been identified. Most entries include a preface section, which is  
 provided as a means of over viewing that person(s) career. The life and career details that follow focus largely on  
 that entry's connection with music theatre or variety entertainment. In some instance, however, an individual's  
 career in these areas may be minimal, but they are otherwise known for their input into Australian literature,  
 theatre or other areas of social and cultural activity. 
 
• As far as possible the entries attempt to refrain from value judgments, relative success or significance other than  
 by those accorded the practitioner during their careers. 
 
• An asterisk beside the name of a practitioner in the Index indicates that this person's entry has been revised and  
 updated from my MA thesis "Harry Clay and Clay's Vaudeville Company, 1865 - 1930" (1998). 
 
• The term "Hebrew comedy" is often used to describe a number of comedians and their style of performance (Bert  
 Le Blanc and Jake Mack, for example) rather than Jewish comedy as this was the most commonly used  
 descriptive of the pre-1930s era. 
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Index 
 
(Performers, Songwriters, Writers, Librettists and Producers) 
 
 
    
ADAMS, Arthur H.:  ………………..  713. 
ADSON, Steve: ……………………………  715. 
AKHURST, W. M.: ……………................ 715. 
ASCHE, Oscar: ……………………… 717. 
 
 
BAIN, James C.: ……………………… 722. 
BAIN, Verna:  ………………...........  724. 
BARRINGTON, Harry: ………………..  725. 
BATES, Elsie:  (see Arthur Morley) 
BECK, Ike: * ……………………………  726. 
BENT, W. Horace:  ………………..  727. 
BLACK, Elton:  ………………….......  730. 
BUNSTER, Grosvenor: ………………..  733. 
 
 
CARON, Leon:  ……………………… 733. 
CHENOWETH, Maurice: * ….............  735. 
CLARK, F. M.: ……………………… 736. 
CLARKE, Marcus: ……………………… 738. 
CLAY, Harry: * ………………...........  740. 
CLUTSAM, George:  ………………..  742. 
COGILL BROTHERS: ……..................  745. 
COOPER, Walter H.: ………………..  747. 
COURTNEY, Vince:  ………………..  748. 
CURTIS, W. J.: ……………………… 750. 
 
 
DAMPIER, Alfred: ……………………… 751. 
DARRELL, George:  ………….. …....  752. 
DE GARIS, C. J.:  ………………..  753. 
DELAVALE, Charles: * ……....................  754. 
DELAVALE and GILBERT: *  ….............  756. 
DESMOND, Bert: …………...................  758. 
DREW, George: ………………...........  759. 
DUFF, James:  ………………...........  760. 
 
 
EDWARDS, George: …………..........  760. 
EDWARDS, Wally: * …………..........  763. 
ELLIOTT, Arthur: (see Maud Fanning) 
EMERSON, Billy: …………...................  764. 
EMMET, Harry W.: …………...................  766. 
ESPINASSE, Bernard: …………..........  767. 
 
 
FANNING, Charles:  …………..........  768. 
FANNING, Maud: * …………...................  771. 
FRASER, Lucy: (see Martyn Hagen) 
 
 
GEOGHEGAN, Edward:  …………  773. 
GERALD, JIM: ………………..........  774. 
GLOVER, Edward A.: ……………….  779. 
 
 
HAGAN, Martyn: ……………………..  780. 
HANLEY, Nat:  ……………………..  784. 
HARRIS, Jim:  (see George Drew) 
HART, Francis: ……………………..  785. 
HART, Fritz: …………………………….. 786. 
HEUZENROEDER, Moritz: …………... 788. 
HILL, Alfred: …………………………….. 788. 
HORNE, Richard Hengist: …………... 792. 
HORSLEY, Charles: ……………….... 794. 
HOWARD, Bert: * ………………………. 794. 
HOWSON, John: ………………………. 797. 
 
 
JANSEN, Mattie (see Bert Desmond) 
 
 
KEARNS, Jack "Porky":  ……………….... 797. 
KEARNS, Vera:  (see  Jack Kearns) 
KOLLE, Nelle: * ………………………. 804. 
 
 
LE BLANC, Bert: * ………………………. 806. 
 
 
McKAY, Stanley: ………………………. 811. 
MATLOCK, Johnny: ……………….... 818. 
MERRITT, Daisy:  (see Nat Phillips) 
MORLEY, Arthur: * …………………. 819. 
 
 
PARKES, Rosie:  (see George Edwards) 
PHILLIPS, Nat:  …………………. 821 
PHILLIP SISTERS, THE: * …………… 829. 
 
 
RENE, Roy: * ……………………………... 830 
ROBINSON, Sir William: …………………. 836 
ROCHELLE, Amy: * …………………. 838 
ROMAINE, Jim: (see George Drew) 
ROSSLYN, Ida:  (see Ida Tauchert) 
ROWLEY, Sam: ……………………….. 840 
 
 
SADLER, Harry: * ……………………….. 841 
SLAVIN, Art: * ……………………….. 845 
SORLIE, George: * ……………………….. 847 
 
 
TAUCHERT, Arthur: * ………………….  853 
TAUCHERT, Ida: (see Jack Kearns) 
THOMPSON, Lily:  (see Art Slavin) 
TRACEY, Dan: ……………………….. 855 
TUTTY, Ted: * ……………………………... 857. 
 
 
VOKLER, Lily: (see Delavale & Gilbert) 
 
 
WALCH, Garnet: ……………………….. 860. 
WALLACE, George: * …………………. 863. 
WHITBURN, Will: ……………………….. 871. 
 
 
YORK, Frank:      ………………………….. 873. 
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APPENDIX D.1 
 
 
 
 
BIOGRAPHICAL DATABASE OF SELECTED AUSTRALIAN 
MUSIC THEATRE AND VARIETY PRACTITIONERS,  
ca.1870-1935 
 
 
 
 
ARTHUR H. ADAMS 
 
Librettist, dramatist, poet, journalist, novelist. Born Arthur Henry Adams, 6 June 1872 in Lawrence, 
New Zealand. Died in Sydney 4 March 1936. Adams began his career as a journalist in New Zealand 
and collaborated with composer Alfred Hill on several cantatas and operettas during the mid-1890s. 
These include The Whipping Boy and Hinemoa. They later found success with the comic opera, Tapu 
(1903/04). Employed as J. C. Williamson's literary secretary (1898-1900), he wrote the libretto for 
the firm's 1898 pantomime, Ali Baba and the Forty Thieves. Adams left Williamson in 1900 to travel 
to England. Over the next few decades he wrote and staged a number of plays which had minor 
success in England and Australia. He returned to journalism and Australia in 1906, working for the 
Bulletin, the Lonehand (1909-1911) and the Sydney Sun His most successful play, Mrs Pretty and the 
Premier (1914) was staged to some acclaim in London in 1916. Adams also published a number of 
novels and several collections of verse during his career. His first novel, Tussock Land was published 
in 1904, and the last, a fictionalised autobiography, A Man's Life in 1929. It was his collaboration 
with Alfred Hill, however, that sees Adam's achievements accorded a high profile status in Australian 
music theatre history. The pair not only demonstrated a keen interest in New Zealand's indigenous 
music and customs, but also attempted to celebrate the unique sounds and rich cultural heritage of 
the Maori people through Western forms. 
 
Educated at the Otago Boys' High School and later graduating with a Bachelor of Arts from the University of 
Otago (1894), Arthur H. Adams initially found employment as a journalist for Wellington's Evening Post. His 
collaborations with composer Alfred Hill began around the same period, and resulted in several music theatre works 
being created, including the operettas The Whipping Boy (1893) and Hinemoa (ca.1895). The latter was published in 
New Zealand in 1896.  Sometime around 1897/98 the two started work on the comic opera Tapu; Or, The Tale of a 
Maori Pahli, which was based on a play Adams had written previously. He travelled to Australia shortly after 
completing the libretto and approached J. C. Williamson with a view to having the opera staged by his Firm. Impressed 
by the Adams' capabilities as a writer, Williamson offered the young man a two year engagement at £200 per year as his 
literary secretary (ca.1898-1900), taking over that position from Bernard Espinasse. Despite his enthusiasm for the 
opera Williamson did not produce it until 1904, citing commitments to his enormously successful national tour of The 
Geisha as the reason for the delay. Tapu's first production was therefore mounted by the Pollard Opera Co for a six 
night season at the Opera House, Wellington (NZ) beginning 16 February 1903. Pollard later toured the opera to 
Auckland and Tasmania. One of the earliest works created by Adams for Williamson was the 1898 pantomime, Ali 
Baba and the Forty Thieves (Her Majesty's Theatre, Sydney, Dec. 1898). 
In 1900 Adams left Australia to cover the Boxer rebellion in China for several newspapers, including the Sydney 
Morning Herald. He then spent three years in England as a freelance journalist, and published his first novel, Tussock 
Land in 1904. That year also saw J. C. Williamson finally stage his own re-worked production of Tapu.  Because the 
conditions of his contract with Adams stipulated that any of the author's writings during his two year engagement 
remained the property of Williamson, he authorised David H. Souter re-write the Tapu libretto in the romantic opera 
tradition, and also leaving out a number of contentious political and satirical incidents. Another Williamson employee, 
Bert Royle, also provided additional lyrics to accompany several pieces of new music by Hill. The new version, which 
premiered at Her Majesty's Theatre (Syd) on 9 July, followed by Melbourne (Her Majesty's Theatre, 20 Aug.), did not 
please Adams in the slightest, and he later raised his discontent at Williamson's involvement in the sabotage of his 
libretto on several occasions in The Lone Hand and The Theatre. Alfred Hill also stated in later years that he thought the 
Pollard production was superior to the Williamson version. 
 During the early decades of the twentieth century Adams concentrated his writing talents on novels, occasionally 
writing under the pseudonyms James James and Henry James James.  He also wrote poetry (a collection of his verse 
was published in 1913), and a number of dramatic plays, including The Tame Cat (Criterion, Syd; 11 July 1908). This 
was later revised and staged at the Criterion on 16 October 1909 by request of Her Excellency the Countess of Dudley 
as a benefit to the Australian Bush District Nurses Association. Other dramatic works known to have been produced on 
the stage include Pierrot in Australia, a one act play produced at the Royal Standard (Syd) on 19 October 1910; The 
Wasters (Unley City Hall Adelaide, 27 Aug. 1910); and Mrs Pretty and the Premier, a three act comedy staged at the 
Athenaeum Hall by the Melbourne Repertory Theatre on 26 September 1914. The Wasters and Mrs Pretty and the 
Premier, along with Galahad Jones, were also published in 1914 under the collective title Three Plays for the 
Australian Stage, while Pierrot in Australia was later published in the Australian Soldier's Gift Book (1918). A poetic 
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drama, The Minstrel, undertaken in collaboration with composer Carlien Jurs, was written around 1908, and later 
staged at the Conservatorium of Music in Adelaide.  Adams' theatrical output never matched his enthusiasm, however. 
As with many other local writers he found it enormously difficult to get his theatrical works produced by professional 
managements in Australia. This was a matter that he raised throughout his career as a journalist and editor, a career that 
included positions with the Bulletin (beginning in 1906 as a journalist then as writer/editor of the magazine's "Red 
Page" from ca. Nov. 1907 to 1909), The Lone Hand (1909-11) and Sydney Sun. He later returned to the Bulletin, and 
became one of the country's most respected literary critics.  
 
 
 
      Despite the bias Adams faced as a local writer, he 
nevertheless succeeded in getting most of his plays before the 
public. His most successful play, Mrs Pretty and the Premier 
was produced in London in 1916 and the ABC later adapted it 
for radio broadcast. His last play Gallipoli Bill was staged at a 
suburban Sydney theatre in 1926. The script was sold to Bert 
Bailey for a possible film adaptation, but the Great 
Depression put this possibility on hold indefinitely. Two 
novels were published under his real name during the 1920s, 
The Australians (1920) and A Man's Life (1929), the last 
being a fictionalised autobiography that explores themes he 
was passionate about, notably the tension between romantic 
idealism and sexuality, and the subjugation of women in both 
marriage and society. Several of his novels, including The 
Australians, are also set in pre-World War I Sydney. In 1933, 
after several years of great financial difficulties Adams was 
granted assistance through the Commonwealth Literary Fund. 
Adams died in Sydney three years later on 4 March (1936) 
due to a bout of septicaemia and pneumonia. He left behind 
his wife, Lillian, a son and two daughters.  
 
       
 
 
Arthur H. Adams 
Theatre Nov. 1909, 14. 
(Courtesy of the Fryer Library, U of Qld) 
 Arthur H. Adams' position in the annals of antipodean theatre is recognised not only through his efforts as a writer 
but also through his strong support of Australian playwrights/librettists. In this respect he was a loud critic of the 
leading actor/managers and theatrical entrepreneurs who controlled the Australian stage, and who he argued were 
exceedingly indifferent to local writers. He was not content to just criticise, however. He would often offer advice to 
aspiring playwrights on how to approach their craft – not just on how to write, but also on how to get their work 
produced. His involvement in the local drama industry also saw him undertake various off-stage activities, including a 
position on the advisory board of the Sydney Repertory Society around 1913, alongside Alfred Hill and David H. 
Souter. As a writer he initially began experimenting with Maori music and English romantic history, eventually finding 
his forte in urban social comedy in which he tried to deal Australian themes, with Australian characters, and from an 
Australian point of view. The Theatre magazine, for example, wrote of Adams' 1909 production of The Tame Cat: "In 
spite of its faults, the best attempt at an Australian play [we know] of. It is so good that it is a great pity it is not better" 
(Nov. 1909, 14). 
 
MUSIC THEATRE WORKS:   
THE WHIPPING BOY [operetta] Lib. Arthur H. Adams; Mus. Alfred Hill (1893);  HINEMOA [operetta] Lib. Arthur H. Adams; Mus. Alfred Hill 
(ca.1895);  ALI BABA AND THE FORTY THIEVES  [pantomime]  Lib. Arthur H. Adams; Mus. incl. Leon Caron, Alfred Hill and George Pack 
(1898);  TAPU [operetta/romantic opera] Lib. Arthur H. Adams; Add Lib. David Souter; Mus. Alfred Hill (1903, NZ). THE MINSTREL  [poetic 
drama] Txt. Arthur H. Adams; Mus. Carlien Jurs (c1908). 
 
FURTHER REFERENCE: 
Adams, Arthur.  "Australian Drama, The." LH: 1 Dec. (1908), 233-7. 
---   "Australian Drama - and Claude McKay, The."  TT: June (1911), 19-22.            [incl. reply from Claude McKay] 
Andrews, B.G., and Ann-Mari Jordens. ADB: 7 (1979), 9-10.   
Clancy, Laurie, ed. Reader's Guide to Australian Fiction, A. (1992), 87-8. 
Fotheringham, Richard.  CTTA: (1995), 24.    
Irvin, Eric.  Dictionary of Australian Theatre. (1985), 14. 
OCAL: (1994), 18. 
Scholfield, G.H., ed. Dictionary of New Zealand Biography, A. (1940).  
"Sydney Comedy Club  - The Tame Cat."  TT: Nov. (1909), 14-15. 
Thomson, John M.A. Distant Music, A.  (1980). 
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STEVE ADSON 
 
End-man, dancer, singer and specialist dialect comedian. Steve Adson's career on the local stage 
spanned some four decades (ca.1880s to 1910s) and included engagements with most leading 
Australian-based companies and entrepreneurs of the era, including Harry Rickards, George 
Rignold, the MacMahon Brothers, Frank M. Clark and Dan Tracey.  He partnered Jessie Thorne as a 
comedy/dance duo in later years and toured the East on several occasions. Adson travelled to 
America in 1918 to take up a number of amusement propositions. 
 
 While Steve Adson's origins are yet to be established, several references later in his career imply that if not born in 
Australia then he was certainly considered a local as much of his career was spent based in the country. An all-round 
variety performer, Adson's name has been located as early as 1888 appearing with Charles Hugo's Buffalo Minstrels as 
an end-man (bones). The company at that stage included Priscilla Verne, another variety performer whose career was 
largely associated with the antipodes.  Following a second engagement with Hugo in 1890 Adson teamed up with ex-
Billy Emerson company member Dan Tracey and together they worked for Harry Rickards before setting up their own 
troupe, Tracey and Adson's Minstrels. Although the business partnership was short-lived, Adson continued to work with 
Tracey for some time after. The pair specialised in dance and Irish comedy routines both as vaudeville turns and within 
burlesques and musical comedies like McGowan the Millionaire and The Irish Inspector (1890). As a solo artist 
Adson built a formidable reputation as a specialist dialect comedian. His act, described as a satirical presentation of the 
oddities and foibles of different nationalities, saw one Sydney Morning Herald critic note that it was the "degree of 
truthfulness [that] convulsed the house" (9 Sept. 1895, 6). 
        After appearing with a number of organisations in 1891 Adson 
teamed up with Tracey again in 1892, around the same time the 
American was beginning to establish himself as one of Sydney and 
Melbourne's leading entrepreneurs. Engagements with Harry Rickards 
(1894-95, 1898), George Rignold's pantomime company (The House 
that Jack Built, 1894), Frank York and George A. Jones (1895), Frank 
M. Clark (1897), the MacMahon Brothers dramatic company (1897-
99), and Thomas Delohery and Percy St John (1899) firmly 
established him among the country's leading performers of the late 
nineteenth century. One of his engagements with the MacMahons also 
saw him cast in possibly the last Garnet Walch melodrama to be staged 
in Australia, The Prairie King (Lyceum Theatre, Syd, 6 Nov. 1897). 
       Although Steve Adson's career during the first decade of the new 
century remains somewhat sketchy it is likely that his further 
engagements with Harry Rickards (ca.1905) were undertaken between 
overseas tours with his on and off-stage partner, Jessie Thorne. The 
couple are known, for example, to have been engaged by F. M. Clark 
at the Gaiety Theatre (Melb) on 6 August 1904, with Adson billed as 
headline performer. Invariably described as "Australia's leading 
comedy sketch artists" (BC: 1 June 1907, 2), Adson and Thorne toured 
with American artist/entrepreneur, Post Mason in 1907 and spent some 
time touring through Manila and China around 1909 for the Ramos 
Brothers - reportedly their third time in East to that date. Another tour 
of the east (including India) was undertaken around 1917. Adson later 
made his way to America to take up business opportunities there.  
 
FURTHER REFERENCE: 
"Are You Going East?"  TT: Nov. 1909, 16.       
 
 
Steve Adson 
Theatre Nov. 1909, 16. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
W. M. AKHURST 
 
Dramatist, composer, journalist. Born William Mower Akhurst in Hammersmith, London on 29 
December 1822. Arrived in Australia in 1849 after several years on the London stage.  Established 
himself as one the most prolific and significant popular culture dramatists in Australian theatre 
history, writing and directing musical comedies, pantomimes, burlesques operettas and farces. 
Collaborated with several other leading Melbourne-based artists and entrepreneurs, including 
George Coppin and Sydney Nelson. Akhurst produced a string of hits that served as a major 
incentive for those Australian writers and producers who began to emerge in the 1860s and 1870s. 
He returned to England in 1869 hoping to establish himself there but could not invite anywhere near 
the same level of critical and commercial success as he had in Australia. Akhurst died at sea in 
1878, three weeks after setting out from England for Australia. 
 
 Described in one source as a "thorough Bohemian in his habits and a most genial companion" (BC: 4 Sept. 1915, 
12), W. M. Akhurst is regarded as the first Australian-resident dramatist to have a significant impact on the local 
popular theatre industry. While almost all of his Australian-written works were staged in Melbourne, these were 
  716 
 
 
produced during an unprecedented time of growth and fortune-making in the country, and in Victoria in particular. His 
popularity was such that for some fifteen years he was the only local writer able to match and even surpass the success 
of foreign dramatic imports. Despite being relegated almost to a footnote in Australian theatre history his legacy of 
work still ranks among the most successful the country has produced. 
 Akhurst's early career included writing and producing shows at London's Cremorne Gardens (where at least two 
of his own works were staged).  In late 1849, the year before gold was discovered in Australia, Akhurst left Britain for 
Australia. He found initial employment in Adelaide as a journalist and is believed to have also spent some time on 
diggings at Barker's and Forest creeks near Castlemaine. Sometime in 1853 he moved to Melbourne where he was 
employed by the Argus
1
 as sub-editor and music/drama critic. At the same time he involved himself in the local theatre, 
and quickly established a reputation as one of the city's leading creators of popular theatre, writing, adapting, localising 
and/or arranging material for pantomimes, burlesques, musical farces, minstrel shows, musical entertainments and 
operettas, and with occasional forays into non-musical drama (including, for example, The Poor of Melbourne, 1863).  
In addition to writing the texts, Akhurst often composed songs for specific performers or scenes, and is known to have 
arranged the music for a number of productions.  The music he wrote for a ballad and a polka were, for instance, 
published in the July-August 1863 edition of Illustrated Melbourne Post; while an Akhurst-composed waltz was 
included in an 1864 edition of the same magazine. The libretti for some of his pantomimes were also published in 
Melbourne during the 1860s. 
 Akhurst's first Australian works, which included several collaborative efforts with composer Sydney Nelson, were 
written primarily for the Nelson and Buckingham families (ca. 1853). During the late 1850s/early 1860s he also 
established professional relationship with George and Frederick Coppin, with two notable productions being the music 
comedy Coppin in Cairo (1858) and the farce We've Taken Gardiner (1862). Another collaborator was F. M. Soutten, 
with whom he adapted the farce The Battle of Melbourne (1854). Akhurst's first pantomime was Harlequin LSD 
(1855), and this was followed on a regular basis throughout the next decade and a half. All had strong topical interest in 
them, containing frequent allusions to Melbourne and Victorian personalities, issues, localities and circumstances.  In 
1862 Akhurst devised the Harlequin Arabian Nights pantomime for W. S. Lyster's Royal English and Italian Opera 
Company, and around this time, too, he provided operatic burlesques for the American blackface troupe, Christy's 
Minstrels.  Akhurst also adapted in 1868 the libretto for Jacques Offenbach's operetta Un Mari Á La Porte (libretto by 
A. Delacour and L. Morand), calling his version The Wrong Side of the Door. 
 William Akhurst's career was without doubt one of distinction, unfolding as it did during a period when one week 
seasons of local works were considered a triumph. His works, and particularly his pantomimes, often exceeded the 
average season. The Brisbane Courier records that Akhurst's creative gift was his ability to rhyme and "his faculty for 
making word-torturing puns - with which burlesques were crammed at the period he wrote" (4 Sept. 1915, 12).  Aside 
from his own occasional compositions, the majority of his musical numbers were adapted from light operas or popular 
songs, into which he inserted new words in accordance with the dramatic action. Two of Akhurst's longest running 
works were the burlesques Ixion (1866) which had a run of 47 performances, and the 1868 production, Paris the Prince 
and Helen the Fair (aka The Siege of Troy), which exceeded the Ixion season by several performances. Nellie Stewart, 
in her autobiography My Life's Story, recounts her memory of Akhurst at this time, writing that he "was responsible for 
the introduction of all the latest comic opera successes from Paris and London into The Siege of Troy long before the 
operas were staged in Australia [and that] the music of The Grand Duchess was used, almost in its entirety in his 
[1868] burlesque of King Arthur" (21-2).  Several of Akhurst's works were also adapted by other local writers and 
producers, including two versions of The House that Jack Built (Jack Sydney in 1871 / Jack Brisbane in 1878) and 
Jack Sheppard (staged as Sambodom and Pompedom's Dream in 1869 by Weston and Hussey). One of his final 
successes in Australia was The Battle of Hastings (1869), which some theatre historians have suggest helped firmly 
establish the popularity of extravaganzas in Melbourne.   
 In 1869, Akhurst returned to Britain where he wrote a number of works for Astley's Amphitheatre, the Pavilion 
and the Elephant and Castle Theatre - including at least nine pantomimes, four dramas, two extravaganzas, one 
burlesque and several equestrian spectacles for Lord George Sanger (Astley's Theatre).  One of these, an extravaganza 
entitled To the Green Isles Direct (adapted from Lecoq's original opera Les Cents Vierges, 1872) was staged in London 
on 25 May 1874, before being accepted for production in Australia by W. S. Lyster and Henry Bracy the following year 
- as  Les Cent Vierges (The One Hundred Virgins).  Akhurst's London productions were not as well received as they 
had been in Australia, however. With his health gradually deteriorating, and with the success he had received in 
Australia most likely playing on his mind, Akhurst decided to return to Melbourne in the hope he might recapture the 
success he had attained there. However, on 6 June 1878 while three weeks out to sea aboard the SS Patriarch, he 
collapsed and died of apparent brain paralysis. His wife, Ellen, returned to Australia spending the remainder of her life 
in Melbourne. She died at St Kilda on 12 August 1915. 
 
MUSIC THEATRE WORKS:   
THE LADIES PREROGATIVE [musical farce] Txt Adapt. W.M. Akhurst (from W.B. Bernard); Mus. Sydney Nelson (1853); QUIET COLONIAL 
[musical entertainment] Txt. W.M. Akhurst; Mus. Sydney Nelson (1853);  ROMANCE AND REALITY [musical entertainment] Txt. W.M. Akhurst; 
Mus [n/e] (1853); THE RIGHTS OF WOMEN [burletta] Txt. W.M. Akhurst; Mus. Sydney Nelson (1854);  ROLLA OF OURS [burlesque]  Txt 
Adapt. W.M. Akhurst; Mus. B. Thorn (1855); THE MIRROR OF BEAUTY [burlesque] Txt. W.M. Akhurst; Mus incl E.J. Loder (1855); 
HARLEQUIN LSD [pantomime] Txt. W.M. Akhurst; Mus. [n/e] (1855); TROUBLES OF MATRIMONY [entertainment] Txt Adapt. W.M. Akhurst 
(from J.T. de Truebe y Cosio); Mus. [n/e] (1856); MULTIPLICATION IS VEXATION, DIVISION IS AS BAD [pantomime] Txt. W.M. Akhurst; 
Mus. [n/e] (1856);  THE FALL OF SEBASTOPOL [play with music] Txt. W.M. Akhurst; Mus. [n/e] (1857);  HARLEQUIN WHITTINGTON 
AND HIS CAT [pantomime] Txt. W.M. Akhurst; Mus. Frederick Coppin (1857); COPPIN IN CAIRO [comic play with music] Txt. W.M. Akhurst; 
                                                          
1  Some sources indicate that Akhurst was employed by the Melbourne Herald. 
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Mus. [n/e] (1858); HARLEQUIN ROBIN HOOD [pantomime] Txt. W.M. Akhurst; Mus. Frederick Coppin (1858);  YELLOW DWARF [burlesque] 
Txt Adapt. W.M. Akhurst; Mus. [n/e] (1859); THE NYMPH OF LURLEYBURG [burlesque] Txt Adapt. W.M. Akhurst (H.J. Byron); Mus. [n/e] 
(1860); THE FORTY THIEVES [burlesque] Txt Adapt. W.M. Akhurst (from Gilbert A'Beckett and Mark Lemon); Mus. [n/e] (1860); LITTLE JACK 
HORNER, THE ORIGINAL HERO OF THE CORNER [pantomime] Txt Adapt. W.M. Akhurst (from E.L. Blanchard); Mus. [n/e] (1861); THE 
QUEEN OF BEAUTY WHO HAD A FIGHT WITH THE GENII [burlesque] Txt Adapt. W.M. Akhurst; Mus. [n/e] (1861); HARLEQUIN 
VALENTINE AND ORSON [pantomime] Txt Adapt. W.M. Akhurst; Mus. [n/e] (1861); HARLEQUIN ARABIAN KNIGHTS [pantomime] Txt. 
W.M. Akhurst; Mus incl. A. Reiff Jnr (1862); THE LAST OF THE OGRES [burlesque] Txt Adapt. W.M. Akhurst (from J.R. Planche); Mus. [n/e] 
(1864); MASSANIELLO [burlesque] Txt Adapt. W.M. Akhurst (from Auber); Mus. [n/e] (1865); FAUST, MD [burlesque] Txt Adapt. W.M. Akhurst 
(from Gournod); Mus. [n/e] (1865); HARLEQUIN BARON MUNCHAUSEN [pantomime] Txt Adapt. W.M. Akhurst; Mus. [n/e] (1865); 
L'AFRICAINE [burlesque] Txt Adapt. W.M. Akhurst (from Meyerbeer); Mus. [n/e] (1866); MARITANA [burlesque] Txt Adapt. W.M. Akhurst (from 
W.V. Wallace); Mus. [n/e] (1866); IXION [burlesque] Txt Adapt. W.M. Akhurst (from F.C. Burnand); Mus. [n/e] (1866); GULLIVER ON HIS 
TRAVELS [pantomime] Lib. W.M. Akhurst (from Jonathon Swift); Mus. [n/e] (1866); TOM TOM THE PIPER'S SON AND MARY MARY QUITE 
CONTRARY [pantomime] Txt. W.M. Akhurst; Mus. [n/e] (1867); PARIS THE PRINCE AND HELEN THE FAIR (aka THE SIEGE OF TROY) 
[burlesque] Txt. W.M. Akhurst; Mus. [n/e] (1868); KING ARTHUR [burlesque]  Txt. W.M. Akhurst; Mus. [n/e] (1868); THE WRONG SIDE OF 
THE DOOR [operetta] Txt Adapt. W.M. Akhurst; Mus. Jacques Offenbach (1868);  HARLEQUIN ROBINSON CRUSOE [pantomime] Txt. W.M. 
Akhurst; Mus. [n/e] (1868); THE BATTLE OF HASTINGS [burlesque] Txt. W.M. Akhurst; Mus. [n/e] (1869);  HARLEQUIN JACK SHEPPARD 
[pantomime] Txt Adapt. W.M. Akhurst; Mus. [n/e] (1869); THE HOUSE THAT JACK BUILT [pantomime] Lib. W.M. Akhurst; Mus. [n/e] (1869); 
TO THE GREEN ISLES DIRECT (aka LES CENT VIERGES) [opera bouffe] Lib Adapt. W.M. Akhurst (from H.C. Chivot et al); Orig Mus. Charles 
Lecoq; Add Mus. John Hill (1874). 
 
FURTHER REFERENCE: 
"Akhurst, W. M."  AustLit.    incl. Akhurst's non-Australian and non-music theatre published works. 
Irvin, Eric. Dictionary of Australian Theatre 1788-1914. (1985), 25. 
---   "Nineteenth-Century English Dramatists in Australia." TN:  30/1 (1976), 26. 
Kelly, Veronica.  CTTA: (1995), 35. 
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OCAL:  (1994), 23-4. 
OCAM: (1997), 18. 
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OSCAR ASCHE 
 
Australian actor/manager/librettist/director/producer/author. Born John Stange(r) Heiss Asche at 
Mack's Hotel, Geelong (Vic) on 24 January 1871. Asche briefly studied acting in Norway before 
moving to London where he established his reputation with several theatrical operations, most 
notably Benson's Shakespeare Company and Sir Herbert Beerbohm-Tree. He later formed his own 
company with his actress wife Lily Brayton, leasing such London theatres as the Adelphi and His 
Majesty's and presenting a largely Shakespearian repertoire. Asche and Brayton toured Australia in 
1909-10 and again in 1912-13. Although his initial success as an actor and director was largely the 
result of several acclaimed Shakespearian productions, none of these compared to the success he 
had with his extravaganzas. The first significant production was the Eastern spectacle Kismet (1911). 
Inspired by the public's reaction to Kismet Asche put together in 1916 his greatest success, Chu Chin 
Chow. Another Eastern spectacle, it ran in the West End for a record-breaking five years and played 
on Broadway for six months. Hugh D. McIntosh produced the first Chu Chin Chow production in 
Australia in 1920, with J. C. Williamson's taking it on in 1921. Asche returned to Australia in 1921 
for the Williamson firm, staging his follow-up hit, Cairo (1921) amongst other works. After returning 
to England in 1924 he appeared in several films, wrote two novels and produced a number of stage 
shows. His career nevertheless declined significantly and he died in poverty in 1936. 
 
 Regarded as among the finest actors of his age, and certainly one of the most imposing, Australian-born actor/ 
dramatist/ director, Oscar Asche, is described by eminent theatre historian Eric Irvin, as a "theatrical pioneer of no mean 
order… a big man with big ideas" (11).  Indeed, Asche is recognised as having created several visual spectacles which 
were later taken up by stage and film producers such as Flo Ziegfeld and Cecil B. de Mille, and to whom these 
innovations are generally attributed. For example, Asche staged several grand staircase scenes many years before 
Ziegfeld used them in his Follies productions, while de Mille's famous bath scenes were similarly predated by Asche.  
The "innovative" European method of staging during the 1920s and 1930s - whereby the wings and borders were done 
away with and a curved shell was positioned at the back of the stage in order to deepen the spatial perspective - was 
another Asche innovation staged at least a decade before it came into vogue. Irvin also records that while in Australia in 
1922 Asche found it amusing to read in an English newspaper that "a demonstration of a German method of lighting by 
means of which sunsets, rain, and clouds and so on could be shown on a panorama cloth" He responded: "We had done 
all this in 1914" (11). His innovations were not just confined to the stage, though. "Asche," writes Irvin "was also an 
extremely capable and ingenious amateur cook… [who] early in his career invented a portable cooking stove which 
could be taken in the car of his time and on which he could… cook a three-course meal for anything up to 20 people" 
(11). As a director, too, he was meticulous in all matters of detail, an aspect which the Bulletin reflected upon in its 5 
June issue in 1924. When suggesting that the supernumeraries engaged for Seymour Hicks' production of Man in Dress 
Clothes - who, although required to sit around for half an hour pretending to dine in a café, were "doing nothing of the 
sort" - the Bulletin critic then made the observation that they would no doubt have dined under Asche's direction (34).  
 Oscar Asche's Norwegian father, Thomas, was a barrister who never practiced in Australia, but rather took up a 
number of professions here, including gold-digger, policeman and storekeeper. Having made his fortune through several 
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land deals, Tom Asche promptly lost most of it before eventually establishing himself as a prosperous publican in 
Geelong. The family moved to Dandenong in 1878, where young Oscar was initially educated (Laurenson 2-11) before 
undertaking his secondary education at Melbourne Grammar School. After finishing his studies Asche spent a short 
time as a jackeroo, and according to Irvin, also worked in the employ of a wine and spirit merchant. His decision to 
become an actor, no doubt influenced through his childhood association with the many actors who visited his father's 
hotel, was firmed after he mounted a relatively successful production of Othello in Sydney. In 1890 he sailed to Norway 
via Fiji to study under Jorgen Hansen Björnstjern at his dramatic school in Bergen. During his early years as an actor he 
met with several high profile dramatists, including Henrick Ibsen, who advised the young actor to both continue his 
studies in England and iron out his Australian accent. Thus Asche soon moved to London, where he was able to live, 
initially, through an allowance from his father. 
 Oscar Asche made his British stage debut in March 1893 as Roberts in Man and Woman at the Opera Comique 
Theatre, and afterwards worked extensively with Frank R. Benson's Shakespeare company (1894 - 1902), one of his 
first roles being that of Antonio in Twelfth Night. He left Benson in 1902 after securing an engagement as both actor 
and director with the more famous Sir Herbert Beerbohm-Tree company, and with which he remained for some two 
years.  Reviews in several Cork newspapers in late 1893 describe the young actor's portrayal of Cassius in Julius 
Caesar (Cork Opera House) as "a well-finished performance" (Cork Examiner qtd.  SMH: 17 Feb. 1894, 5) and 
"marked by a degree of intelligence and force one would not expect to find in an actor hitherto relegated to very minor 
parts" (Cork Constitution qtd. SMH: 17 Dec. 1894, 5). In a 1922  interview published in the Sydney Morning Herald, 
Asche estimates that he played over 200 Shakespearian characters during his eight years with Benson (4 Sept. n. pag.).  
Although reports of Asche's rising career seeped into Australian press reports throughout the late 1890s, it was not until 
1901 that he began to make a significant impact on the London stage, with this occurring through his role as Freddy 
Maldonado in Sir Arthur Pinero's Iris (BC: 1 Feb. 1902, 9). He later played the role to much acclaim in New York.  
Among Asche's more acclaimed performances with Beerbohm-Tree's company were his roles as Benedick, which he 
played opposite  Ellen Terry as Beatrice in Much Ado about Nothing;  as Bottom in A Midsummer Night's Dream and 
as Bolingbrooke in Richard II.   
 After having left Beerbohm-Tree, Asche spent a period of time in management at the Adelphi Theatre (London), 
where he directed several well-received productions with his wife, Lily Brayton, whom he had married in 1899. Most 
notable were the Shakespearian works, The Taming of the Shrew, Othello, A Midsummer Night's Dream (1906) as 
Bottom, Macbeth (1906) and As You Like It (1907) with himself as Jacques and Brayton as Rosalind. The later work 
was met with much-needed success after a previous production, the poetic drama Attila (as with Verdi's 1845 opera of 
the same name), failed to attract much public support. In 1907 Asche and Brayton formed their own company and 
together they leased His Majesty's Theatre in London, before making the first of three "local boy makes good" tours of 
Australia (1909-10). The first visit to his homeland as principal of a major dramatic company was a much anticipated 
event, and had been talked about in Australia from as early as February 1907 (TT: 1 Feb. 1907, 14). Asche's profile in 
the country had been building long before the tour, however, with frequent mention of his London exploits being having 
been published in the local theatre press for a number of years previous. Early in 1909 he and Brayton signed a contract 
with Messrs Meynell and Gunn to undertake a six month tour. The company, which came with its own scenery, 
costumes and properties, included Raymond Pechotsch as music conductor.  The tour lasted more than a year and saw 
them present a mostly Shakespearian repertoire, notably As You Like It, The Taming of the Shrew and Othello, along 
with The Virgin Goddess, John Tobin's The Honeymoon, and Asche's own adaptation (with Norris F. Connell) of 
Stanley Wyman's Count Hannibal, which had debuted in London shortly before the company left for Australia. 
According to Hal Porter, Asche was overjoyed to be famous on his return home, writing: "What a home coming it was. 
Nothing, nothing can deprive me of that. I had made good, and had come home to show them. Whatever the future 
years held, or shall hold for me, nothing can eliminate that" (97).  Interest in the tour was not confined only to the 
company's male lead, however.  Australian audiences were particularly taken with Lily Brayton, as were the critics. A 
waltz was even written and dedicated to the actress by Wynne Jones. Tilted "Lily Brayton Valse," the music was 
published by Albert and Son with a portrait of Brayton reproduced in several tints for the cover (A: 28 Aug. 1909, 18). 
Interestingly, while audiences were excellent for the tour and most newspaper criticism positive, the Theatre magazine 
appears to have taken an almost antagonistic viewpoint, with a number of snipes and criticisms levelled at Asche.  
Scene-Shifter, one of the magazine's critics wrote, for example, that his treatment of Othello was "mutilated… 
barbarous and blasphemous" and that As You Like It was "a mess" (25-5). Another critic, writing in the same October 
1909 issue suggested, too, that the company's overall acting was "much-puffed" (8).  
 Returning to London Asche took over the lease of the Garrick Theatre and soon afterwards obtained the rights to 
Edward Knoblock's play Hajj's Hour. At the time Knoblock was in a state of despair, having had an unsuccessful run 
with The Fawn, while his manuscript for Hajj's Hour was reported to have been "dog-eared with refusal." Even 
Beerbohm-Tree had turned it down, while it fared no better in America. Flush with money from his Australian tour, and 
needing a new show in a hurry, Asche attempted to contact Knoblock, who was away at the time.  Asche's agent rang 
Knoblock's sister who found two versions in a cupboard - one as originally written and the other "embodying all the 
alterations the various managers who had turned it down had suggested as improvements." The sister unwittingly sent 
the original version to Asche. "He got it on a Saturday… read it on Sunday, bought it on Monday" (Macqueen-Pope, 
202), and, "working like demons," put the play into production almost immediately. First were the changes to text, and 
a new title, Kismet. Then they hired Percy Anderson to do the costumes, Joseph Harker to design the settings, and 
Christopher Wilson to write the music. Asche's conceptual design also saw him run out an apron stage so as to have 
something going on stage all the time whilst the many changes of scene were being made. W. Macqueen-Pope recalls: 
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Nobody had much sleep during that time. The company was too large for the theatre - so big was the crowd; the 
stage too small for the large effects visualised. But Asche overcame it all. News got out that there was nudity in 
the show. Excitement reigned. At last, after never-ceasing work, it opened on 19 April 1911. It was a vivid first 
night.  The splendour of the Orient came to Charing Cross Road, the Bazaar scene with its ever-changing crowds, 
its noise, its colour, brought the audience to its feet with cheers. The naked lady went into the bath with an 
accompanying gasp of excitement. Asche was the ideal "Hajj"… [while] Brayton was the ideal "Marsinah." Its 
barbaric spectacle and riotous colour, its savagery, its originality - its sweep carried it to vast and overwhelming 
success. The scenery… alone was a masterpiece (202). 
 
The production ran until late January 1912, sustaining good audiences despite running into trouble with the Lord 
Chamberlain over the bath scene. 
2
  
 
       The day after Kismet closed Asche and his company 
left England for a second Australian tour. The tour began 
in Melbourne in March 1912, and included seasons in 
Sydney, Brisbane, Perth and Albany (WA). The company 
also toured New Zealand and played a second season in 
Melbourne. The antipodean tour, which ended around 
August 1913, included Kismet and several of his other 
recent successes, notably new versions of Shakespeare's 
Anthony and Cleopatra, and A Midsummer Night's 
Dream (accompanied by Mendelssohn's incidental music), 
and at least one revival from the previous tour. As with the 
1907-09 tour, audiences were excellent, as was much of 
the press criticism. According to the Sydney Morning 
Herald, The Taming of the Shrew moved "along 
swimmingly," Asche's role as Christopher Sly was 
"delightfully ludicrous," and his Petruchio "carrying all 
before him" (2 June 1913, 3). The Age records that for 
Anthony and Cleopatra, the actor had "not spared himself 
time, trouble or expense," presenting a drama that quite 
outrivalled any Shakespearian production of recent years" 
(27 Dec. 1912, 6.). Asche's conceptual approach for this 
production was to provide an Egyptian atmosphere rather 
than Roman in order to provide greater scope for scenic 
splendour and picturesque detail (A: 14 Dec. 1912, 28). Of 
the new productions A Midsummer Night's Dream was 
also seen to exhibit much of Asche's extravagance as a 
producer, being described in the same paper as having 
"rare pictorial beauty" (9 June 1913, 3).  One of the local 
actors to be engaged by Asche-Brayton during the tour 
was J. B. (Jimmy) Atholwood's daughter, Sybil. 
 
 
Oscar Asche 
As Count Hannibal. 
(Courtesy of Emory University) 
 Following his return to England Asche opened a season at the Globe Theatre (London). On 10 March 1914 he 
revived Kismet for London audiences, and the season (which advertised the premiere as the 381
st
 production) went on to 
last until 9 September. Shortly afterwards he debuted his new production, Mameena, which was a dramatisation of H. 
Rider Haggard's A Child of Storm. Asche had secured the rights to the novel when he met the author in Brisbane during 
his previous Australian tour (ca. Mar. 1913).  Essentially a play with music, Mameena opened in London in late 
September 1914 and despite the turmoil of the period ran for three and a half months.   
        On 31 August 1916, almost two years after Mameena premiered, Asche's greatest theatrical success, the exotic 
oriental musical extravaganza Chu Chin Chow premiered. It ran for five years (2,238 performances) in London alone, 
and helped make Asche (who wrote and directed it as well as playing the lead role of Abu Hasan/Chu Chin Chow) a 
millionaire. Eric Irvin records that the production made over £3½ million - "very big money at that time - and that 
Asche's royalties alone made him more than £200,000" (32).  Chu Chin Chow created great excitement with audiences 
in both America (1917-18) and Australia. Indeed, reports and critical observations along the lines of "nothing so 
remarkable - so costly, beautiful, and subtly atmospheric - in the way of Eastern illustration has been done on [the 
British] stage" (TT: Nov. 1916, 54), began to filter into Australia shortly after it premiered, creating much interest 
amongst the local industry.   
                                                          
2  In 1953 Charles Lederer staged a musical comedy production of Kismet with the book co-adapted by himself and Luther Davis from 
Knoblock's play, but retaining Asche's title. It premiered the Ziegfeld Theatre in New York on 3 December with music and lyrics by Robert Wright 
and George Forrest. The director was Albert Marre. 
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 Asche did not confine himself only to performing in Chu Chin Chow during its London run. In 1917, for 
example, he directed The New Governor at Daly's Theatre, with the West Australian reporting in its "Musical and 
Dramatic Notes" column that this project would see Asche embark "upon a new career with other firms in direction 
which he has long followed with success for himself" (3). Asche also collaborated with Dornford Yates on the libretto 
for Eastward, Ho! (1919) - music by Grace Torrens and John Ansell. Around the same time, too, he began a 
collaboration with Percy Fletcher to create another Arabian Nights-inspired musical comedy. Premiering in New York 
in 1920 under the title Mecca, this new musical was staged the following year in London as Cairo. Although it did not 
equal its predecessor in terms of success, Cairo was nonetheless another major hit for Asche. He took the show to 
Australia (as Cairo) in late 1922, and the following year directed the Melbourne production of J. C. Williamson's 
musical comedy A Southern Maid (1923). The Melbourne season was followed by Sydney (c May/June), Brisbane 
(beginning 30 June) and then New Zealand (beginning 20 July) before returning to Sydney in September. Other 
productions Asche staged during his extended stay in his home country included: Othello and The Skin Game.  
       Despite having mounted a successful Australian tour (in terms of 
patronage), Asche departed the country in 1924 leaving behind him 
considerable acrimony and controversy. His relationship with the 
Williamson organisation, having been for the most part an uneasy one, 
eventually ended when his contract was terminated after a bitter quarrel. 
Prior to this, Asche had also endured a good deal of ridicule at the hands of 
critics when he judged the Daily Telegraph's 1923 play competition. Having 
been drawn to the Indian setting of Betty Hiscock's Desire of Spring, Asche 
persuaded one of the other judges to change his vote by promising a London 
production if it were to win. This raised a storm of protest because many 
within the local industry believed that the award should have gone to a play 
set in Australia.  
       When Asche returned to Britain in 1924 he found himself unable to re-
establish the success he had gained with Chu Chin Chow and Cairo, by 
then being viewed as somewhat unfashionable, and his career undertook a 
significant decline. At the same time he found it impossible to change his 
living style, continuing to over spend on personal interests, notably his 
passions for coursing and greyhounds. A farm he bought in Gloucestershire 
also lost him a good deal of money. During the 1920s he produced a couple 
of shows which failed to attract much success. In 1925, for example, he 
directed Frasquita and Cleopatra, and took a lead role (as the Earl of 
Jawleyford) in his own production, The Good Old Days, which he again co-
wrote with Percy Fletcher. Produced with the assistance of this then ex-
wife, Lily Brayton, The Good Old Days, was a financial and critical 
disaster. In 1928 he began writing his autobiography, Oscar Asche: His 
Life by Himself (1929) and in the same year was cast as Brooke Hoskyn in 
Marjolaine. The following year he directed The White Camelia and 
followed this in 1930 with El Dorado, for which he also took the role of 
Alcide de Barros. The early 1930s saw Asche publish two novels, The Saga 
of Hans Hansen (1930) and The Joss-Sticks of Chung (1931), in addition 
to directing in 1932 Lily Brayton's final stage production. He also appeared 
several films, beginning in 1932 with My Lucky Star, and latter, Don 
Quixote (1933), Two Hearts in Waltz Time (1934), Scrooge (1935), Private 
Secretary (1935) and Eliza Comes to Stay (1936). Despite having attained 
much critical and financial success during his long and distinguished career, 
Oscar Asche's last years were spent living in poverty. He died on 23 March 
1936 at Bisham (England). 
 
 
 
Lily Brayton 
As Cleopatra 
Theatre Nov. 1912, 38. 
(Courtesy of the Fryer Library, U of Qld) 
 
 At his best Oscar Asche was a dominant stage presence, not only through his considerable acting ability but also 
through his sheer physical size - which turned from athleticism in his youth to obesity in his later years. Indeed, as a 
younger man he had been an above average athlete, particularly as a cricketer. He even played for the M.C.C. against 
minor countries. In his later life he attended most major cricket matches at Lords. He was known as a boisterous, hearty 
man, who nevertheless took his theatrical work seriously. If there was one frequent criticism of his acting, however, it 
was that he tended to lack subtlety - it being said that he tended to either strut around the stage too much and that his 
characterisations rarely conveyed any sense of credible tenderness.  He was also considered one of the finest producers 
and managers of his day, demonstrating, as Eric Irvin argues, "a remarkable grasp of popular stagecraft, [seeming] to 
known instinctively what as and what was not theatrically possible" (Dictionary 33). Asche also remains arguably the 
most successful Australian-born music theatre writer to date. Nevertheless, while there is little doubt that he established 
an international reputation through Chu Chin Chow (and perhaps to a lesser extent through his innovative 
Shakespearian interpretations), Asche was equally renowned  for having one of the meanest tempers in show business - 
a factor which may well have played its part in his eventual downfall. 
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* Percy Eastman Fletcher: 1879-1932  [English composer]  Born in Derby (Eng) on 12 December 1879, Percy Fletcher carved 
out a successful career in the United Kingdom as a conductor, composer and orchestrator. He became musical director at several 
London theatres including the Prince of Wales, Savoy, Drury Lane and from 1915 up until his the early 1930s at His Majesty's. In 
1916 he orchestrated Frederick Norton's score for Chu Chin Chow, and composed the music for its successor Cairo in 1921. He 
collaborated with Asche on the 1925 production The Good Old Days (1925). Although involved in the theatre for most of his career 
Fletcher nonetheless wrote other music styles, notably several light orchestral works, and many instrumental, solo and choral pieces. 
He orchestrated and arranged for publication works by Coleridge-Taylor and others, and played a significant role as composer and 
adjudicator for brass bands.  Fletcher died at Windsor (Eng) on 10 September 1932.  [Further Reference: see Richard Lamb. NGDM: 
6 (1980), 639]. 
 
* George Frederick Norton:  1869-1946  [English composer]  Frederick Norton was born at Salford, England, on 11 October 
1869, and after an initial career in the insurance industry began studying singing. He later joined the Carl Rosa Opera Company - and 
is reported to have toured as the Monk in Audran's La Poupée. Norton began appearing on the variety stage in the early 1900s as a 
baritone, in addition to delivering musical monologues. During this time he also had numerous songs published, and composed music 
for a number of stage works, including The Water Maidens (1901), Pinkie and the Fairies (1908), an adaptation of Orpheus in the 
Underground for Sir Herbert Beerbohlm Tree (1912, with Alfred Noyes), What, Ho! Daphne (1913) and The Passing Show (1915). 
His most successful musical score, if not his most famous, Chu Chin Chow was staged in 1916. Norton himself sang the role of Ali 
Baba on several occasions during its run. Other musical shows scored by him include Pamela (1917), The Willow Pattern Plate (n. 
date) and the unperformed The Stone of Destiny. Frederick Norton died at Holford, Somerset, on 15 December 1946. [Further 
Reference: see Andrew Lamb. NGDM: 13 (1980), 320-1] 
 
* Dornford Yates:  1885-1960  [British writer, solicitor] Born Cecil William Mercer in Walmer, Kent (England). Dornford 
Yates was the son of a solicitor and attended Harrow School and Oxford University. An active member of the Oxford University 
Dramatic Society he made friends with a number of people who would later help him in his career, including Oscar Asche with 
whom he collaborated in 1919 on Eastwood Ho!. Yates entered the bar in 1909, but spent much of his spare time writing short 
stories. A number of these appeared in the Windsor magazine. His first book, The Brother of Daphne, a collection of his early short 
stories, was published in 1914. After the First World War, during which he served as a 2nd Lieutenant in Egypt and the Balkans, 
Yates decided to pursue a literary career. He soon afterwards moved to France, where it was possible to live more cheaply, and 
remained there until 1941, at which time he moved to Rhodesia. He was re-commissioned in the Royal Rhodesian Regiment, 
attaining the rank of Major. After the war he returned to writing, continuing in that career until his death in March 1960. [Further 
Reference: see G.A. Michael Sims' "A Book for all Reasons"  www.abfar.co.uk/bibliog/dy_bib.htm] 
 
MUSIC THEATRE WORKS:  
KISMET  [play with music] Txt. Oscar Asche; Mus. Christopher Wilson  (1911); MAMEENA [play with music] Txt. Oscar Asche; Mus. [n/e] 
(1914); CHU CHIN CHOW  [musical comedy] Lib. Oscar Asche; Mus. Frederick Norton (1916);  EASTWARD, HO!  [musical comedy/revue] Lib. 
Oscar Asche, Dornford Yates; Lyr. Dornford Yates; Mus. Grace Torrens and John Ansell (1919); CAIRO (aka MECCA) [musical comedy] Lib. 
Oscar Asche; Mus. Percy Fletcher (1921); THE GOOD  OLD  DAYS Lib. Oscar Asche; Mus. Percy Fletcher (1925). 
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J. C. BAIN 
 
Comedian, singer, manager. Born James C. Bain in Ipswich, ca. 1873. J. C. Bain started his career in 
variety as an amateur comic in Brisbane in the early 1890s. He made his first appearance with Harry 
Rickards at the Tivoli (Syd) in 1896 and formed Bain's Entertainers in Brisbane three years later. Bain 
appeared with most other leading organisations during the 1890s including the Cogill Brothers, the 
Continental Vaudeville Company and Percy St John. He operated a company in Hobart between 1903 
and 1906 (in addition to a Tasmanian regional circuit) and later settled in Sydney, becoming James 
Brennan's general manager at the National Amphitheatre (ca.1908-11). Between 1911 and 1914 he ran 
a small circuit in Sydney that included the Princess Theatre. He also operated Bain's Theatrical Agency 
ca.1915-16. With daughter, Verna, he worked extensively in Australia and overseas. Between 1916 and 
1920 Bain was associated in Australia with the Fullers, Dix-Baker (Hunter Valley), Birch and Carroll 
(Qld), Harry Sadler (Tasmania), Harry Clay and Andy Kerr (Gaiety Theatre, Syd). He returned to the stage 
in 1923 after several years spent in government employment, and in 1924 took over the lease of Wirth's 
Hippodrome (Sydney). Bain died in Brisbane on 24 May 1946. 
 
 "One of the best known vaudeville managers in Australasia" (AV: 23 Oct. 1919, n. pag.), J. C. Bain was also 
regarded by his contemporaries as one of Queensland's most celebrated comedians and popular singers during the 
heyday of vaudeville. One Theatre magazine critic even proposed in 1923 that "for diversity in characterisation and 
versatility generally we have not the slightest hesitation in declaring Mr Bain… to be the greatest vaudeville comedian 
Australia has ever known" (June 1923, 10, 12).  X-Ray's June 1914 article published in the same magazine provides 
further insights into a typical Bain performance: 
 
During the past month [I have] had the pleasure of hearing J. C. Bain sing before an exclusive gathering. Among 
the old favourites that he revived were "Signor Don Fitzcalligan," "The Laughing Madman," "Ada's Serenade," "I 
Haven't Told the Missus Up to Now," "Sitting on the Rocks When the Tide Comes In," "It Wouldn't Take a Lot 
of That to Upset Me," "If I Hadn't Been a Sunday School Teacher" and "The German Fifth." When on the 
Rickards circuit, Mr Bain sang "The Laughing Madman" for ninety performances at a stretch. Even more 
successful than this was his number "Sitting on the Rocks When the Tide Comes In." Mr Bain has a wonderful 
gift of characterisation. His props consist of half-a-dozen different hats and caps. He tosses on to his head a hat or 
cap in keeping with the song he is going to sing, and straightaway he becomes a Dutchman, a Scotsman, or and 
Irishman. He is equally at home in the three tongues. His facial expressions are as varied as they are marvelous. 
The world indeed lost a comedian of the very front rank when Mr Bain gave up the stage to become a manager 
(28). 
 
  As a character comedian James Bain started out as a Brisbane amateur in the early 1890s while working in a day 
job as a quill driver. In 1895 he went to Sydney with a "crack football team" and performed a comedy/song routine at a 
Tivoli "sports night." Despite sending the audience hoarse and being offered an engagement by Harry Rickards, Bain 
apparently decided he wasn't quite ready for the big time and refused the offer. Although this report suggests it was 
three years before he had put together a satisfactory act (TT: Dec. 1909, n. pag.), his name can be found in December 
1896 Tivoli advertisements. While an exact date is yet to be fixed for Bain's Tivoli debut, it has been ascertained that he 
appeared briefly with a number of companies playing seasons in Brisbane during 1896. These companies include: York 
and Jones Empire Minstrels, the Cogill Brothers, and Pollard's Lilliputian Opera Company. He was also on the bill of a 
benefit to Helen Gordon. By 1897 Bain's reputation was becoming well known further a field. Some critics suggested in 
later years that the ten year period spanning the turn of the decade was when his stage craft was at its peak.
3
  The 
Brisbane Courier notes in 1902, for example, that Bain was one of those performers "who only has to step before the 
curtain to score applause [and that] the fun was fast and furious whilst he held the boards" (27 Jan. 1902, 6). 
 Bain appeared on the bills of a variety of organisations over the next few years including regular performances 
with Harry Rickards and a one off engagement with Kate Howarde. In early 1898 he began the first of many 
entrepreneurial endeavours, forming Bain's Entertainers for a season at Brisbane's Centennial Hall, followed by a 
Queensland regional tour. The company was certainly a reputable one, including as it did such notable performers as 
Carlton and Sutton, Stella Tracey (daughter of entrepreneur Dan Tracey), David Cope Jnr (son of the well-known music 
director/composer) and world renowned illusionist, Emile Lazern. It is possible that Bain left Australia for a brief period 
in 1898, traveling to London sometime around early April following his tour of Queensland (NM: 24 Mar. 1898, 2). In 
December that same year Bain appeared on a Harry Rickards bill at the Cremorne Theatre (Perth), possibly upon his 
return to Australia. After engagements in Sydney and Melbourne in early 1899 he returned to Brisbane, appearing with 
the Continental Vaudeville Company during its season at the Theatre Royal (c Aug.). That troupe included such notable 
performers as Harry Clay (also manager), Albert McKisson and Jack Kearns, Ida Rosslyn (aka Ida Tauchert) and Bob 
Bell (later an entrepreneur in his own right). A season with Percy St John's Empire Company (Bris) later in the year was 
followed in mid-January 1900 by another Rickards engagement at the Bijou Theatre (Melb). Bain continued with 
Rickards on a number of occasions through to 1902 when he again returned to Brisbane in early 1902 to take up another 
engagement with Percy St John at the Theatre Royal. 
                                                          
3  See Australian Variety 18 Apr. 1917, 10; and Theatre June 1923, 10-12. 
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 While Bain's movements over the next year or so are unclear, sometime around 1903 he moved to Hobart and set 
up a semi-permanent company in Hobart. Bain's Entertainers continued to service the Tasmanian capital and several 
regional centres up until sometime around 1907. By 1906 he was running five companies, having opened up a regional 
Victorian circuit, which included Ballarat, Geelong and Bendigo. Bain later closed down his Tasmanian and Victorian 
companies and moved to Sydney where he took up a contract with James Brennan at the National Amphitheatre. By 
1908/09 he was employed as the "Nash's" general manager in addition to part time performance duties. He remained 
with Brennan until April 1912 at which time he set up his own Sydney circuit. A little over a month after Bain's 
Advanced Vaudeville Entertainers opened for business, initially playing out of four venue operations - the Princess 
Theatre (city), Coliseum (Nth Syd), Coronation Theatre (Bondi Junction) and ACME Theatre (Rockdale) - he was 
tended a complimentary benefit by the Australian Vaudeville Artistes' Federation (A.V.A.F.) for his services to the 
industry. As the Theatre notes, Mr Bain "has kept in employment on an average 80 Australian performers weekly [and 
in doing so] is regarded as the saviour of the A.V.A.F. in Sydney" (May 1912, 27). Leading Australian performers 
known to have been engaged by Bain over the next three years include: George Sorlie, Joe Rox, Ward Lear, Con 
Moreni, Billy Cass, Jack and Vera Kearns, Carlton Max, Ted Stanley, Sadie Gale, Arthur Tauchert, James Craydon, 
Maud Fanning (including Arthur Elliott and the Elliott Sisters), George Pagden, Johnny Gilmore, Maurice Chenoweth, 
and Shipp and Gaffney. The Theatre notes in 1912, too, that while Bain was not confining himself entirely to local 
performers (with recent overseas arrivals such as Nellie Kolle known to have been engaged), "any Australian who can 
deliver the goods can always rely on getting an opening with him at a most liberal salary" (Oct. 1912, 23). By 1914, 
however, Bain's changed his engagement policy, employing only members of the A.V.A.F. 
 
 
 
         Around 1914, Bain's youngest daughter, Verna (born 
ca. 1905), began attracting the attention of critics and 
vaudeville agents. Billed as Little Verna, she was described 
by Australian Variety that year as one of Australia's finest 
exponents of the Genee school of Terpsichore. The situation 
for Bain around the time war broke out, however, was one 
of much difficulty. After being forced to reduce his Princess 
Theatre orchestra down to pianist, Will Farrell, Bain 
eventually closed down his operations and temporarily set 
up a theatrical agency at Inglis Chamber, 244 Pitt Street, 
Sydney. Over the next four years he and Verna appeared 
with a variety of Australian-based companies, including 
Dix-Baker (Victoria Theatre, Newcastle), the Fullers, Birch 
and Carroll (Qld). Although reduced to working for other 
companies after having spent several years in charge of his 
own, Bain refused to accept anything but quality 
engagements. During one Fuller's season in 1916, for 
example, he walked out of his contract after objecting to 
being asked to open a programme - a position deemed by 
most artists as the worst on a bill (TT: Nov. 1916, 49). All 
was apparently forgiven, however, as he was back with the 
company touring New Zealand later the following year.  
 
James C. Bain 
Theatre Dec. 1909, 34. 
(Courtesy of the Fryer Library, U of Qld) 
 In early 1917 he and Verna were engaged for a tour of South Africa, and upon their return to Australia found 
engagements with Harry Sadler (Hobart) and Harry Clay (Syd) before undertaking a tour of the East. The three month 
engagement was abandoned after six weeks, however, when Verna contracted a mild case of malaria while in Surabaya. 
After returning to Australia and spending some time in recuperation Verna traveled to New Zealand with her father to 
work the Fullers Dominion circuit. The pair later toured New Zealand briefly with Tom Pollard and returned to 
Australia playing the Birch and Carroll Queensland circuit once again, followed by another Fullers engagement, this 
time at the Empire Theatre (Bris).  
 In 1919 Bain took up a position with Andy Kerr running the Gaiety Theatre (Syd), but that association does not 
appear to have lasted long despite much industry hype having surrounded the partnership. An advertisement in the 
Brisbane Courier indicates that he had signed up hypnotist Dr Raymond for a season at Brisbane's Elite Theatre in 
October 1921. Sometime after this venture, however, Bain retired from the industry for a few years, taking up a 
government position in Sydney. By May 1923 he was once again treading the boards as a comic, and the following year 
returned to management, taking over the reigns of Wirth's Hippodrome (Syd) beginning 2 August. He remained there 
through until sometime during the following year. One of his key signings during that period was Jack Kearns. While 
details of Bain's career from 1925 onwards have not yet been established, it is known that he was one of several 
veterans to appear on the final Sydney Tivoli Theatre programme, staged on 26 September 1929. Bain is believed to 
have returned to Brisbane in his retirement. He died there in 1946. 
 Aside from his colourful career on the variety stage, J. C. Bain was known to have been an avid gambler, with a 
particular liking for horse racing. "One of the biggest and gamest bettors," records Australian Variety in 1916, "when 
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Queen of Scotts and Parisian won the Newmarket Cup double (about five years ago), Jimmy cleaned up £4,000 and in 
less than six months had done the lot! Bet? Jimmy would bet! He used to make some of those bookmakers sweat. And 
Lord help them if he picked three running! (7 June 1916, 17).
4
 Another report concerning Bain's betting victories notes 
that he backed Portrush and St Carwynne for £10,000 in the 1914 Epsom and Metro cups. Portrush duly won; St 
Carwynne was 3 to 1 and Jimmy would not lay off a bob! He still has the vouchers" noted Australian Variety (23 May 
1917, 22). 
 Regarded as a clever manager, in the same class as those like Harry Clay and Frank M. Clark, J. C. Bain was 
capable of using any tricks and devices possible to get the best out of his performers. Variety performer and occasional 
journalist, Redhead Wilson, recalls in 1917 that Bain would try to build the confidence of opening acts at his matinees - 
generally new and emerging artistes - by getting all the kids at the back to create a furor of noise. "Jimmy led the kids 
and kicked the loose barrier and encouraged the crowd with his head just over the top. Serios were his special delight, as 
they sang and danced themselves to a state of exhaustion, thinking what a tremendous hit they were and how Mr Bain 
would be pleased with their success. Sometimes they did as many as five and six songs and dances - all they knew - at 
the matinee but were hugely disappointed at night, and thought the audience were [sic] horrid!" Wilson also recalls that 
when Bain was running his operations in Hobart he employed a man, Andy Kirk, to note down any failures deemed the 
result of alcohol. "In those days," writes Wilson, we had many who were inclined to bend the elbow and Andy was kept 
pretty busy reporting. To be seen coming out of a hotel constituted an offence… and [Kirk] would then glue his eyes on 
the performer to observe the ill-effects oozing out." 
 
FURTHER REFERENCE 
West, John. "J. C. Bain."  CTTA: (1995), 79. 
X-Ray.  "Month in Vaudeville."  TT: June (1914), 28. 
 
 
 
 
 
VERNA BAIN 
 
Danseuse, actress, singer. Born ca. 1905. The 
youngest daughter of J. C. Bain, Verna Bain's 
stage career began as early as 1914. For the 
next five years she toured extensively 
throughout Australia and New Zealand, while 
also undertaking tours of South Africa and the 
East. From 1920 onwards Verna worked without 
her father, appearing on both the Tivoli and 
Fullers circuits as a vaudeville performer and 
pantomime/musical comedy artist. 
 
      Although known widely as the daughter of J. C. Bain, 
Verna Bain's early development is said to have been as 
much the result of the training she received through her 
mother, a talented musician. Described in 1914 by 
Australian Variety as one of Australia's finest exponents 
of the Genee school of Terpsichore, by 1917 her 
remarkable performances were then being likened to the 
great Pavlova (20 Oct. 1917, 3). The same magazine had 
even described her in an earlier issue as "Australia's 
greatest dancer" (June 1917, n. pag.). Bain's reputation 
was such that she featured on the front page of Australian 
Variety on at least two occasions between 1915 (17 Nov.) 
and 1917 (20 Oct.). G. W. Hean's, makers of "Hean's 
Essence," even contracted her to be the face of their 
"Heenzo" cough syrup advertising in 1918 (GR: Jan. 
1918, 2). That same year the Christchurch Star newspaper 
wrote of her turn, "well worth the price of admission 
alone" (qtd. in GR: Feb. 1918, 8).  
 
Little Verna Bain 
Green Room Apr. (1918), n. pag. 
(Courtesy of the Fryer Library, U of Qld) 
 
Between 1914 and 1918, Verna and J. C. Bain appeared with a variety of Australian-based companies, including 
Dix-Baker (Newcastle), the Fullers, Harry Sadler, Harry Clay, and on Birch and Carroll's Queensland circuit. In early 
1917 they were engaged for a tour of South Africa. So impressive was her performance in Johannesburg that Verna 
attracted the attention of Solly Joel, a leading world financier. He subsequently made arrangements for her to appear 
                                                          
4      A report, published in Australian Variety 23 May 1917, 22) indicates that not only had Bain won £5,000 and was broke after nine months, but 
that he failed to cough up the commission due to Harry Sadler.  
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under the management of Alfred Butt at the Palace Theatre, London. Although passages were booked for the trip to 
London from Capetown, orders from the British government came via the Admiralty on the eve of the trip that no 
women or children were allowed to voyage to the United Kingdom. This was on account of the number of boats being 
torpedoed off the South African west coast by German submarines ("Dancing Star" 22). After returning to Australia the 
Bains accepted a three month engagement in the East. The tour was abandoned after six weeks, however, when Verna 
contracted a mild case of malaria in Surabaya. They returned to Australia and after spending some time in recuperation 
Verna traveled to New Zealand with her father to work the Fullers Dominion circuit. The Bains later toured New 
Zealand briefly with Tom Pollard and returned to Australia playing the Birch and Carroll circuit once again. This was 
followed by another Fullers engagement at the Empire Theatre (Bris). 
Verna Bain's association with the Fullers saw her appear in the company's 1919 Christmas pantomime, Cinderella 
(Grand Opera House, Syd) as Snow Queen, leading the Theatre critic to write: "Miss Bain who - light of foot and 
expressive in gesture and face - must certainly be credited with the dancing honours of the show" (Jan. 1920, 23). She 
was engaged by Hugh D. McIntosh for the Tivoli circuit during 1921, appearing both in vaudeville and in musical 
comedies (notably the Melbourne season of Bran Pie ca. July). In December 1921 Bain was once again engaged for a 
Fullers' pantomime, with this being Dick Whittington (Grand Opera House, Syd). She continued working the 
company's circuit throughout much of the following year. After a season at the Melbourne Tivoli around 
October/November she returned to the Fullers at Christmas, appearing in the firm's Melbourne season of Dick 
Whittington. 1922 also saw her contracted to promote another product - Merclized Wax (GR: July 1922, 37). 
 Although few details of Verna Bain's career after 1922 have been identified, it is known that she spent some 
considerable time in New Zealand around 1924/25, performing in cabaret. Everyone's indicates in a May 1925 issue in 
this respect that the young Australian was contemplating a return to vaudeville (37). 
 
FURTHER RESEARCH 
"Dancing Star, A."  Fuller News Dec/Jan. (1921/22), 22. 
 
 
 
HARRY BARRINGTON 
 
Singer, interlocutor, stage manager, manager and entrepreneur. Largely associated with Frank Smith 
at the Alhambra Music Hall in Sydney (1884-92) and Harry Rickards (Tivoli Theatre, Sydney) 
between 1898 and 1912. Barrington operated his own variety companies in Sydney during the mid-
1890s and between 1913 and ca.1915. 
 
          A popular baritone who specialised in ballads, patriotic 
and martial songs, Harry Barrington's reputation as a reliable 
stage manager saw him undertake this position throughout 
much of his career. Although no details of his career prior to 
1884 have been located to date, Barrington's position as the 
Alhambra Company's interlocutor in 1885 indicates that he 
was by then an experienced variety performer. Believed to 
have been engaged exclusively by Smith during the next ten 
years, Barrington also appeared regularly at the manager's 
other major venue, the Sir Joseph Bank Pavilion and Pleasure 
Grounds (Botany). During his tenure with Smith, Barrington 
worked with most of the leading Australian-based vaudeville 
and minstrel artists of the era, including Edwin and Minnie 
Shipp (aka Minnie Hope), Charles Fanning, Harry Clay, Amy 
Rowe, Johnny Matlock and Johnny Cowan. Smith is believed 
to have employed Barrington as the Alhambra Theatre's stage 
manager from sometime around 1886/87 - with the position 
having been held by Edwin Ship for several years prior to that 
time. 
 
 
Harry Barrington 
Theatre Aug. 1913, 32. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
Barrington attempted his first foray into management following Frank Smith's decision to close down his 
operations at the Alhambra in early 1893. Barrington's company, which opened at the Alhambra Music Hall on 4 
February, included Americans George and Viola Fortesque (then touring the Antipodes). The company moved to the 
Opera House in May, with another change of venue occurring on 4 August 1894 when he set up operations at the 
School of Arts.  Harry Barrington's Variety and Burlesque Company by then comprised a number of leading Australian-
based performers - notably W. Horace Bent, Priscilla Verne, Florrie Forde, Martyn Hagan and Lucy Fraser, Dave 
Gardener and Johnny Matlock. His reputation and position within the industry was also such that Harry Rickards lent 
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several of his high profile performers to Barrington's farewell benefit on 29 September – notably Charles Fanning and 
the Bovis Brothers, along with General Mite (the world's smallest comic) and Americans Crawford and Mooney.  
 While details of Barrington's career between 1895 and 1897 are unknown at this stage, it is very likely that his 
activities were well known to Harry Rickards who offered him a contract in early 1898. By the following year 
Barrington was the Tivoli's stage manager, a position he held for almost fifteen years. His is known to have spent 
periods of time managing Rickards' Melbourne operations during that time, too. His employment with Rickards was not 
confined solely to management, however, with advertisements showing that he often took on the role of interlocutor in 
the first part minstrel programme. In 1900, for example, Barrington oversaw the proceedings in a troupe that included 
Alf Lawton and Joseph Watts (tambos), Gus Franks and Jack Williams (bones).  
      Harry Barrington left the Tivoli in 1913 and once again involved himself in entrepreneurial activities, returning to 
the Alhambra Music Hall later that same year with his own company. The Theatre notes in its December issue that 
Barrington "put on a first part which, allowing for the material at his disposal was never surpassed in any Sydney 
vaudeville house. Difficulties arose, however, in getting sufficient numbers at the Alhambra and it closed down as a 
vaudeville house opening for pictures" (Dec. 1913, 7). Undeterred, Harry Barrington's Variety Company opened up its 
own small circuit in Sydney the following year, with the venues including the popular Coronation Theatre in 
Leichhardt. Artists of the calibre of Nat Hanley, Wal Cottier, Shipp and Gaffney, Denis Carney, Olga Pennington, 
Harry Rocks appeared on the circuit during 1914, with Billy Cass, Wal Rockley, Tom Leonard, Lulu Eugene, Joe Rox 
and Lily Vockler being just some of the stellar artists engaged during 1915. The last record of Harry Barrington's career 
identified to date is that of manager at the Kensington Picture Palace in 1915. 
 
 
 
IKE BECK 
 
Ragtime singer, dancer, manager, entrepreneur. Often referred to as "The Fashion Plate." The first 
reference to Ike Beck found to date is in October 1916 at the Princess Theatre (Syd) where he 
performed a dance turn. Around mid-1917 he briefly joined forces with Bert Howard to operate Beck 
and Howard's Vaudeville Enterprises but by year's end had opened his own circuit in the Hunter 
Valley district. By 1918 Beck had divested himself of that enterprise, however. He is known to have 
shortly afterwards taken a company on tour through Queensland. Associated with Harry Clay as a 
performer during the period 1918-19, in addition to other B-level managements, by 1920 Beck had 
returned to management in the Newcastle and Hunter regions, establishing himself there with some 
success. Beck sold his circuit to Harry Clay in 1922, only to take it back a year or so later. 
 
 Although Ike Beck's stage career prior to 1916 has not yet been established, it appears that he had not been a 
professional performer for long. He nevertheless had sufficient talent to secure an engagement on the first-part 
vaudeville bill during Stiffy and Mo's first season at the Princess Theatre in October of 1916. The quality of his ragtime 
singing and hard-shoe dancing (tap), led Australian Variety to note as early as his third week at the Princess that "[Ike 
Beck] works with much more assurance; as a dancer he is in the A1 class; and gets a big applause for his clever work 
(25 Nov. 1916, n. pag.). By early 1917 he had become known as "The Fashion Plate," a title bestowed on him due to his 
stylish dress. In May that same year he made an appearance in an unidentified motion picture directed by Jack Garvin. 
The film also featured Fred Bluett (AV: 30 May 1917, n. pag.). The following month he installed himself as financial 
partner and co-manager for Bert ('The Droll') Howard's Sydney suburban circuit. Beck and Howard's Vaudeville 
Enterprises presented combined vaudeville and picture programmes in Redfern, Mascot, Leichhardt, Burwood and 
Rozelle, with the business operating out of 9 Commercial Chambers, 80 Bathurst Street, Sydney. It is not believed to 
have been Beck's first foray into entrepreneurial management, however. Australian Variety's 16 May issue notes, for 
example: 
 
Ike Beck is a comparative newcomer to vaudeville... Amongst the sporting fraternity Beck has a big following, 
and is popular with all. His taste for good dress is well-known, and he has often been referred to as "The Fashion 
Plate." As a vaudeville manager, he already displays a wide knowledge of what is needed, and as he is not afraid 
to invest capital in his various ventures there is every reason to believe that he will be eminently successful (n. 
pag). 
 
The partnership was short-lived, however. It seems that the two partners found they could no longer work together 
(perhaps in response to their vastly different natures), and severed their relationship around September 1917. Beck is 
known to have been engaged by Howard on the latter's Sydney circuit in 1919, which suggests that there was little 
animosity between the two men.  
 Following his split with Howard, Beck immediately set up his own Sydney circuit, with the principal venue being 
the Redfern Picture Gardens. Despite being relatively new to the variety business he still managed to engage some 
respectable names for his newly formed circuit, including Arthur Tauchert, Alf Edwards, Louie Duggan, Ted Tutty, Joe 
Charles and Emily Dani, and Kitchie and Kliftie. He was even accorded his own poem, published in Australian Variety 
(see Appendix I).  Shortly after starting his new venture (and while still continuing to run the Picture Palace), Beck 
made a move to extend his operations to the Newcastle area. Australian Variety records: "Ike Beck is a very busy man 
nowanights, particularly as he is extending his circuit to the Newcastle suburbs. In the meantime, the Redfern Picture 
Palace is the big draw for the pay-roll, and the other of Beck houses also report excellent business" (16 Nov. 1917, n. 
pag.). Now known as Ike Beck's Vaudeville Enterprises (and still run out of the same Bathurst street office), by the end 
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of the year he was reportedly doing "remarkably well around the Newcastle districts" (AV: 14 Dec. 1917, n. pag.). "Ike 
Beck is enjoying a spell in town prior to re-opening around the suburbs," wrote one industry commentator. "In the 
meantime his combination at Newcastle and the outlying districts is doing particularly fine, and Ike may now claim to 
have established a permanent circuit of houses there. Nobody is more deserving than this small-time manager, whose 
energy, perseverance and obliging manner is gradually bringing him to the fore" (AV: 8 Mar. 1918, n. pag.). Beck 
maintained his presence in the Hunter area until April 1918, at which time he sold his interests and undertook a tour of 
Queensland with a troupe that included Arthur Tauchert, Little Sadie (Gale), and the Coleman Sisters. After the tour 
ended he returned once more to performing, finding engagements with several Sydney-based companies over the next 
year or so, including Harry Clay. 
 It would appear that Beck was not content to remain a performer for long. By early 1919 he was once again 
operating a variety circuit, with Australian Variety reporting: "The artists who have just returned from the Ike Beck 
Circuit speak in glowing terms of the manner in which Ike treats them. 'One of the most comfortable and pleasant two 
weeks engagements I have ever had,' says Chady. A little bird off Jim White's hat tells us that Ike has started a No 
Three banking account. Well, Bo, you tried hard, and like Sir Robert Bruce, it looks as if you have won. Perseverance, 
ability and honesty of ‘purpose’ must win in the long run. Good luck" (28 Mar. 1919, 9). 
 Sometime around mid-1919 Beck once again returned to the Newcastle and Hunter area, and by August had a 
second company touring Northern NSW, including the towns of Werris Creek, Tamworth, Murrurundi, Narrabri, 
Gunnedah and Boggabri. His expansion also saw him running two companies in the Hunter by the end of the year, some 
of the artists on his books being Gale and Sadie, Porky Kearns, Shipp and Gaffney, Joe Archer and the Coleman Sisters 
(AV: 3 Sept. 1920, n. pag.). In March of 1922 Harry Clay took control of Beck's Hunter operations, including the towns 
of Cessnock, Wallsend, West Wallsend and Maitland. By April the following year, however, Beck was once again 
running the circuit. Ike Beck's career after 1923 is presently unclear, as are a number of other details regarding his life 
and his influence in the vaudeville industry. He can, however, be considered one of the more flamboyant of the smaller 
vaudeville managers, and one seemingly never satisfied with sitting still. 
 
 
 
W. HORACE BENT 
 
Australian comic, burlesque writer and comic orator. Born William Horace Bent in 1844. Regarded 
by most leading variety industry practitioners of his era as the greatest of all Australia's comedians, 
William Horace Bent's reputation was such that historians long believed that he was American. 
Possibly beginning his career in the mid to late 1860s, Bent appears to have first come to 
prominence around 1873 when he headlined a company run by R. G. Bachelder. He travelled to the 
USA in the mid-1870s and played engagements there including the 1876 Philadelphia Exhibition. 
Upon his return to Australia Bent toured with a company known as Cheevers, Kennedy and Bent's 
Minstrels (ca.1878) before teaming up with F. E. Hiscocks and later Kelly and Leon Minstrels. He 
also reunited with R. G. Bachelder to tour Bent and Bachelder's Anglo-American Christy Minstrels. It 
was with Hiscocks' Federal Minstrels (1883-1886, 1888), however, that Bent is largely associated. 
The undisputed leader of a company that boasted some of the most popular Australian-based 
performers of the era, he also wrote and directed many of the company's burlesques and farces. 
When Hiscocks' disbanded the Minstrels in 1889, Bent went on to headline companies run by 
leading entrepreneurs such as Frank M. Clark, J. Billin's US Minstrels (Melb), Dan Tracey, Harry 
Barrington, and Lawler and Morrison (Sydney Music Hall), as well as playing a season with Hiscocks 
London Pavilion Company (alongside Harry Clay and John Fuller Snr). As with many of his peers 
Bent's later life was one of poverty and ill health. After several years away from the stage Bent briefly 
returned to performing in 1899. He died in 1907. 
 
 In reporting the death of W. Horace Bent in Melbourne, the Theatre records that "twenty-five years ago he was a 
celebrity, known all over Australasia as a king of laughter-makers and a fellow of infinite jest. In his time as a corner 
man and stump speech artist he stood alone, and his name on a bill was sufficient for crowded houses. Latterly things 
had not been too good with him, more's the pity" (Oct. 1907, 9).  This sentiment was supported a number of years later 
when Australian-born theatrical entrepreneur, Harry Clay, said of Bent, "he was the greatest nigger comedian the world 
has had, and absolutely the funniest blank ever born…" Clay went on further to say that "except for a few comedians, 
the performers of the present time - in minstrel-work and vaudeville… are not to be compared with [those like W. H. 
Bent] of twenty years ago" (TT: Sept. 1914, 25). Indeed, critical appraisal of Bent throughout his career in Australia 
typically assumed his position as the leading comic on any bill. An 1895 review of the comic's performance, published 
in the Sydney Morning Herald, notes for example: "Horace Bent displayed much of the animation and power which 
some years since made him one of Australia's leading favourites. Mr Bent had several specialties, including the comic 
song "Oompah," descriptive of humour suggested by the playing of a trombone, and also an original sketch" (4 Nov. 
1895, 3). 
 Surprisingly little is still known of this highly acclaimed comedian despite him having worked the local stage for 
at least twenty years. It has been established that he was born William Horace Bent in Sydney sometime in 1844. While 
an exact location for his birth is not recorded on his birth certificate, his parents Andrew and Honorah Bent had given 
birth to a son, Andrew, the previous year, with this being recorded at the Parish of St James (Sydney).  The family are 
believed to have moved to Windsor (NSW) sometime afterwards, and hence Bent, according to a Bulletin article 
became a "native" of that area" (J.A.C. 9). Some confusion apparently surrounded his origins, as many believed that he 
hailed from Geelong. According to the same Bulletin article the family did move to that regional Victorian city, but only 
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in later years. Nevertheless it would appear that young Horace (Billy to his friends) did settle for some period on the 
"shores of Port Phillip" (9). Regarding the man himself, it has been said that he was well educated (even a classical 
scholar) who could fluently quote his baptismal namesake  - "him of the Odes and Satires" - but who was always in the 
burnt cork business, although he once or twice attempted, unsuccessfully, to essay comic opera.  "As he is Bent, so is he 
inclined" (SMH: 10 Oct. 1891, 2), was a common catch-phrase describing him, and from a number of reports it would 
appear that his off-stage personality was not unlike that which he projected in front of audiences. Several commentators 
have also indicated that Bent was a hypochondriac who "like most hygienic semi-cranks… usually enjoyed robust 
health." One report notes sympathetically that he did not recuperate well. As J.A.C., writing for the Bulletin records: "If 
anybody had anything the matter with him Billy was sure to have it too, and in a more aggravated form. On one 
occasion a friend gave him some pills to try: 'How many are a dose?' asked Billy. 'Two.' "Then I'll take six" (19 Sept. 
1907, 9).  
The first mention of W. Horace Bent appearing on the stage in Australia found to date is with the Christy's 
Minstrels in 1866, when they opening at Melbourne's Varieties Theatre on Christmas Eve. Advertising for that season 
indicates that the troupe comprised 13 talented performers – including all the original members: Mr A. Nish, Mr J. H. 
Melvin, T. Rainford, Mr N. W. La Feuillade, and Mr W. H. Bent ("the favourite comedian who [was] making his first 
appearance in Melbourne for three years" (ARG: 24 Dec. 1866, 8). While Bent was certainly not a member of the 
original American-based Christy's Minstrels, this reference suggests that he more than likely undertook an engagement 
with the troupe when they first toured Australia. Bent's next known engagement occurred in 1873 when he appeared 
with Bachelder's Colossean Pantoscope Mammoth Combination for the opening of its brief season at Sydney's School 
of Arts (27 Sept.). Advertising for that engagement records: "The accompanying lecture to the pantoscope will be 
delivered by Wm. Horace Bent, the inimitable polygraphist, who will [also] appear in songs and dances" (SMH: 27 
Sept. 1873, 4). For the company's final performances Bent's appeared in "The Six Ages of Man" and "The Twins" 
(SMH: 11 Oct. 1873, 4). Sometime around 1874-75 he travelled to America and undertook a tour with a troupe starring 
Kohler the Cornetist (Bent and Kohler's association is known to have gone back at least as early as 1866 when they both 
appeared with Christy's Minstrels in Melbourne). J.A.C. indicates that he not only made quite a hit in the US during the 
time of the Philadelphia Exhibition (1876), but also returned to Australia "intensely Amurrikan": 
 
One day standing outside the Opera House in Bourke Street, Melbourne, were "Jim" Kitts and George Leopold. 
Kitts was reading a Boston newspaper. To them approached Billy: "Hello, Jim," he said. "I see you're got a paper 
from hum; I dunno how it is, but I never get a paper from hum, naow." Well, that's strange," said Leopold; 
"there's a mail three times a day from Geelong" (9). 
 
Bent's next known Australian engagement occurred in 1877, when he appeared as one of the guest headline acts (along 
with R. W. Kohler) for the US Minstrels during their season at Melbourne's St George's Hall (7 Apr.) The following 
year Bent formed an association with J. E. Cheevers and E. Kennedy to tour Cheevers, Kennedy and Bent's Minstrels 
throughout Australia and New Zealand. Others in the troupe included singers T. Campbell and Vernon Reid and 
violinist Charles Austin (who later became music director for Frank Smith's Alhambra Theatre and Sir Joseph Banks 
Pavilion (Botany) operations. One of the company's highlights, as presented at the School of Arts (Syd) during the 
Christmas week, is said to have been the first part finale, All the World's a Stage, performed by Messrs. Bent, Campbell 
and Cheevers. The tour also saw Bent present his original sketches Making a Hit, in which he played Zed Doolittle, and 
Fooling with the Wrong Man as Slic Soclum. Two farces from this period, which were also possibly written by the 
comic, were: Old Grimes' Will and Portrait Painter. Among his other engagements the following year was top of the 
bill appearance at St George's Hall (Melb) beginning 2 February. One of the farces produced during Bent's time there, 
"He Would be an Actor," was likely written by him. 
In 1879 Bent was engaged by Hiscocks and Hayman for their Mammoth Minstrels Co, then also playing a season 
at the same Melbourne venue around September/October 1879. One of the works presented at this time was Julius the 
Snoozer which is believed to have most likely been written by Bent (he was still playing it with Frank Hiscocks some 
ten years later). While there still remains much to found concerning Horace Bent's movements and career during the 
1880s, a little is known of his whereabouts early and late in the decade. Over the period 1880/81, for example, he was 
engaged by Kelly and Leon's Minstrels. They played a lengthy season at St George's Hall (Melb). 1882 saw him again 
touring with R.G. Bacheldor, this time as Bent and Bachelder's Christy's Anglo-American Minstrels. The company then 
included Charles Hugo, Amy Rowe, and three performers who later appeared with Bent in Hisocks Federal Minstrels - 
Beaumont Read, W. A. (William) Ball and Sam Keenan.  Of the burlesque's known to have been staged by the company 
during this period those thought to have been written or adapted by Bent include: Bohemian Girl (after Michael Balfe's 
opera), and H.M.S. Pin-A-4 in Black, possibly adapted from an earlier burlesque of his simply titled H.M.S. Pin-A-4 
(1880). During this time, too, he staged possibly for the first time one of his most popular-ever musical farces, the old 
negro sketch Un Coup De Razoir (4 Mar.).  
 1883 saw Bent join F. E. Hiscocks newly formed Federal Minstrels and Specialty Union five weeks into its debut 
season at the Victoria Hall in Melbourne (21 Apr. - 24 Aug.). The troupe's original line-up featured Alf Lawton, Charles 
Heywood, George Lawless, Lou Braham, Edward Amery, George Turner, Irish comedians E. J. Kennedy and Charles 
McCarthy and musicians Nicholas La Feuillade (music director and violin) and Owen Conduit (piano). By the time the 
Federals arrived in Sydney in mid-September, however, it was clear that Bent had become the standout performer.  The 
nucleus of the troupe eventually comprised four performers regarded by most commentators of the late nineteenth and 
early twentieth centuries as being unequalled in terms of their popularity with Australian audiences. These four - Bent, 
Beaumont Read, Sam Keenan and Alf Moynham - were supported, however, by a number of other significant minstrel 
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performers of that period, notably Thomas H. Rainford (ca.1883/4), J. S. Porter and W. A. Ball, along with foundation 
members Lou Brahm and Edward Amery. Among Bent's original works staged during the year were his lectures 
"Experiences of a Raw Correspondent" (26 May), "What is Art?" (9 June) and "A Comic History of England" (23 
June); sketches and farces like "The Strategist" (16 June), "The Lawyer's Clerk" (30 June), "He is Dead" (11 Aug.) and 
"Suburban Burglar" (18 Aug); and the burlesque, A Plucky Youth (21 July).
5
  
 Over the next six years the Federal Minstrels maintained a constant presence in Australia, making short tours to 
most major centres (particularly in the eastern states) between long seasons in Melbourne and Sydney. The troupe's 
1888 season at Sydney's Academy of Arts (21 Jan. - 7 Apr.) was followed, for example, by an engagement at 
Newcastle's Victoria Theatre (beginning 9 Apr.). Among the more popular burlesques staged by the troupe around this 
time was Yellow Novel Heroes (1888) which was likely written by Bent. In it he played the role of Salamander Sam (a 
champion sharp-shooter and trusty fellow of Big Foot Walka, the terror of the Red-Man). 
Although the Federal Minstrels were the leading local variety minstrel company operating in Australia at the time, 
Hiscocks disbanded the troupe in 1889, an error in judgment that may well have hastened his decline as an entrepreneur. 
It is possible that he sensed that after six years it had run its course of popularity. Certainly few other troupes, if any, 
had remained together in Australia with so few personnel changes for so long a period of time. In this respect the 
Federal Minstrels had maintained a fairly consistent line-up, in so far as its principals were concerned, since 1885.  
Hiscocks subsequently concentrated his efforts on a new combination, the London Pavilion Company, which initially 
boasted the talents of recent arrivals in Australia like John Fuller, Jolly John Nash and Morton and Sadler, and later 
local stars like Harry Clay. Unfortunately for Hiscocks, while that troupe was an immediate success, neither it nor any 
of his later companies were able to match the widespread appeal and longevity of the Federals.  Desperate to improve 
his fortunes in the increasingly difficult financial climate Hiscocks called on Horace Bent to join his new company, 
which Bent did towards the end of 1889. One of his original musical farces staged under Hiscocks' management during 
the Sydney season in early November was again Un Coup De Razoir. Bent ended his engagement with the company on 
18 November, however. For about a year or so from May 1890 he appeared under the management of J. Billin's, whose 
U.S. Minstrels, Specialty, Comedy, Variety and Burlesque Combination were ensconced at Melbourne's Victoria Hall.  
At Christmas the following year (1891), Bent joined the Cogills' Comedy Burlesque Company following the brothers' 
18 months enforced retirement due to bankruptcy. The troupe, which also featured Fanny Saroni opened its Sydney 
season at the Garrick with a "musical, farcical, whimsical burlesque in two acts" called The Brook, written or adapted 
by Bent and the Cogills. Following his first appearance, singing the comedy song, "Lucinda Mopps," Bent "vocalised, 
rhapsodised and parodised" his way through the feature entertainment as Chawles, the head waiter at the masquerade 
ball and following day's picnic (at the Brook) held by the wealthy Ponsoby Shrewby (SMH: 26 Dec. 1891, 2).   
 Horace Bent's first engagement with Dan Tracey's Minstrel, Vaudeville and Specialty Company was on 11 
February 1893 at Sydney's Gaiety Theatre. As usual he performed the corner man duties, presented several sketches per 
night and frequently a farce (one of these being Hollyhock on 25 Feb.). Following his appearance at Alf M. 
Hazlewood's benefit on 3 March Bent switched camps, performing for Hazlewood's company the following night. By 
late June he was again with Tracey after the American entrepreneur moved his operations down the road to the Opera 
House.  July 1894 saw him headline the bill during Harry Barrington's Variety and Burlesque Company's season at the 
(School of Arts, Sydney). The following month (4 Aug.) he took on the role of Dicky Chills in A Man's Revenge, the 
"graphic narrative spasm of domestic life" which also starred husband and wife society sketch artists Martyn Hagan (as 
Frankie Drummer) and Lucy Fraser (as his wife). In 1895 he began a season at the Sydney Music Hall (previously 
known as Lawler's Music Hall) under the management of W. P. Morrison, with this engagement lasting up until at least 
February the following year. During his engagement Bent presented a variety of original turns, lectures, farces and 
burlesques, some old and some new. 1897 saw Bent performing with the Great New Elite Burlesque and Specialty 
Company, a troupe run by the Bovis Brothers (Charles and Will), with this engagement including a season in Brisbane 
(Gaiety Theatre) around November. Also in the company were Harry Clay, Maud Fanning and Carlton and Sutton.
6
   
In August 1899, Harry Rickards gave "absolutely free of charge" his Tivoli Theatre (Syd) and the services of all 
his company for Grand Testimonial to this "old artist who for many years held a most prominent position on the 
vaudeville stage." Bent, at the time was described as being in "indigent circumstances" (SMH: 26 Aug. 1899, 2). The 
evening's entertainment saw the famous comic perform in two of his original creations from the past, these being his 
two most popular farcical sketches, The French Conductor (as Cheoniffiuri) and Un Coup De Razoir (as Peter).
7
 
Bent's physical recovery must have been aided by the Rickards testimonial because barely two months later, beginning 
21 October 1899, he was in Melbourne engaged for what was described as an "engagement extraordinary" by the 
management of the People's Concerts. The advertising promoted his performance as the "Unapproachable Ethiopian 
Character Representative, in Words, Warblings and Recitations" (21 Oct. 1899, 12). 
 Horace Bent's creative output of burlesques and comic sketches is believed to have been much greater than the 
current biography is able to show, mostly because authorship was rarely identified in newspaper advertising and 
reviews. Nevertheless Bent's name is attached to a larger number of productions than most of his contemporaries, apart 
from say the Cogill Brothers. This is perhaps a consequence of the draw power of his name. A keen observer of human 
foibles, Bent's comic sketches invariably concentrated on the farcical aspects of human nature within everyday 
                                                          
5  The company transferred to the Gaiety Theatre on 13 October, a month after its debut Sydney season began at the Masoinic Hall. One notable 
production staged during 1883 was Charles Heywood's The Sorceress; Or, The Bird Charmer. A specialist soprano and bird charner, Heywood 
concluded the sketch with a flock of real birds being released in the hall and brought back under his control. Bent played the part of Joe Sniggles. 
6      This company is not the same as a similarly named troupe run by Delohery, Craydon and Holland which toured Queensland ca.1898/99. 
7      Wal Cottier staged a musical sketch called The French Conductor in June 1910 (Alhambra Music Hall, Syd), and claimed this as his own 
creation. Whether the two pieces were related is unclear. 
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situations, although he was not indisposed towards exotic locations when so called upon. One of his most frequently 
requested original sketches during the 1880s was The Lawyer's Clerk, which is known to have been staged as early as 
1878 during the Cheevers, Kennedy and Bent tour. Other known sketches, aside from The French Conductor and Un 
Coup De Razoir include: Patients (1882), The Sleep Walker (1882), Am-U-Let (1885), with Bent as Jasper, and 
Cupidity (1888). The farces and comediettas established as having been written by Bent are: Pneumatic Eradicator 
(1878); Suburban Burglar, He is Dead, The Strategist and Suburban Burglar (all 1883); New Guinea Annexed 
(farce, 1884), Refused for the Sudan (farce, 1885), Deuce Beats the Ace (sketch, 1886), The Untamed Savage (farce, 
Alhambra, Syd 1892); Hollyhock (farce, 1893).  
 It was the comic lecture (or "stump speech" as it was referred to in America) that allowed Bent rise above his 
peers and remain unmatched during his lifetime. These monologues were often a forum for Bent's political or social 
commentary, which he wrapped up in satire as means of highlighting the ridiculous. No subject or issue was safe, 
however. Essentially a high profile larrikin with the keen awareness of an intellectual, his particular forte was to pull 
down figures and institutions of authority. Some of his better-known "soul-stirring" lectures include: "The 
Reminiscences of a Raw Correspondent" (1883), "The Comic Discourse: An Analysis of a Nursery Rhyme," "What is 
Art," "Old Mother Hubbard" (1886) and "A History of England." The latter is known to have been staged during one of 
his rare appearances on a Picturesque Concert bill (22 March 1890), with these semi-regular entertainments then being 
staged at the School of Arts (Syd). It has been established that a number of Bent's farces, burlesques and comediettas 
were staged by other companies over the years. Whether this was done with his permission has not been established, 
although it is quite likely that it seldom was sought or granted. Those works known to have been staged by others 
include: The Soapboilers Picnic (aka A Trip to Manly and the Soapboilers Picnic), staged by the Elite Theatre 
Company in 1898 (Theatre Royal, Perth, 5 May). Walter Cottier is also known to have been presenting The French 
Conductor at the Alhambra (Syd) as late as June 1910 (TT: July 1910, 16). 
 
MUSIC THEATRE WORKS:   
H.M.S. PIN-A-4 [burlesque] Txt Adapt. W. Horace Bent; Mus. Arthur Sullivan (1880); H.M.S. PIN-A-4 IN BLACK  [burlesque] Txt Adapt. W. 
Horace Bent; Mus. Arthur Sullivan (1882); A PLUCKY YOUTH [burlesque] Txt. W. Horace Bent; Mus. [n/e] (1883); HARLEQUIN BLACK 
BLUEBEARD  [pantomime]  Lib. W. Horace Bent; Mus. [n/e] (1884); A TRIP TO MANLY AND THE SOAPBOILERS' PICNIC (aka FUN ON 
THE BRIGHTON) [burlesque] Txt Adapt. W. Horace Bent (after John F. Sheridan); Mus. [n/e] (1884); A KNIGHT OF THE BUFFS [burlesque]  
Txt. Sam Keenan and W. Horace Bent; Mus. [n/e] (1884);  HARLEQUIN BLACK 'HIDE' SUSAN AND HER PLAIN BILL  [pantomime]  Lib. W. 
Horace Bent (after Douglas Jerrold); Mus. [n/e] (1885); H. M. S. HOPPER BARGE PIN-A-4 [burlesque]  Txt. W. Horace Bent et al; Mus. [n/e] 
(1885); LONE-GRIN  [burlesque]  Txt Adapt. W. Horace Bent (after Richard Wagner); Mus. [n/e] (1885);  ON STRIKE [burlesque] Txt. W. Horace 
Bent; Mus. [n/e] (1891); ROBBERY UNDER ARMS (aka ROBBERY OVER ARMS) [burlesque] Txt. W. Horace Bent; Mus. [n/e] (1891); THE ART 
STUDENT [burlesque] Txt. W. Horace Bent; Mus. [n/e] (1891); UNDER THE GASLIGHT [burlesque] Txt. W. Horace Bent; Mus. [n/e] (1891); 
THE BROOK [burlesque] Txt. Charles W. Cogill, Harry P. Cogill, W. Horace Bent; Mus. [n/e] (1891). 
 
FURTHER REFERENCE: 
"Amusements."  SMH: 23 Dec. (1878), 5.       [rnib] 
"Hiscocks Minstrels."  BC: 11 May 1886, 5.      [rnib] 
"Horace Bent - Matinee Benefit." SMH: 30 Aug. (1899), 2.                            [see also rev. - "Mr Horace Bent's Benefit."  SMH: 31 Aug. 1899, 3] 
J.A.C. "Poverty Point."  B: 19 Sept. (1907), 9. 
"Poverty Point."  B: 12 Sept. (1907), 9. 
"Sydney Music Hall."  SMH: 4 Nov. (1895), 3.      [rnib] 
 
 
 
ELTON BLACK 
 
Scottish born comedian, singer, director, manager, librettist, writer. Possibly born in Glasgow, 
Elton Black began career as a professional actor in Scotland. His first engagements in Australia 
were with in the early 1900s with I. E. Cole and later with Kate Howarde (ca. 1904 to ca. 1915). 
Black and Howarde married sometime during this period. He performed a variety turn with Bel 
Bronte for the Brennan-Fuller organisation in 1913 and co-ran the Elton Black-Kate Howarde 
Revue Company ca. 1915 on the Fullers' circuit (this became the Elton Black Revue Company in 
1916). Black was contracted to the Fullers and Harry Clay between 1916 and 1919. He became a 
member of the Walter Johnson Revue Company (Cremorne Theatre, Bris, 1919-20). He appeared at 
the Shaftsbury Theatre, Perth ca. 1921 and operated the Billy Maloney/Elton Black Town Topics 
Company ca. 1924 before travelling overseas for two years to work circuits in America, England 
and South Africa. After returning to Australia in 1926 he appeared on the Fullers New Zealand 
circuit, and then later in Australia toured briefly with G. Gayle Wyer's Bandbox Revue Co. In 1928 
he toured his own troupe, Elton Black's Town Topics Co, on the Clay circuit. His last known 
appearances to date were in 1929 and 1930 when he toured the Elton Black and Cyril Northcote 
London Revels Company. 
 
 Elton Black made his first appearance on the stage in Scotland as a boy soprano with the Titwood Minstrels, 
which were then playing a season at the Glasgow City Hall. His first professional engagement was as Hamish in Rob 
Roy at the Princess Theatre, Glasgow. In the cast was John Clyde (father of Jean Clyde of "Bunty" fame). Black 
claimed that during his early career he sang on the same bills as Scottish stars Harry Lauder and Jessie McLaughlan. 
One of his first engagements in Australia was possibly with I. E. Cole's Bohemian Dramatic Company (Garlick 164). 
He was engaged by Kate Howarde for her dramatic company sometime around 1904. According to Barbara Garlick the 
pair later married, with Black becoming Howarde's second husband (164). His first recorded appearance with 
Howarde's company found to date was in Perth late in 1904, but it is likely that he had been with the troupe for at least a 
  731 
 
 
short period prior to that engagement. The company opened in Perth on 26 November, staging a variety of works. 
Black's roles included that of the Reverend Meekin in For the Term of His Natural Life and as Larry Larkspur in 
When the Tide Rises.   
Although Black's whereabouts between 1905 and 1909 have not yet been established, Garlick cites an article in 
the Illustrated Sporting and Dramatic News of 10 June 1909 (19) postulates that Black travelled to the USA with 
Howarde around 1906 (164). Michelle Ballard notes in the Companion to Theatre in Australia that Howarde remained 
overseas for some five years (1906-1911), including a period in England. It has also been determined by Garlick that the 
pair toured Queensland in late 1909, suggesting that if Howarde's time overseas was indeed five years then she would 
have left around 1905. Upon returning to Australia in 1911 Howarde took over the lease of the National Theatre, 
Balmain, where she staged a pot pourri entertainment which ranged from dramatic sketches and dramas to burlesque, 
musical interludes and vaudeville acts. While Black has not yet been linked with the Balmain theatre it is likely that he 
appeared there at some stage. In 1913 Black was contracted to the Fuller's circuit. Advertising for the National 
Amphitheatre around July that year indicates that he appeared with Bel Bronte as "cosmopolitan sketch artists in a new 
American travesty" (SMH: 5 July 1913, 2). 
 
 
        Some two years later he and Howarde toured their own revusical 
company for the Fullers, staging such productions as Catch On. Set on the 
deck of a boat in Sydney Harbour, with most of the male characters 
dressed in naval uniforms, the narrative of that revusical includes a 
courtroom scene, in which a prisoner is being tried by a magistrate. Elton 
Black is also said to have incorporated an impersonation of Scottish 
comedian Harry Lauder into his role. "Except that his face is a little thin, 
Mr Black gets wonderfully near the Scotch comedian," writes the 
Theatre's critic. "If anything he is in his singing even a closer approach to 
Mr Lauder… [It] is an excellent representation of the world-renowned 
performer that he gives - by far the finest that theatregoers in this part of 
the world have yet seen" (45). A strong patriotic sensibility was 
incorporated into the story line particularly in songs such as "Our Boys" 
and "Australia Will Lend a Hand." The company during this period 
included variety performers who later went on to greater success on the 
national stage. These included Peter Brooks and Clifford O'Keefe (both 
later with Stiffy and Mo), Billy Maloney, and Pearl Livingstone. 
 
 
 
 
Elton Black 
As Charlie Chaplin 
Theatre Nov. 1913, 9. 
(Courtesy of the Fryer Library, U of Qld) 
 In 1916 Howarde left the troupe and returned to Sydney to continue running her operations at the National Theatre 
in Balmain. It is possible that despite her considerable reputation as an dramatic actress Howarde was unable to make 
the transition to variety entertainer, and was not prepared to tarnish her career by continuing in that line of work. The 
Theatre magazine points to this possibility in a September review of Catch On: 
 
Kate Howarde doesn't scintillate - at any rate not in vaudeville… To me [Howarde] is a conundrum. She may be a 
good business-woman, and have stage experience that is of the greatest service to her in the producing line. But 
while the stage mannerisms of anything of a half part review to a five act drama may not be beyond her, she does 
not appear to be able to stage manage her individual self. Otherwise what is the explanation for her appearance in 
Catch On? - a class of work for which, in my opinion, she has absolutely no qualifications whatsoever. Miss 
Howarde should put some other girl in her place. The revue could not fail to be the better for it if she did (45). 
 
While Howarde's name appears in promotional items for the company's New Zealand tour in late 1915, interestingly the 
troupe was by then being referred to simply as the Elton Black Revue Company (TT: Nov. 1915, 47). An Australian 
Variety reference to the company's artists in its 29 December 1915 issue, and which applauds Black's impersonations of 
Harry Lauder and Charlie Chaplin, makes no mention of Howarde, suggesting that she by then departed from the troupe 
(Pakeha n. pag.).  
After returning to Australia in 1916 after the New Zealand tour ended, Black took up an engagement with Harry 
Clay at the Newtown Bridge Theatre (Syd). His company in October that year included such well-known artists as Bert 
Corrie, Doris Tindall, Joe Verne, Wal Rockley, Billy Maloney, and the Three Starrs. The following year he began a 
lengthy contract with the Fullers. Among his early engagements were the National Amphitheatre (Syd) around 
September and the Empire Theatre (Bris) in November. Descriptions of his turns around this time include the following: 
 
His Scottish comedy gets no end of laughs, particularly from the feminine portion of the audience by his imitation 
of a woman undressing preparatory to going into the surf. At the National (Sydney) on September 10 Mr Black 
was so applauded that the next turn could not for some moments be proceeded with, despite the fact that the 
front-cloth went up for it, and the performers were the well-billed Americans Rio and Helmar  (TT: Oct. 1917, 
33). 
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Elton Black is a tuneful singer with a decided sense of humour in his dancing and attitudinising. Our teacher, 
remarks Mr Black in reference to his school days was "an awfully mean man. He talked through his nose so that 
he wouldn't wear out his teeth." The teacher asked Mr Black "Where is Jerusalem?" His answer was "Where it's 
always been." Mr Black undertook to prove to his teacher that he did know the difference between "N," "U" and 
"I." An "N" proceeded Mr Black can lay an egg; but neither "U" nor "I" can. Mr Black has a song hit "Those 
Happy Days." Three of the lines:- 
Squatters from the Riverina 
Never tried to load a steamer 
In those happy days that seem so far away.     
       (TT: Nov. 1917, 32) 
 
 In August 1919 Black teamed up Walter Johnson, who was then running his own revue company at the Cremorne 
Theatre (Bris) under the auspices of John N. McCallum. The troupe, which featured Billy Maloney, Yorke Gray, Alice 
Bennetto and music director, Fred Whaite (son of leading Australian scenic artist, Harry Whaite), presented a mixture 
of vaudeville, costume comedy, revusical, musical scenas and musical comedies.
8
  Notable productions during 1919 
included the revusicals The Rajah of Dampoor, Castles in Corsica, The Seminary Girls, The Midnight Club and 
Punchinello (written by Yorke Gray). The company also staged a musical comedy written by Fred Whaite entitled The 
Girl of Seville, while Elton Black's pantomime Robinson Crusoe was presented as the Cremorne's Christmas 
extravaganza. After Johnson departed from the Cremorne in 1920, the company became known as McCallum's Town 
Topics. Black's popularity with Brisbane audiences was such that he remained with McCallum until early 1921. One of 
his final extravaganzas staged under McCallum's management was the 1920/21 Christmas pantomime, Cinderella, 
which the Brisbane Courier described as a "brilliant success [that] not only reflects credit upon McCallum's judgement 
and enterprise… [but] affords his versatile Town Topics Company a rich opportunity to display its powers." The same 
critic notes in relation to Black's libretto that "following modern tendencies, which have almost developed into an 
accepted tradition, the plot was of course more apparent than real." There were, however, apparently enough comedy 
sequences (of the broadest humour) interspersed throughout the production to make it a hit ("Cinderella" 7). Following 
the successful season of pantomime Black left the Cremorne and by April 1921 was appearing at the Shaftsbury Theatre 
in Perth. Late that same year he was cast as the dame, Mrs Bumble, in the Fullers' pantomime, Dick Whittington 
(Palace Theatre, 23 Dec.), and revived the role in Melbourne the following Christmas (Palace Theatre). 
 Elton Black's career movements over the next few years remain somewhat unclear. His name is next identified 
with comedian Billy Maloney for a season of vaudeville at the Palace Theatre (Syd) under the management of J. and N. 
Tait (beginning 24 May 1924). The season was relatively successful for Maloney and Black's Town Topics Company, 
although not surprisingly it did not appeal entirely to the Bulletin's theatre critic. The magazine's 29 May issue noted, 
for example, that the show was essentially "a re-hash of songs popular for the last year or more and gags that are moth-
eaten here and there." The critic did on the other hand express some favourable comment, indicating that the production 
was nevertheless "bright and goes with a swing - and that's all to the credit of the young men and women who make the 
songs and turns as good as new" (34).
9
  The troupe appears to have included a number of other performers previously 
associated with the Walter Johnston/John N. McCallum period - namely Alice Bennetto and Lou Vernon. Shortly 
afterwards he left Australia for two years, taking up engagements on circuits in the United States, Great Britain and 
South Africa (BC: 29 May 1926, 22). 
 The late 1920s saw Black engaged both as solo artist, principal comedian and company leader on a number of 
circuits in Australia including the Fullers (New Zealand ca. Nov. 1926 / Empire Theatre, Brisbane c May/June 1926 / 
Bijou  Theatre, Melbourne; ca. May 1927) and on Harry Clay's Sydney suburban circuit during 1828 (with Elton 
Black's Town Topics Company).  During 1926 he also appeared with G. Gayle Wyer's Bandbox Revue Company, 
taking over the roles previously played by Walter Cornick. The last currently known reference to Black is the 1929 
London Revels Company tour of Queensland (see Charters Towers 29 Oct.) Managed by Black and Cyril Northcote, the 
company also included George Wallace's old partner Jack "Dinks" Patterson and his wife Trixie Ireland.   
 Regarded as a fine comic singer and impersonator, and invariably billed as "the Scotch Comic," Elton Black is 
typical of the upper level Australian performer of the post-WWI era - notable for his versatility and capacity to continue 
working in the upper echelons of the local industry for more than two decades. While it is possible that he returned to 
the UK and perhaps played engagements in his homeland of Scotland, Black's career is mostly identified with Australia 
and New Zealand.  
 
MUSIC THEATRE WORKS:   
CATCH ON  [revusical]  Txt. Elton Black and Kate Howard; Mus. [n/e] (1915);  IN TOKYO  [revusical]  Txt. Elton Black; Mus. [n/e] (1916);  OH 
YOKOHAMA  [revusical]  Txt. Elton Black; Mus. [n/e] (1916);  A SURE THING   [revusical]  Txt. Elton Black; Mus. [n/e] (1916);  ROBINSON 
CRUSOE [pantomime]  Lib. Elton Black; Mus. Fred C. Whaite (1919);  CINDERELLA  [pantomime]  Lib/Mus incl. Elton Black [n/e] (1920); 
 
FURTHER REFERENCE: 
"Cinderella at Cremorne." BC: 18 Dec. (1920), 7. 
"Elton Black-Kate Howarde Revue Catch On, The."  TT: Sept. (1915), 45. 
Garlic, Barbara.  "Australian Travelling Theatre 1890 - 1935" (1994). 
"Music and Drama." BC: 29 May (1926), 19.      [rnib]   
"Music, Drama and Pictures." BC: 1 Nov. (1919), 16.      
Pakeha. "Maoriland Memos."  AV: 29 Dec. (1915), n. pag.      [rnib] 
                                                          
8      The Nat Phillips Collection, Fryer Library (University of Queensland) holds a number of running order sheets for this season and documents 
relating to Elton Black's pantomime Robinson Crusoe. See John N. McCallum file (UQFL; Box 7) 
9     See Chapter 5 in this thesis for an investigation into the Bulletin's anti-variety bias.   
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GROSVENOR BUNSTER 
 
Journalist, author, poet, playwright. Born 29 May, 1837 in Hobart Tasmania. A journalist whose career unfolded 
in Sydney and Melbourne, Grosvenor Bunter contributed numerous short stories to the Australian Journal, among other 
periodicals. His first known published work, "Nobody's Child: How it was Found in a Cable," (prose) appeared in the 
Australian Journal in 1867 as part of a series called 'Vagabond Sketches.' The other two related works were: "Nobody's 
Child: How it Grew Up" and "Nobody's Child: How it Found its Mother." A novel, Henstone's Revenge, was published 
in 1896. His stories ranged from adventure and travel to romance. Bunster also wrote at least three theatrical 
productions which were staged in Australia. One of these was The Belle of Woolloomooloo; Or, The Wooer, the 
Waitress and the Willian [sic], a musical burlesque of H.T. Arnold's play The Belle of the Barley Mow (1867).  
Containing an operatic-style score arranged by G. B. Allen, it was staged at Sydney's Masonic Hall in 1872. The other 
two works were a sketch, Quarantine (1872) and a three act comedy drama titled Class (1878), described by Margaret 
Williams as "certainly the most sophisticated Australian comedy of its period" (96).  Bunster died in 1904 in Prahan, 
Victoria. 
 
MUSIC THEATRE: 
THE BELLE OF WOOLLOOMOOLOO  [burlesque]  Txt Adapt. Grosvenor Bunster (from H.T. Arnold); Mus Adapt. G.B. Allan (1872). 
 
FURTHER REFERENCE: 
Williams, Margaret.  Australia on the Popular Stage. (1983), 94-6. 
 
 
 
LEON CARON 
 
French-born composer, music director, musician. Born in Boulogne-su-Mer, near Calais (France), 
on 14 January 1850. One of  the leading conductors and theatre composers working in Australia 
during the last decades of the 19th century, Caron came to Australia in the late 1870s and soon 
afterwards took up a position as conductor with W. S. Lyster's Opera Company. It was as music 
director for J. C. Williamson's Royal Comic Opera Company, however, that Caron is most 
associated. He joined Williamson in 1889 and maintained an association with the company until 
his death in 1905. During his career in Australia Caron was associated with a number of other 
high profile companies, dramatists and performers including Garnet Walch, George Musgrove, 
Alfred Cellier, the Montague-Turner Opera Company, Farley's English Opera Company, Francis 
Hart and Sir William Robinson, and Nellie Stewart. He wrote the music for such pantomimes as 
Djin Djin, Matsa and Australis; Or, The City of Zero, while also composing his own works - including 
string quartets; a choral symphony, a violin concerto; and several orchestral works.  Caron died in 
1905. 
 
  A talented violinist, who took up music very much against the wishes of his parents, Leon Caron was sent by the 
Boulogne Municipal Council to study at the Paris Conservatoire in the late 1860s. It was here that he became a pupil of 
Guilmant, the noted organist. In 1870 he was one of three musicians short-listed for the Grand Prix de Rome, at that 
time one of the most valuable musical prizes on offer. The award was cancelled that year, however, when the Franco-
Prussian war broke out, and thus dashed his chances of winning it. The war also led Caron to seek refuge in London, 
where he subsequently found himself engaged as a violinist for the Jules Riviére Orchestra at the Alhambra Theatre in 
London. In 1872 he travelled to America and accepted a position with the French Opera in New Orleans. He later joined 
the Theodore Thomas Orchestra, touring the United States until the group disbanded after playing the 1876 Philadelphia 
Exhibition. Shortly afterwards he travelled to Australia, arriving in the country in December that year. Settling in 
Melbourne his first musical engagement is believed to have been as a solo violinist at the Melbourne Opera House. This 
led to him being offered the position of violinist and part time conductor for William Lyster's Opera Company. By 1879 
he was the company's regular conductor. 1879 also saw him performed in the orchestra for Garnet Walch's pantomime, 
Babes in the Wood, staged at the Theatre Royal (Melb). 
 In 1880 Caron won a competition held during the Melbourne International Exhibition for his cantata Victoria. It 
was subsequently used to open the exhibition, and involved a 1,000 strong chorus and orchestra of 125 musicians. 
During the early 1880s he conducted and arranged a number of opera productions for the Montague-Turner Opera 
Company (which came to Australia initially under the auspices of Lyster) and Farley's English Opera Company 
(Sydney 1886).  While in Sydney during June 1881 Caron nearly drowned when he slipped from rocks on Sydney 
Harbour at Tennyson. Rescued by Government Printing Office employee, Caron penned a poem in his honour. The 
piece was published in the Bulletin the following week (18 June 1881, 8).  The conductor appears to have settled more 
or less permanently in Sydney by 1885. Along with several other prominent Sydney-based musicians Caron founded the 
city's Orpheus Club (1887-91), which held promenade concerts and private soirées.  Between 1887 and 1888 he found 
engagements as music director for F. E. Hiscocks (Academy of Music, 1887); B.N. Jones (Opera House, 1887); and 
John Solomon (Criterion Theatre, 1888). During this period he worked with celebrated variety performers like father 
and son vocalists Edward and Arthur Farley; and W. Horace Bent Louis Brahm, Beaumont Read and J. S. Porter (of 
Hiscocks Federal Minstrels fame). On 14 March 1888, too, he premiered another of his classical works, the National 
Cantata, as part of the centenary celebrations (the cantata was revived in Melbourne in 1972).  
Caron joined J. C. Williamson's Royal Comic Opera Company in 1889 as Music Director and went on to conduct 
many music theatre productions for the firm, including the numerous Gilbert and Sullivan operettas, and other works 
  734 
 
 
such as Marjorie, The Old Guard, and The Merry Monarch. He also conducted the first professional production of Sir 
William Robinson and Francis Hart's operetta Predatoros. Starring Nellie Stewart it was presented by Williamson and 
Musgrove at the Princess's Theatre (Melb) in November 1894. In later years he conducted such prominent productions 
as The French Maid (1898), Alfred Cellier's Dorothy (1898), The Geisha (1899), Audren and Sturgess's La Poupee 
(1899) and Florodora (1900). His "Bird Ballet' was included in Williamson's 1897 pantomime, Babes in the Wood 
(Her Majesty's Theatre, Sydney). Caron also directed the incidental music for many of Williamson's straight theatre 
works including, for example, The Silver King (1898) and The Manxman (1898).   
 
 
 
      A good deal of Leon Caron's work was published in 
Australia, the examination of which has lead to him being 
generally regarded as a composer of real, if minor, talent, and 
a polished craftsman. In this regard it might be argued that 
Caron's most successful compositions were for the 
pantomimes staged by J. C. Williamson, notably Djin Djin 
(1895) and Matsa (1896). However, he also wrote other 
music forms including three string quartets; a choral 
symphony (Symphonie Poéme I'Idéal); a violin concerto; and 
several orchestral works, including Souvenir Patriotique; Or 
An Episode of '93 (which evokes the mood of a mob of 
revolutionaries in Marseillaise), and Birds of the Forest, an 
overture described in the Sydney Morning Herald as a 
"vivacious pastoral" (29 Apr. 1899, 4).  An opera Mata-Mati 
was completed but has never been performed. Other 
compositions of note include "Invocation To Love" written 
especially for Nellie Stewart in her lead role in the operetta 
Mam'zelle Nitouche - staged by Williamson and Musgrove's 
Royal Comic Opera Company at the Lyceum Theatre in 
Sydney (8-14 June 1895) - and an accompanying waltz for the 
production "Gavotte Fantastique" (aka "Nitouche Galop"). 
The same year other of his songs, "My Wedding Day" 
received much success. Advertised as the "rage of 
Melbourne" by publisher H. J. Samuel, it was first performed 
by request in Sydney by Laura A. Carr during a Fisk Jubilee 
Singers' concert at Centenary Hall on Easter Monday. 
 
Leon Caron 
Theatre 15 Aug. 1905, 10. 
(Courtesy of the Fryer Library, U of Qld) 
 In 1899 Caron was granted six months leave by Williamson so as to be able to return to France in order to visit his 
aging mother. Following a well-supported testimonial Caron sailed for Europe, where he also planned to immerse 
himself in all the latest music on offer. He returned by the end of the year at which point he again took up duties as the 
Firm's senior music director and conductor. In February 1905, while conducting a season of Gilbert and Sullivan for 
Williamson's Repertoire Company, Caron suffered the first of several heart attacks.  Sometime that year, however, he 
again took to the stage, with his final ever appearance in Australia being a concert in which Dolly Castles and Alexia 
Bassian made their debuts.  Against medical advice he toured with the company to New Zealand, but was forced to 
return in May due to his poor health. His place was taken by seasoned Sydney music director, Auguste W. Juncker. 
Interestingly, despite the fact that Caron had never met either Gilbert or Sullivan his long study of their operettas had 
not gone unnoticed by the either collaborator. According to the West Australian, Sir Arthur Sullivan had instructed his 
executors shortly before his death to forward a memorandum to Caron thanking him for him for all he had done to 
present the works in their best light ("Musical and Dramatic Notes" WA: 5 June 1905, 4). 
 Leon Caron died on the 29
th
 of May at Sydney's Gresham Hotel, and was buried at Waverly Cemetery after a large 
and spectacular funeral procession. "The funeral," wrote a Theatre representative "was the largest [this] writer has seen 
since that of Sir Henry Parkes" (1 June 1905, 17). He was survived by his second wife, Eliza (nee Sherwin, a relation of 
the "Tasmanian Nightingale," Amy Sherwin) and a daughter, Irma. Madame Caron, was herself well-known in Sydney 
musical circles as a long-established teacher of singing. She and Irma, who from an early age had appeared in theatrical 
productions in Australia, left for London in August of 1905 to follow through with Caron's wish that his daughter 
receive Continental musical training. Irma eventually entered the Dresden Conservatorium of Music, where she studied 
violin, piano and singing. Some eight years later Madame Caron and her daughter returned to Australia so that Irma 
might re-enter the theatrical profession in her home country. They are believed to have resided in Melbourne for some 
time. Irma was engaged for the Melbourne revival of the musical comedy, Stop Your Nonsense (produced by Beaumont 
Smith and Leslie Hoskins at the King's Theatre, beginning 18 December). The Age critic notes that her singing was far 
above the average for that class of work and that her appearance in any musical comedy was bound to assure ample 
success (20 Dec. 1915, 9). 
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MUSIC THEATRE WORKS: 
DJIN DJIN THE JAPANESE BOGIE-MAN  [pantomime]  Lib. Bert Royle and J.C. Williamson;  Mus. Leon Caron (1895); MATSA: QUEEN OF 
FIRE [pantomime]  Lib. Bert Royle and J.C. Williamson; Mus. Leon Caron (1896); ALI  BABA AND THE FORTY THIEVES  [pantomime]  Lib. 
Arthur H. Adams; Mus. [n/e]; Add Mus. Leon Caron, Alfred Hill and George Pack (1898);  LITTLE RED RIDING HOOD [pantomime]   Lib. 
Bernard Espinasse; Mus. Leon Caron and F.W. Weierter (1899); AUSTRALIS; OR, THE CITY OF ZERO  [pantomime]  Lib. Bernard Espinasse 
and J.C. Williamson; Mus. Leon Caron and F.W. Weierter (1900); DICK WHITTINGTON AND HIS CAT [pantomime]  Lib. William Wade; Add 
Lib. Harry Taylor; Mus. [n/e]; Orig Mus. Leon Caron (1902); MATA-MATI  [opera] Txt. [n/e]; Mus. Leon Caron (n. perf). 
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MAURICE CHENOWETH 
 
Tenor, revue producer, straight man, music teacher, composer, manager. Born Maurice Clayton 
Chenoweth on the 26 December 1881 at Aldinga, Sth Australia. Maurice Chenoweth began an 
apprenticeship as a plumber prior to becoming a Gold Medal student at the Elder Conservatorium, 
Adelaide. He later toured Australasia for five years with the Westminster Glee Club, followed by a 
lengthy engagement with West's Pictures circuit in Sth Australia. He performed with the 
Leidertaefel and Royal Philharmonic Societies, before engagements in vaudeville with James 
Brennan, Ted Holland, and J.C. Bain. Chenoweth started with Harry Clay in 1914, and later 
worked with Bert Howard before an engagement on the Fuller circuit around 1916. He later 
returned to Clay’s where he eventually worked as a theatre/circuit manager and revue producer. 
Upon Harry Clay's death Chenoweth become General Manager of the Bridge Theatre Co, holding 
that position until 1928, at which time he returned to the Fullers as one of their House Managers. 
Married to Florence Gertrude Quarrell he had two children Romney and Valmai. Maurice 
Chenoweth died aged 87 in Sydney in 1968. 
 
 One of Australia's foremost tenors between ca.1910 to 1920, Chenoweth had a sound early musical training which 
saw him gain concert platform experience. Born in South Australia to Edwin George Chenoweth, a saddler from 
Cornwall (UK), and Esther, an organist, he undertook his musical training under Myles Seharer [sic] and Frederick 
Bevan (a Professor of Singing who was educated as a chorister at All-Saints Margaret St, London). Chenoweth, who 
was also an accomplished pianist, won several scholarships as well as scoring the highest-ever points in his final 
examination (145 out of 150) to that date - 1902. He is known to have performed in The Messiah at the Exhibition Hall, 
Brisbane in December 1909 for the Brisbane Musical Union. He also appeared as Arthur Donegal in Floradora for the 
Petersham Choral Society (Jan 1910), and in Elgar's Caractacus, presented by the Royal Sydney Philharmonic Society, 
Town Hall June 1910. 
Around 1911 Chenoweth began a career in vaudeville, starting with James Brennan's and his Vaudeville Players. 
This engagement included seasons in Sydney (National Amphitheatre) and Melbourne (Gaiety Theatre), along with 
tours that included the Theatre Royal, Brisbane (c Nov. 1911). He appeared with Ted Holland's shows at the Empire 
Theatre (Bris) in 1913. The following year he undertook engagements with both J. C. Bain and Bert Howard, as well as 
an initial season with Harry Clay. Following this he worked for a period of time with the Fullers and Jacky Landow. In 
early 1915 Chenoweth took his own concert party on tour through the NSW Northern Rivers, and around the same time 
was elected to an executive position with the Australian Variety Artists Federation. Towards the end of 1916 he 
returned to Clay's. He spent the next ten years with Harry Clay, first as a tenor and occasional straight man to various 
comics. The longest of these partnerships appears to have been with Ted Tutty (ca. 1917-18). He later worked opposite 
Reg Thornton (the Kangaroosta) for a brief time.  As a singer Chenoweth also regularly performed in duos and larger 
ensembles with Harry Clay, Marshall Crosby and Arthur Morley among others. 
In 1916 Chenoweth began operating his own training college, offering a scholarship system to successful 
applicants.  He started producing revues for Harry Clay in 1917 and by 1920 was to become one of the company's 
senior managers, nightly looking after the programmes at Clay's three city venues the Gaiety, Princess and Newtown 
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Bridge Theatres from around 1922-23. After Harry Clay's death in 1925 Chenoweth became Clay's Theatres Ltd's 
General Manager. He left the company in August 1928, however, to take on the position of House Manager for the 
Fullers. He continued on in theatre management for a number of years, followed in this department by his son Romney, 
who worked for the Tivoli organisation for many years.  
        Insights from both the Theatre and Australian Variety 
suggest that Maurice Chenoweth was extremely popular within 
the industry. He was certainly highly regarded by Harry Clay, 
who described him as an extremely versatile and tireless 
worker. He is known to have written several songs, including 
the popular "Papa's Troubles" (1917). As a singer he was 
undoubtedly among the best the country produced during his 
era, being especially noted for his clear articulation. Indeed he 
and Marshall Crosby were considered the best singers on the 
Clay circuit. As the straight man to Ted Tutty, he formed one of 
the more popular double acts to have performed for Clay's, 
leading to his reputation for versatility and adaptability. 
According to the Theatre he had, by December 1917 
"developed into a particularly fine all-round vaudeville 
performer, [who] besides being always good for an enthusiastic 
recall for his well-delivered tenor songs [was also] at home on 
the stage in a multitude of other directions" (Dec. 1917, 47). 
Chenoweth was also known to have consistently broken the 
company's box office records at each of the theatres he was 
responsible for. 
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Maurice Chenoweth 
(Courtesy of Valmai Goodlet)   
 
   
 
 
FRANK M. CLARK 
 
Manager, director, comic singer, songwriter, writer. Born in Cincinnati, Ohio on 22 December 1857. 
One of Australia's leading variety managers in the 1880s and early 1890s, along with F. E. Hiscocks, 
Frank Smith, Harry Rickards and the Cogill Bros, Frank Clark is thought to have arrived in Australia 
in the early to mid-1880s. His name first appears in relation to Clark and Hyman's Red Stocking 
Company ca.1885. From 1886 onwards, however, he mostly toured his own companies - known 
variously as the Silk Stockings, All Star Novelty Co, European Celebrities, Clark's Last Sensation Co, 
Boston Ideal Co, New Folly Co and the American English Co amongst others. In the 1890s he joined 
forces with other managements briefly, including the Cogills and W. H, Speed. Clark built a solid 
reputation around the country not just as a high profile variety entrepreneur but also as a writer of 
comic songs, burlesques and farces. Arguably his most popular creation was the comedy, Muldoon's 
Picnic. Clark was mostly associated with venues such as the Victoria Hall, Melb (c 1886-88), New 
Opera House, Syd (ca. 1888-90) and Gaiety Theatre, Melb (1890-91). His last known where-abouts in 
Australia to date were around 1904-05 when he ran joint operations at Queens Hall (Syd) and Gaiety 
Theatre (Melb) around 1904-05. He moved to the USA sometime around 1910/11 to work in the film 
industry. He is known to have appeared in at least 197 films to 1938. Clark died on 10 April 1945 in 
Los Angeles. 
 
 Highly regarded by his contemporaries as a writer and producer of farces, burlesques and comic song (which he 
sometimes sang on stage himself), Frank Clark's name first emerged in Australia as a variety manager in the early 
1880s. His output of original productions was considerable during variety's boom decade, and he rivalled F. E. 
Hiscocks, Frank Smith and even Harry Rickards as Australia's premiere variety entrepreneur during that era. Famous 
for his Red Stockings and Silk Stockings companies, he was certainly Hiscocks' principle rival in so far as Melbourne 
and Sydney were concerned, with each establishing quite strong connections in those two cities, through their 
commitment to engaging the best performers available – whether they be local or from overseas. The opportunities 
made available by Clark, Hiscocks, Smith and Rickards in fact led to many imported stars staying in the country for 
years and decades, thereby helping to build a strong and dynamic local popular culture entertainment industry. 
 Although no details of his life and career prior to arriving in Australia are currently available, it is likely that he 
had been involved in the US variety industry for at least a decade. Clark was clearly an intuitive showman, however, 
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and fully realised (long before Florenz Ziegfeld's famous Follies shows) that scantily clad women, top notch comedians 
and patriotic/sentimental balladeers was what audiences wanted. He certainly never stopped trying to Australian 
audiences more of the same during his twenty or so years in the country. Clark's New Folly Company in the early 
1890s, for example, comprised some 100 artists, including "fifty handsome ladies" (A: 28 Feb. 1891, 12). A letter writer 
to the Theatre magazine in 1917 recalls Clark's entrepreneurial inventiveness, too. According to the story, Clark was 
once in Bendigo for a season at the town's Royal Princess Theatre during the town's Easter week charity carnival, and 
found a novel way to gain much needed good publicity for the cost of forty or so sixpences. According to the writer, 
J.G., while attending the carnival earlier in the day Clark bought a supply of half price tickets and distributed them to a 
crowd of children who were standing around with their parents and friends gaping open-mouthed at the fancy-attired 
performers spruiking the next session. After it "quickly got round the carnival that [Clark] had shouted the free show… 
everybody voted that he couldn't be a bad bloke, and hundreds went along to see [his] show that night just because he'd 
franked in the children at the fair" (May 1917, 42). 
 Among the host of famous engagements appearing under his banner were African-American celebrities, Charles 
Pope and Irving Sayles (both of whom shortly afterwards became stalwarts of the Rickards company, and who 
remained in the country up until their deaths); American acrobatic comedians and farce writers, Franks and Marion, and 
singer/comic, Priscilla Verne. It was Clark's line-up of Australian artists that is most impressive, however. At various 
times these included Horace Bent, Will Whitburn (later a long term Rickards performer), Slade Murray, Delohery 
Craydon and Holland, Johnny Matlock, Charles Fanning and Alf Lawton. Indeed, so confident was Clark in his position 
by 1892 that several managerial notices published in the daily newspapers saw him declare himself "the premiere 
vaudeville manager in Australia" (A: 15 Feb. 1892, 8).  
 
 
 
Frank M. Clark 
Australian Stage Annual 6 (1905), 16. 
(Courtesy of the Fryer Library, U of Qld) 
        Possibly first coming to the attention of the Australian 
public in the mid-1880s with Clark and Ryman's Red Stockings 
Company, Frank Clark went on his own in 1886 with the Silk 
Stockings Company, establishing himself at the Victoria Hall in 
Melbourne. He moved his operations to Sydney's Opera House 
in December 1887 for a season before returning to the Victoria 
Hall in Melbourne later in 1888. On his return to Sydney 
(Academy of Music) during the middle of that year Clark 
changed the name of his troupe to F. M. Clark's All Star 
Novelty Company. Around the time of his next project - F. M. 
Clark's European Celebrities (Academy of Music, Sydney) - 
Clark was also managing the Australian Waxworks in George 
Street, Sydney (opposite St Andrews). He returned to 
Melbourne, where his audience base was particularly strong, 
taking up residence at the city's Gaiety Theatre in 1890. Despite 
being rivals, F. E. Hiscocks and Clark actually managed and 
leased the Crystal Palace Rink in Sydney together for a period 
of time - with one highlight being Hamston's Circus season in 
March 1890. The effects of the depression seem to have begun 
to put increasing pressure on Clark by 1890, however. Indeed 
there were quite a few changes of name being applied to his 
troupes, perhaps in an attempt to make his companies appear 
new. His operations at that time, for example, saw the 
American English Company (Gaiety Theatre, Syd) became the 
All Star Combination and later F. M. Clark's New Folly 
Company (1890-91). He reverted back to F. M. Clark's Silk 
Stockings Company in 1892, before returning to solo 
performing engagements - perhaps the first since he took up a 
management career. 
 Although the depression seems not to have curtailed Clark's career quite so drastically as Smith and Hiscocks, the 
mid-1890s did see him downsize his operations significantly.  And while his whereabouts between 1892 and 1897 are 
yet to be established, it is likely that he continued performing for other companies - either here in Australia or perhaps 
overseas. From around 1897, however, he was sufficiently ready financially to put together a number of troupes, 
notably his Clark's All Star Company. He did still appear on occasion tour with other leading companies, though. 
During the last years of the decade Clark spent much time in Western Australia, producing melodramas such as The 
Octoroon (Theatre Royal, Perth 18 Apr. 1898) and musical comedies like A Trip to Chinatown (Bijou Theatre Perth, 
17 Sept. 1898). During this same period he joined forces with other actor/managers like Billy Speed and Charles Cogill 
to stage variety shows - and again specialising in burlesques, farces and assorted musical extravaganzas. Among the 
more notable performers to appear in his companies around this time were Martyn Hagen and Lucy Fraser, ex-patriot 
English comic, Denis Carney, W. B. Warner, touring English sketch artists, Williams and Amy Gourley, the Bovis 
brothers, George Leopold and George A. Jones (later of Jones and Lawrence, Perth's premiere local variety company 
during the late 1890s). 
 In the early years of the new century Clark returned to the east coast and set about running dual operations in 
Sydney (Queen's Hall) and Melbourne (Gaiety Theatre) around 1904/05. Although by now unable to attract the a 
  738 
 
 
continued stream of quality performers of yesteryear, Clark nevertheless managed to engage artists of the calibre of the 
Stagpooles (acrobats – the family included Alec Stagpoole, later scenic artist for Harry Clay), Harry Shine, Will 
Rollow, Kitty Lenton, Harry Carroll and  Harry Legget. The Theatre notes, too, that Clark's Folly Company belied its 
name, "for the Gaiety is nightly filled with people who testify to Mr Clark's wisdom in providing such a bright show" 
(15 May 1905, 7). Despite attracting large crowds at both venues (TT: June 1905, n. pag. and Nov. 1905, 24), Clark ran 
into trouble with the NSW Health Authority over conditions at his Sydney operations and was forced to close down in 
July 1905 (Frank Smith subsequently took over the lease and upgraded the theatre). His whereabouts between 1905 and 
1911 are unclear.  A 1905 par in the Theatre magazine's "They Say" column  hints that Clark had inherited "a goodly 
fortune from some obliging deceased relative"(15 July 1905, 8). Reports began to surface around 1914 that he had taken 
up an offer with the Sellig people to work in their film operations in the USA (Nov. 1914, 35). It appears, however, that 
he may have left Australia as early as 1910 (if not before), as his first known Hollywood movie appearances were in 
1911. The scarcity of information about Clark in the industry magazines from 1905 onwards may have possibly been 
due to a backlash within the Australian theatre industry. In this respect it appears that he abandoned his family to return 
to the USA. A benefit for his children was sponsored by Harry Rickards around 1910/1911 at his Melbourne theatre 
after their mother died.
10
 Clark's Hollywood film career was relatively successful, with 197 productions being credited 
to him.  Among his earliest films (he was occasionally billed as Frank Clark or Frank Clarke) were The Code of 
Honour, A Sacrifice to Civilisation, The Regeneration of Apache Kid and The Blacksmith's Love. His last known 
film appearance was Men with Wings (1938). Clark died at Woodland Hills, Los Angeles in 1945. 
 Although an all-round entertainer (an aspect required of most Australian minstrel performers), Frank Clark 
nevertheless specialised in rendering comic songs and writing outlandish farces. He didn't write all his own material, 
however, as some of his more popular songs are known to have been written by Lance Lenton – including "The Push" 
(a parody on "The Soldier"), "Maggie Murphy's House," his great Melbourne success, "At the Football Match," and "I 
Say Mike." Clark's original farcical comedies include: Fracas (1885), Hot Night in Balmain (1889), Wearing the 
Trousers (1898), and Marconi Outdone, Our State School and On the Tiles (all 1905), with the last one sub-titled, 
"Or, A Hot Night in Waterloo." One of the most popular and of Clark's original farces, first known to have staged in 
Australia in 1886, was Muldoon's Picnic. It was revived many times over the years by Clark as well as by other 
companies, notably the Cogills (1887, with Dan Tracey in the lead role) and Delohery, Craydon and Holland (1895). 
One particularly popular burlesque produced by Clark, which was revived by others in later years, was Horace Bent's  A 
Trip to Manly; Or, The Soapboilers' Picnic (1884), a spoof on the John F. Sheridan classic, Fun on the Bristol. 
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MARCUS CLARKE   
 
Australian dramatist, songwriter, journalist. Born Marcus Andrew Hislop Clarke in London (Eng) on 
24 April 1846. After immigrating to Australia in 1863 Clarke found employment as a journalist with 
the Argus and later the Age, Australasian and the Australian Journal. He began writing for the stage 
in 1868 while still working as a journalist. His early works were pantomimes and dramas. He 
married actress Marion Dunn in 1869 and had major success in the early 1870s with his serialised 
story His Natural Life (later published as a novel under the title For the Term of His Natural Life). 
Among his theatre works in the early 1870s were a number of sketches written especially for Harry 
Rickards. Clarke underwent the first of two bankruptcies in 1874 (the second one in 1881). He 
collaborated with dramatist R. P. Whitworth and actor John L. Hall in the late 1870s before writing 
his most controversial work, A Happy Land (1880). Clarke died on 2 August 1881 leaving behind an 
unfinished opera libretto titled Queen Venus. It was later completed by Henri Kowalski as Moustique 
and given its Australian premiere in 1889. 
 
 Regarded as perhaps the best known of Australia's early writers, Marcus Clarke was born in London (Eng) on 24 
April 1846, the only son of a Chancery lawyer, William Hislop Clarke. His mother died when he was four years old, 
and Marcus was raised by his father, who introduced him to a life of style that unfortunately his later circumstances 
would not afford. Educated at Cholmeley Grammar School, Highgate, Clarke made friends with the young Gerald 
Manley Hopkins and developed a passion for the novels of Balzac. Expecting a job in the Foreign Office he spent some 
time in France perfecting his French, but while undertaking his final year of studies in 1862, Clarke's father suffered a 
breakdown that either led to, or was the result of, financial ruin. The following year Marcus Clarke immigrated to 
Australia where he was initially taken under the wing of an uncle, James Langton Clarke, a County Court Judge at 
Ararat (Vic). He spent the first few years in Australia engaged in a variety of occupations, including that of a clerk in 
the Bank of Australasia and as a station hand on the Wimmera River, Victoria. An introduction by Dr Robert Lewis saw 
him eventually employed with the Melbourne Argus, where as a staff writer he contributed a column of topicalities 
under the heading "The Peripatetic Philosopher." This column saw Clarke's mischievous sense of humour first emerge 
                                                          
10      Unfortunately the bibliographic details for this report have been mislaid. The reference comes from handwritten notes made by this author in 
1997 while researching at the Mitchell Library (NSW). The most likely source is the Theatre magazine. 
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in print but also brought him into direct conflict with his publishers and influential personalities on a number of 
occasions. Clarke stayed with the Argus for a number of years before moving on to other papers, including the Age and 
Australasian.  It was during this period, too, that he became friends with several other influential young writers of the 
time - notably playwrights Robert Percy Whitworth, Garnet Walch and James Neild. In 1869, too, he married actress 
Marion Dunn. These associations led Clarke to try his hand at writing for the stage and over a four year period 
beginning in 1868 he produced five staged works, these being: Foul Play (1868), the pantomime Goody Two Shoes 
and Little Boy Blue (1870); Peacock Feathers (adapted from Moliere and staged in 1871); the semi-tragic drama 
Fernande (1871) which Clarke adapted from Sardou's play of the same name; and the drama Plot (1872).  
 During this period Clarke continued to work as a journalist and in 1870 he was given the editorship of the 
Australian Journal, a position that did not last long, although he remained with the journal for some two and a half 
years. His stay was primarily due to the enormous success of his serialised story, and one of the great Australian novels, 
For the Term of His Natural Life (the story was originally published as His Natural Life, and given its more well-
known title by publishers when reprinted in 1882). The success he garnered from his first attempts at writing for the 
stage gave Clarke the opportunity to write several sketches for Harry Rickards during 1872 including Perfection and 
Strolling on the Sands, in addition to the pantomime, Twinkle, Twinkle Little Star (1873). For the next five years, 
however, Clarke's theatrical output lapsed. This was to a large extent the result of his employment with the Melbourne 
Public Library, which had rigid rules of behaviour for its servants, including the earning of outside income. Clarke 
began at the Library in 1870 as Secretary to the Board of Trustees and in 1873 was appointed Sub-Librarian. He did 
continue to write, however, but was unable to contribute regular columns such as the "Peripatetic Philosopher," and was 
also required to steer clear of overt political commentary - at least under his own name. It would appear, too, that his 
hectic lifestyle, not the least being sheer overwork, led to bouts of anxiety and other related health problems in the mid-
1870s. The additional burden of debt also contributed to his poor well-being. Matters reached a head in 1874 when he 
was forced into insolvency.  
 
 
        It was not until 1878 that Clarke's next work would be staged, 
this being the musical burlesque extravaganza Alfred the Great 
(Academy of Music, Melb). His collaborative effort with R. P. 
Whitworth, an adaptation of the French comedy, Reverses, although 
written in 1876 was not staged until 1879. It is believed, however, 
that during this hiatus Clarke wrote a number of songs for various 
local performers, and may possibly have begun work on the text for a 
cantata, titled Proi, which was scored by the Italian composer Paolo 
Giorza (it was not performed, however, until 1881).  From 1878 up 
until his death from erysipelas three years later, Clarke's theatrical 
output increased steadily. His non-music theatre works from this 
period onwards include: The Moonstone: Chandrakanta, a romantic 
drama adapted from the Wilkie Collins novel; and the comedy 
Baby's Luck, co-written with actor John L. Hall (1879).  It has been 
speculated that Clarke's return to writing during the late 1870s may 
well have been the result of financial need. This situation did not 
improve for him, however, as he was again forced into bankruptcy in 
1881. The motivation to write was still there, nevertheless, as the 
works he wrote in the two years remaining before his premature 
death (including several music theatre productions), may be regarded 
as among his best. 
 
 
 
Marcus Clarke 
Theatre Jan. (1915), 3.  
(Courtesy of the Fryer Library, U of Qld)  
 
Perhaps most significant of these productions was his libretto for a satirical operetta called The Happy Land 
(1880). Banned in Victoria due to its controversial subject matter (much of it was aimed at the government of the day), 
the work stirred up much debate and returned Clarke one again to a position of public agitator. Interestingly, among the 
cast was a young would-be actor called Thomas Bent. He later gave up acting for politics and eventually becoming 
Minister for Railways and later the Victorian Premier (BC: 3 June 1905, 16). Despite the ban being enforced, evidence 
has been found which indicates that a revival was undertaken at least once in Victoria, at the beachside township of 
Frankston. This clandestine performance in 1880 was sponsored by fellow-writer Garnet Walch who chartered at his 
own expense a steamboat to carry the company to its destination. The excursion was a financial disaster for Walch and 
he soon afterwards filed for bankruptcy. Following The Happy Land Clarke had better box office success with the 
comedies, A Daughter of Eve and Forbidden Fruit both of which were staged in Melbourne in 1880. These last two 
works also starred his wife, Marion, who had returned to the stage for the first time since 1868. Upon his death on 2 
August 1881, Clarke also left an unfinished comic opera libretto titled Queen Venus. A completed version, with music 
composed by semi-resident French composer, Henri Kowalski, was given its Australian debut as Moustique in 1889 
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(Kowalski had staged the work in Brussels in 1883). In 1885, three years after Clarke's death, His Natural Life was 
adapted for the stage. More than a dozen different productions are known to have been staged up until 1913.
11
 
      Marcus Clarke's liveliest dramatic writings were pantomimes and comedies, but and as with the fate of other 
popular culture writers it is clear that his originality and humour were only appreciated by the contemporary public of 
his day. In this respect, apart from the iconic His Natural Life, Clarke's creative output, including his colourful 
journalism, has never left a lasting impression on future generations. Brian Elliot, in his entry on Clarke for the 
Australian Dictionary of Biography, notes, however, that the author's journalism in particular "still seems 
extraordinarily alive and vivid, providing a brilliant index to a very vigorous period of colonial literary life" (418). 
Nevertheless, it his great novel that has outlasted not only his other works, but also every other nineteenth-century 
Australian writer. Indeed, For the Term of His Natural Life is arguably the only work of the whole first century of 
Australian literature to be considered monumental. 
        A memorial was erected over Clarke's grave in 1898 on the seventeenth anniversary of his death. Wybert Reeve, 
who unveiled the monument, said the tribute "was the recognition of the fact that a reproach would rest upon the people 
of these colonies, as lacking intellect and intelligence, if the grave… were left to remain without some memorial" (Age 
3 Aug. 1898, 6). 
 
MUSIC THEATRE WORKS: 
GOODY TWO SHOES AND LITTLE BOY BLUE  [pantomime]  Lib. Marcus Clarke; Mus. [n/e] (1870); PERFECTION [musical sketch]  Txt. 
Marcus Clarke; Mus. [n/e] (1872); TWINKLE, TWINKLE LITTLE STAR  [pantomime]  Lib Adapt. Marcus Clarke (from John Strachan); Mus. 
[n/e] (1873);  ALFRED THE GREAT [burlesque]  Txt. Marcus Clarke; Mus. Alfred Plumton, Thomas Zeplin and Henry Keiley (1878);  THE 
HAPPY LAND  [operetta]  Lib. Marcus Clarke (from William Schwenk Gilbert and Gilbert A'Beckett); Mus. [n/e] (1880); A DAUGHTER OF EVE  
[play with music]  Txt. Marcus Clarke; Mus. [n/e] (1880); FORBIDDEN FRUIT [musical entertainment]  Txt Adapt. Marcus Clarke (from P.F.A 
Carmouche); Mus. [n/e] (1880); MOUSTIQUE (aka QUEEN VENUS) [comic opera] Lib. Marcus Clarke; Mus. Henri Kowalski (1889). 
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HARRY CLAY 
 
The following entry is an abridged version of "From Minstrel Tenor to Vaudeville Showman: Harry Clay - ''The  
Friend of the Australian Performer.'" Australasian Drama Studies 34 (1999), 11-24.  
 
Singer, actor, manager. Born at Patrick's Plains, near Singleton (NSW) on 10 May 1865. Harry Clay 
began his career in the early 1880s, and got his first big career break in 1885 with Frank Smith 
(Alhambra Music Hall, Syd). He later appeared with F. E. Hiscocks, Dan Tracey and Harry Rickards 
amongst others, and toured Queensland on numerous occasions during the 1890s. He later sent his 
own company through that state on an annual basis (1901-18) and in 1903 began operating his own 
shows around Sydney. The circuit initially included the Royal Standard Theatre (city), Masonic Hall 
(Nth Syd), and halls in Newtown, Parramatta, Ashfield and Petersham. He built and opened his own 
venue, the Bridge Theatre, at Newtown in 1913 and from 1916 operated a South-Western NSW 
circuit (ca.1916-19). He later established circuits in the Hunter Valley and Wollongong, operating at 
the height of his career no fewer than five touring companies. In 1918 he took over the lease of the 
Princess Theatre (Syd) and the following year co-managed the Gaiety Theatre (Syd) with Andy Kerr. 
He eventually took over its operations himself. Although Clay suffered a stroke in 1921 he eventually 
returned to managing his company, but died four years later on 17 February 1925. Clay's Bridge 
Theatre Ltd continued operating until 1929. The company also sent two companies through 
Queensland following Clay's death (1927 and 1929). Clay was survived by his wife, Kate 
(professionally known as Kate Henry) and daughter, Essie.  
 
 The youngest surviving child of a London-born dealer John Clay and his wife Mary, who came from the Windsor 
district of NSW, Harry Clay grew up in Newcastle from around the age of eight. At 18 he was apprenticed into the 
plastering trade, while filling his spare time playing with several amateur theatre groups. He also developed his singing 
voice through an association with the local church choirs, and later became identified with the Great Northern Variety 
Company around Newcastle. It is also known that he toured the northern rivers of NSW with an amateur minstrel troupe 
in the early 1880s. Clay is believed to have begun his professional career in late 1885 when he undertook an eighteen 
month engagement with Sydney-based entrepreneur Frank Smith (Alhambra Theatre and Sir Joseph Banks Pavilion and 
Pleasure Grounds, Botany). During the next five years or so Clay’s name is also associated with various small 
operations, including the Bondi Aquarium, Walsh and King's Minstrels, the Federal Minstrels, and the "Peoples Popular 
Concerts" held in the city's Protestant Hall.  During 1889 Clay appeared with W. J. Wilson's Anglo-American Frolics, 
                                                          
11  For the Term of His Natural Life was first filmed in 1908, followed by another in 1911. In 1927 Norman Dawes released his famous version.  
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the Great Faust Perman Combination, H. Florack's Federal Minstrels, and with F.E. Hiscocks' London Pavilion Co, a 
troupe that also included John Fuller Snr.  
 Clay gradually established a solid reputation over the next few years, playing engagements with various 
companies and donating his time for benefits to other professional theatre people. By 1891 Clay's reputation was such 
that he was offered an 18 month engagement with American entrepreneur, Dan Tracey (playing seasons in Tracey's 
Melbourne and Sydney theatres).  In 1892 he undertook two engagements with Walshe's Novelty Company (Syd), and 
played what is believed to have been his only season with Harry Rickards.  He also began taking on managerial 
positions from around this period (including that of stage manager), with several of these companies touring 
Queensland. One of these tours was the ill-fated 1893 Queensland tour with Walshe's Novelty Company, which was 
forced to close a week into its Brisbane season due to the massive flood which hit the city. Clay's engagements also 
invariably included his wife, Kate, and daughter Essie, the latter having been a performer since infancy.  Kate Clay 
more often than not worked under the stage name of Kate Henry, taking her husband’s birth name as her surname. He 
on the other hand had, by the mid 1890s, taken to using Harry rather than Henry.  
         From around 1894, and shortly after his Harry Rickards 
engagement, Clay began his long association with the Newtown 
district, taking on a managerial role at St George's Hall.  In 
1895 he again toured Queensland, with an extended season in 
Brisbane at the Gaiety Theatre around August - October, first 
for Warren's Surprise Party and later for W. A. Ball's Surprise 
Party. He also appeared on the bill of a benefit for Helen 
Gordon in October that year. In 1898 Clay undertook another 
Queensland tour, this time as a tenor and stage manager for the 
Continental Vaudeville Company. He returned the following 
year and again played a season in Brisbane, this time at the 
Theatre Royal (c Aug.). 
     In 1900 Clay and his wife and daughter made what is 
believed to have been their last tour under another company's 
banner - this being the Walter Bell Waxworks, Boer and 
London Vaudeville Company. The following year he made the 
first of 19 annual Queensland tours, with each lasting on 
average around six months. During the early years Clay's circuit 
played only the major centres, in some places up to two weeks 
at a time. He only rarely played Brisbane, however, due in part 
to the domination of Ted Holland in that city. In 1908 he also 
toured a dramatic company through Queensland, and the 
following year sent Scottish tragedian Walter Bentley on a tour 
through the same state, with the repertoire being a combination 
of Shakespeare and melodrama. In Sydney meanwhile, Clay 
cemented his status as one of the city's leading suburban 
managers, and though his circuit was relatively small in 
comparison to his later operations, it remained remarkably 
stable - at least from the second half of the decade. Initially the 
circuit comprised the Petersham, Newtown, Balmain and 
Parramatta town halls, along with the Masonic Hall at North 
Sydney and in the city, relocating in 1910 from the latter venue 
to the Standard Theatre in Castlereagh Street. The popularity of 
his Saturday evening show at that theatre saw it eventually 
called Clay's Standard Theatre. 
 
 
 
Harry Clay 
Australian Variety 23 May 1917, 1. 
(Courtesy of the Mitchell Library) 
 Around 1912 Clay formed a partnership with Harold T. Morgan (Sydney solicitor, Newtown alderman and both 
past and future Mayor) and another businessman A.R. Abbott. This company, known as the Bridge Theatre Co Pty Ltd, 
built Clay's Sydney headquarters in 1913. For the next few years Clay continued to concentrate his efforts on the Bridge 
Theatre, closing down his Sydney circuit but maintaining the Queensland tours. In 1916 Clay was ready to once again 
expand - both with his theatrical activities and his business operations. Within the year he had formed what was to 
become the largest vaudeville booking agency in the country - Harry Clay's Theatrical Enterprises and Theatrical 
Booking Offices. He then reintroduced his Sydney circuit, (including in it the Coliseum Theatre at North Sydney, which 
was to become one of his most popular venues), and was soon operating between two to four companies around a 
variety of suburbs throughout the extent of the Sydney metropolitan area. This expansion also involved a south-west 
NSW country circuit which encompassed towns from Goulburn to Albury and returning through Bathurst, Katoomba 
and Lithgow. Each company of performers would operate on a rotation system, moving from one circuit to another in 
order to offer patrons maximum variety. 
 Harry Clay's most dynamic expansion activity lasted from 1916 until 1919, at which point the Spanish Flu 
epidemic forced the closure of most public entertainment activities around the country. The closure of his Queensland 
tours and the New South Wales country circuit was most likely due, however, to the expanding competition brought 
about by the film exhibitors. Upon the reopening of the theatres after the lifting of the Flu restrictions, and with his 
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activities now free of long distance managing, Clay once again focused his attention on the Sydney circuit, and in 
particular the opportunities available in the inner city precinct. 
 Clay's later city operations are the best known of his activities. They include a highly successful association with 
the Princess Theatre at Railway Square, and the new Gaiety Theatre at the south-east corner of Hyde Park. Of the two 
theatres, it would be the larger Princess Theatre which would dominate Clay's attention, even outstripping his home 
base the Newtown Bridge Theatre. Around the same time, too, he began sending companies to Newcastle for week long 
engagements, something he was again to do in 1922, when he took over the Ike Beck Hunter circuit. In addition to this 
the company returned to Wollongong, where it apparently had established a strong audience base in the past. 
 A pattern of cyclic growth and consolidation seems to have occurred between 1919 and 1925, at which point the 
company went into crisis mode when Harry Clay died - presumably the result of poor health following his stroke in 
1921. Although he is known to have returned to work sometime in 1922, a number of reports suggest that he was far 
from his old self. A court action taken against him in 1923 by an ex-conductor is certainly seen as a further blow to his 
vitality. Despite being given a positive verdict by the judge, and supported in no uncertain terms by the industry trade 
magazines, it seems that within a year Clay had retired from the public arena. Indeed, it is reported that for the last 12 
months of his life he was seen by no one other than his small circle of intimate friends. Some three months after the 
surprise death of long time associate Jimmy Boyle, Harry Clay also died, close to midnight on the 17th February 1925. 
 Following the loss of the company's founder, producer and popular singer Maurice Chenoweth took over the role 
of Managing Director, supported by Bill Sadler (brother of entrepreneur Harry Sadler), Wally Edwards, and later on ex-
Clay's performer Stan Kerridge. The Princess Theatre was sold the same year by its owners the Fullers, forcing the 
company to open at the Sydney Hippodrome in order to keep its hold on the city audience. The Gaiety Theatre, 
however, is believed to have remained a stronghold for Clay's, as was the Bridge Theatre until the company ceased its 
theatrical operations in late 1929. In December of that year one-time Australian Variety editor Harry Kitching took over 
the lease of the Bridge Theatre, opening a season with his wife Amy Rochelle and Nat Phillips. Although Clay's 
divested itself of theatrical pursuits, it is believed to have continued operating, mainly leasing out properties such as the 
Newtown Theatre. The company is known to have stayed in business until at least the late 1960s, while the Bridge 
Theatre (now The Hub) stands as one of the few variety theatres remaining since the halcyon days of vaudeville.  
 Of the thousands of performers employed by Clay's company over its 30 years, the vast majority were either 
Australian-born or based. Some of the more recognisable of these are Roy Rene, J. C. Bain, George Sorlie and George 
Wallace. Others of note include the "Sentimental Bloke," Arthur Tauchert; one of Australia's premier principle boys 
Amy Rochelle; Vaude and Verne (patterologists); Charles Norman; Australia's premier coon singer Maud Fanning 
(sister of Charles Fanning), and her children and husband Arthur Elliot; Nellie Kolle, Arthur Morley, George Edwards, 
Bert Le Blanc, Delavale and Gilbert and  Harry Sadler... and the list goes on.  
 While Clay has been noted for his fierce loyalty to Australian artists - his role in assisting the emerging local artist 
was seen by many of the day as second to none. He was not, however, unobliging when it came to overseas artists who 
had finished their contracts with the Tivoli or Fullers' organisations. He was able to offer many of these artists extended 
stays in the country at reasonable rates of pay, and in doing so he not only raised the perceived standard of his own 
operations but helped provide invaluable professional influences for his emerging artists. 
         Perhaps Harry Clay's greatest contribution, however, was his ability to maintain his operations virtually 
continuously over at least a twenty-five year period, thereby providing reliable support to the A circuit companies. Even 
though he was forced to close down his Sydney circuit on a couple of occasions, Clay maintained his momentum by 
continuing his Queensland tours. No other vaudeville entrepreneurs other than Rickards and the Fullers were able to 
emulate this achievement. In this regard Harry Clay's role as friend and mentor to the Australian performer stands, 
perhaps, as his most significant achievement.  
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GEORGE CLUTSAM 
 
Composer, songwriter, librettist, musician. Born George Howard Clutsam in Sydney on 26 
September 1866. Clutsam moved to New Zealand with his family as a youth and published his first 
composition at age nine. He toured with several minstrel shows through Australasia and the East in 
the mid-1880s before moving to England in 1887. In London he established his reputation as an 
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accompanist and later began writing serious music compositions, notable the suite, The Green Lanes 
of England, along with numerous works for the theatrical stage. His first opera, A Love Tangle was 
staged in 1901. Clutsam also wrote a number of successful popular songs around the same period. A 
second opera, The Queen's Jester was staged in 1904, with more following over the next decade or so 
- notably A Summer Night (1910). He collaborated with several high profile librettists including Basil 
Hood, Adrian Ross and Robert Courtneidge, and composed the music for such musical 
comedies/burlesques and musical play as including Back to Blighty (1916, Gabrielle (1921) and The 
Damask Rose (1929). He scored perhaps his greatest success in 1922 with his arrangements and 
additional score for the Shubert-inspired musical play, Lilac Time, and in 1942 with Blossom Time. 
Clutsam died in London on 17 November 1951. 
 
 Described by one London critic as being musically one "of the moderns" and "a close student of Strauss and 
Debussy [whose] work revealed great mastery of orchestral possibilities and many clever touches of instrumental 
humour," George Clutsam's early life saw him exposed to and involved in many different styles of music. He is 
believed to have moved around with his parents quite often during his early years, spending periods of time in Sydney 
and Victoria before they moved to New Zealand in the late 1870s. It was in that country that Clutsam developed his 
passion for music through piano lessons and a desire to compose. An Australasian writer records in this respect that 
"Master G. Clutsam, a native of Victoria, but now of Dunedin… and who is only nine years old, has composed and 
published a piece for the pianoforte entitled "La Pluie De Printemps" (11 Oct. 1879, 647). Although the writer was 
incorrect in respect of Clutsam's age (he would have been 13 years old) it is clear that the young pianist/composer was 
already on the road to a career that would eventually see him accepted as one of the leading popular composers of 
London around the turn of the century.  
 During the mid-1880s Clutsam was engaged as a pianist with one or more minstrel troupes, and is believed to 
have toured Australia and the East, with the latter tour possibly undertaken enroute to England. Clutsam's involvement 
with minstrelsy dates back to his earlier teenage years in New Zealand when, according to the Theatre, he "conducted 
an Amateur nigger minstrel company" (Aug. 1906, 17). He arrived in England in 1887, aged just twenty-one, and 
within a few years established his reputation in London as a top level accompanist. Several reports published in the 
Sydney Morning Herald's "Musical and Dramatic Notes" record his progress. In 1895, for example, he was one the 
accompanists supporting Ada Crossley at the Queen's Hall, London (18 May 1895, 4). Later that year he was engaged 
by Viscount Cantelupe to accompany a grand concert at Bexhill, Sussex, and for which apparently half the artists were 
Australians - including flautist John Lemmone, contralto Amy Sherwin, and tenor Henry Stockwell (19 Oct. 1895, 4). 
Two years later the Herald reported: "Mr G. H. Clutsam (Australian pianist)" had sometime previously accompanied 
Sherwin and Ada Crossley (the latter by then having "long ago passed into the quiet haven of cordial acceptance by the 
English musical world") at a banquet for Sir George Turner at the Hotel Cecil (11 Sept. 1897, 4).   
 During the mid-late 1890s Clutsam also began to develop his craft as a composer, seemingly intent, at first, on 
writing serious art music rather than appealing to popular tastes. Two of his more accomplished works from around the 
turn of the century were the orchestral piece Carnival Scenes (1895) and the opera, The Queen's Jester, which he 
began writing sometime around 1902 (it was eventually staged in 1904). An earlier opera A Love Tangle is believed to 
have been produced in 1901.  Despite the amount of serious musical composition he undertook, as a composer he could 
not compete with the financial rewards that successful popular composers of the period gained, and thus during the mid 
to late 1890s Clutsam began to devote more of his time to writing songs and piano pieces. Around the same time, too, 
he began to explore a variety of non-traditional music styles, notably the music of the American Deep South. In this 
respect the melodies and rhythms he heard inspired many of the orchestral compositions and songs he wrote during the 
remainder of his career. Two of Clutsam's most successful songs from this earlier period include, for example, "My 
Curly Headed Baby"(1897) and "I Wander the Woods" (1902).   
 As a composer of both serious and light music Clutsam's reputation and competence was such that by the 
beginning of the second decade of the twentieth century he had already had several of his orchestral works performed 
by leading London orchestras. The Queen's Jester, which is known to have toured the provinces in 1905, was described 
by the English press as a "romantic comic opera" and "a work of high musical art" (qtd. in BC: 2 Dec. 1905, 12). 1905 
also saw Clutsam publish a book of songs dedicated to Madame Melba. The diva is known to have included several of 
the songs in her repertoire (BC: 23 Dec. 1905, 12).  Three further operas were also staged over the next five years or so, 
these being The Fool's Cap, (Leipsiz in 1906); A Summer Night (1910) produced during the Thomas Beecham Opera 
Comique season at His Majesty's, and later at Covent Garden; After a Thousand Years (1912); along with a musical 
masque King Harlequin (1912) which premiered in Berlin as König Harlekin.  In 1916 Clutsam collaborated with the 
composer Hubert Bath and librettist/lyricist Basil Hood to create the patriotic opera Young England, the success of 
which firmly established his reputation a specialist music theatre composer. An extensive selection of songs from this 
opera appeared on gramophone records at the time, with arguably the biggest hit being "Sweethearts and Wives."  
 The musical burlesque, Back to Blighty (also 1916), for which Clutsam co-wrote the music, was to be the first of 
a number of successful light musical comedies and musical plays he helped create. The rights for this musical comedy 
are known to have been purchased by Australian entrepreneur Hugh J. Ward in late 1922 for a possible local production 
(TT: Dec. 1922, 23). A search of Ward's theatrical activities in Melbourne (1923) and Sydney (1923/1924) has so far 
failed to locate any such production having occurred, however. The musical comedy, Gabrielle (1921), was followed in 
1922 by Clutsam's most successful collaboration, Lilac Time, which is based on a 1916 German operetta about 
composer Franz Schubert. Comprising mostly by Schubert's music (with arrangements and incidental music by Clutsam 
and Heinrich Berté) and a libretto by Adrian Ross, the musical premiered at London's Lyric Theatre in December. It 
then went on to become one of the big hits of the 1920s, playing 628 performances. Lilac Time is reported to have been 
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revived in London at least nine times up to 1942, at which time it was staged at the Stoll Theatre with Frank Titterton as 
Schubert (LT: 14 Oct. 1942, 6). Twenty years later Clutsam collaborated with several others to create the operetta 
Blossom Time (1942) which they adapted from the 1934 film version. As a film composer Clutsam wrote the scores for 
at least five British films including Blossom Time (known as April Blossoms in the USA). The others are: Mimi (1935), 
Heart's Desire (1935), Drake of England (1935) also known as Drake the Pirate (USA) and Elizabeth of England, and 
additional numbers for Big Fella (1937).  
 George Clutsam's considerable career achievements remain largely unacknowledged in Australia. His creative 
output and influence on the development of British music theatre are, however, deserving of greater recognition. His 
reputation amongst his contemporaries was certainly high. A Times critic once wrote of A Summer Night, for example: 
"there was more good music in the hour and a quarter [the opera ran] than in many works at Covent Garden which held 
the stage from eight to eleven" (qtd. in Irvin 72). The Brisbane Courier reports another London critic's opinion: "Mr 
Clutsam's scoring is pointed, fanciful to a degree, picturesque, even humorous when occasion requires, and above all 
things, it comes off" (2 Dec. 1905, 12). It is clear that George Clutsam's professional and compositional strengths lay in 
his ability to collaborate (in the true "musical" tradition). Several of his more successful productions also required that 
he re-score accompany pre-existing compositions - as with Lilac Time (Schubert) and The Damask Rose (Chopin) on 
which he collaborated with Robert and Cicely Courtneidge (1929).  It is possible that this has led to his creative role 
been down-played by critics and historians ignorant of this significant factor in the creation of popular culture music 
theatre entertainment. Evidence of this viewpoint can be seen in a Times review of the premiere of Lilac Time, which 
makes no mention his contribution (while congratulating Adrian Ross, on his adaptation of the work into English (23 
Dec 1922, 6). Nevertheless as the Pall Mall Gazette notes in its review of Summer Night, Clutsam at his best displayed 
a high degree of proficiency in his ability to write "melodious [and] harmonically fanciful [music which was] married 
throughout by a thorough and complete attention to detail," and that his "scoring [shows] an admirable knowledge of 
true effect" (25 July 1910, 4).  
 Although mostly remembered for his stage music and light classical works, Clutsam also published more than 150 
popular songs. In addition he wrote a large number of compositions for piano, along with vocal and piano arrangements 
for his stage compositions. Many of his works were published under the pseudonyms Paul Aubrey, Robert Harrington, 
H. S. Iseledon, Georges Latouyr and C. G. Mustal. Clutsam was also in demand as a composer for silent films, one of 
which was Heart's Desire (1937). Despite his reputation as a composer of stage music he never gave up serious 
composition entirely, however. A suite, The Green Lanes of England, composed in 1920, was another of his more 
acclaimed art music scores. In retrospect the neglect of Clutsam's contribution to music theatre by his home country is 
no doubt as a result of his career having been spent almost entirely overseas. Indeed, even the New Grove Dictionary of 
Music and Musicians refers to him as a "British pianist and composer" (66).  
 
* Robert Courtneidge:  1859 - 1939 [writer/librettist] A performer-turned successful manager, Robert Courtneidge's career in the theatre began 
in the early to mid 1880s. By the early 1890s his reputation as an actor, eccentric dancer and singer was such that he toured Australia as a principal 
member of the London Gaiety Burlesque Company (1892-3).  While in Sydney in 1893 Courtneidge's wife, Rosaline (née Adams), gave birth to their 
daughter, Cicely, later to become the distinguished actress Dame Cicely Courtneidge (1893-1980). Following his return to Britain Courtneidge 
"jumped from one long engagement to another" (SMH: 19 Oct. 1895, 4) before again touring Australia c 1905/6, this time with his daughter 
appearing on the stage. Courtneidge then returned to England, eventually moving into theatrical management. As a writer he collaborated with several 
leading English composers and librettists throughout the 1910s and 1920s, notably the comic opera Tom Jones (1907) with A Thompson and E. 
German. In 1929 he also collaborated with his actress daughter, Cicely Courtneidge, and George Clutsam on the musical play, The Damask Rose 
(1929). [Further Reference: Robert Courtneidge. I was an Actor Once. (1930); Cicely Courtneidge. Cicely. (1953)] 
  
* Basil Hood:  1864 – 1917 [librettist/lyricist] One of the more successful English librettists of the late nineteenth/early twentieth centuries, 
Basil Hood was the youngest son of Sir Charles Hood. He was educated at Wellington and Sandhurst, and at age 19 entered the army, eventually 
rising to the rank of captain. While still in the army he began writing for the stage, and after producing a couple of short operettas and the lyrics for 
Lionel Monckton's song, "What Will I Have to Drink?," he wrote his first full-scale musical comedy, Gentleman Joe (1895). From around 1899 to 
1903 he was associated with the Savoy Theatre, collaborating with Sir Arthur Sullivan on works such as: The Rose of Persia (1899) and Merry 
England (1901). Although largely known for his adaptations, Hood did author a reasonably successful musical comedy, The Pearl Girl (1913). 
Among his more notable works are: The French Maid, (1896); The Belle of Mayfair (1906); Gypsy Love (1912) and The Count of Luxembourg (a 
collaboration with composer, Franz Lehar) first produced by George Edwardes at Daly's Theatre, London in Jan 1912. Basil Hood died unexpectedly 
in 1917, apparently from overwork and a lack of interest in eating. 
 
MUSIC THEATRE WORKS: 
THE QUEEN'S JESTER [opera]  Lib. [n/e]; Mus. George H. Clutsam (1904);  THE FOOL'S CAP  [opera]  Lib. [n/e]; Mus. George H. Clutsam 
(1906);  A SUMMER NIGHT [opera]  Lib/Mus. George H. Clutsam (1910);  AFTER A THOUSAND YEARS  [opera]  Lib. [n/e]; Mus. George H. 
Clutsam (1912);  KING HARLEQUIN (aka KÖNIG HARLEKIN) [musical masque] Lib. Rudolf Lothar; Mus. George H. Clutsam (1912);  YOUNG 
ENGLAND  [operetta]  Lib. Basil Hood; Mus. George Clutsam and Hubert Bath (1916);  BACK TO BLIGHTY  [musical burlesque] Lib. G. Blow 
and D. Hoard; Mus. George H. Clutsam, Phillip Braham and Herbert E. Haines (1916);  GABRIELLE  [musical comedy] Lib. [n/e]; Mus. George 
H. Clutsam and A. Joyce (1921);  THE LITTLE DUCHESS  [play with music] Txt. R. Courtneidge, B. Davis and P. Greenbank; Mus. George H. 
Clutsam (1922); LILAC TIME  [play with music]  Txt Adapt. Adrian Ross (after A.M. Willner and H. Reichert); Mus. Franz Schubert; Add Mus. 
George H. Clutsam and Heinrich Berté (1922); THE DAMASK ROSE  [play with music] Txt. R. and C. Courtneidge; Mus. George H. Clutsam 
(1929); LAVENDER [musical comedy] Lib. R. Courtneidge et al; Mus. George H. Clutsam (1930);  BARBARA; OR THE BROKEN SIXPENCE  
[comic opera]  Lib. [n/e]; Mus. George H. Clutsam (1932);  BLOSSOM TIME  [operetta]  Lib. George H. Clutsam et al; Mus. George H. Clutsam 
(1942); THE POOL [melodrama with music] Lib. [n/e]; Mus. George H. Clutsam (n. yr.) 
 
FURTHER REFERENCE: 
Irvin, Eric.  Dictionary of Australian Theatre 1788-1914. (1985), 72. 
"Music and Drama."  BC: 2 Dec. (1905), 12. 
Music and Drama." SMH: 10 Sept. (1910), 4. 
Scowcroft, Philip L. "George Clutsam." NGDM: 6 (2001), 66. 
---   British Light Music: A Personal Gallery of Twentieth Century Composers. (1997). v. pags. 
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COGILL BROTHERS 
 
Comics, dancers, singers, entrepreneurs, writers, producers. Charles William Cogill and Harry 
Payon Cogill first arrived in Australia with Billy Emerson in 1885. Although the brothers were 
briefly engaged on several occasions by Williamson, Garner and Musgrove, and joined forces with 
Harry Rickards on at least three occasions, they are largely remembered for their own successful 
minstrel and burlesque company. Over the course of the late 1880s and early 1890s the Cogills set 
up operations in a number of Australian capital cities. It was arguably in Melbourne, however, that 
the pair found their greatest and most enduring support. In 1890 the Cogills' were forced into 
bankruptcy, largely the result of the depression, and subsequently undertook employment where 
they could. Within 18 months, however, they were able to return to the industry as entrepreneurs, 
opening in Sydney over Christmas 1891 with a burlesque troupe that included W. Horace Bent, 
and following that season with a return to Melbourne's St George's Hall in April the following year. 
While the extent of their operations over the next few years still requires further research, it would 
appear that they continued to operate successfully as partners up until 1896, at which time their 
careers appear to have taken different paths. Charles Cogill took up a long-term engagement with 
Harry Rickards (1896 – ca.1900), although it was not a fulltime association as he is known to have 
joined forces with Frank M. Clark in 1898 to stage shows in Perth and Fremantle. Harry Cogill in 
the meantime established his own minstrel company (known as Harry Cogills Federal Minstrels), 
employing many high-profile local artists. Around 1900 he returned from American having secured 
the rights to a number of musical comedies, which he staged under the auspices of Harry Cogill's 
Musical Comedy Company. Neither brother's movements have been established from 1901 
onwards. 
 
 Charles and Harry Cogill are representative of several established overseas performers who came to Australia in 
the 1880s during a period of activity and opportunity not seen in the county since the heady gold-rush era of the late 
1850s/early 1960s and subsequently stayed. As entrepreneurs the Cogills engaged a great number of local performers, 
and played a significant role in disseminating their knowledge beyond their own troupes, as many of these performers 
went on to carve out their own successful careers and in turn engaged and developed the next generation of performers. 
Perhaps their most significant influence, however, was in the writing, producing and staging of burlesques and farces. 
While the number of productions they are known to have written is considerable (see Appendices C and E), it may be 
surmised that they produced many more original works than has been identified. In this respect the brothers can be 
ranked alongside W. Horace Bent as the most influential Australian-based writers of music theatre works and minstrels 
farces in the late nineteenth century. As such they provided a foundation for local practice that eventually developed the 
Australian revusical.  
 The Cogill Brothers arrival in Australia with Billy Emerson's Minstrels in 1885 saw them accorded celebrity 
status virtually overnight. Indeed, the level of popularity they achieved became a powerful incentive for them to remain 
in the country. Several other members of the troupe also remained in the country either permanently of at least for a 
number of decades, with these performers being Dan Tracey, James R. Walsh, Billy King and Alf Holland. One of the 
earliest reviews of Emerson's company saw the Cogills contributions targeted among the highlights. "The second part of 
the entertainment," wrote a Sydney Morning Herald critic, embraced some clever step dancing and an amusing 
performance titled, "Dusters," given by the Cogill Brothers. Messer's Emerson and the Cogill Brothers as usual 
contributed largely towards the success of the entertainment, their efforts being vociferously applauded throughout the 
programme… [which] concluded with the "Two Black Roses," an exceedingly amusing performance by the [Cogills] in 
which they were assisted by other members of the company" (25 May 1885, 5). The Bulletin, although largely 
condescending in its attitude towards minstrelsy, saw some potential in the brothers' act. Their "Hungry Man" was 
absurdly funny," the magazine's critic writes. "Harry P. Cogill - a brother of the preceding singer - has a pleasing but 
not very powerful voice. Besides his song "A Boy's Best Friend is his Mother," is of the washy sentimental sort that 
appeals to very young and emotional people or to very old and hardened ones" (25 Apr. 1885, 9). According to the 
newspapers their standout performances by the brothers during their tour with Emerson included the musical sketch 
"Chit Chat" - with Charles as Mr Chit and Harry as Mr Chat (Gaiety Th, Syd, 11 Apr); the sketch "Leaders Of 
Fashion" (St George's Hall, Melb, 20 July); and their original plantation specialty, "Dat's My Girl" (St Geo's Hall, 31 
Oct.). In addition to his specialty turns with Harry, Charles also appeared on the corner as Mr Bones, opposite Billy 
Emerson as Mr Tambo.  The brothers were also responsible for writing a number of the company's farces. One of their 
more popular afterpieces was "Outwitted." 
 In December 1886, following Emerson's return to America, the brothers accepted an engagement with 
Williamson, Garner and Musgrove to appear in Alfred Maltby's Christmas extravaganza. Robinson Crusoe (Melb). 
While it is not yet clear whether the brothers put together their own company prior to appearing in the pantomime, 
certainly by April 1887 they were operating their own minstrel troupe. The Cogill Brothers' Minstrel and Burlesque 
Company's grand opening at the Gaiety Theatre (Syd) heralded a three year period in which the brother's success in 
Sydney and Melbourne saw them in direct competition with other leading entrepreneurs like F. E. Hiscocks, Frank 
Smith, Harry Rickards and Frank M. Clark. The troupe initially boasted the talents of such artists as Fannie Saroni, 
Harry Sullivan, George A. Jones, E. Amery, Frank Stevens, Alice Davenport and Walter Keen. Within a month the 
company also engaged Dan Tracey. The troupe's musical accompaniment was in the hands of eminent music director, 
Nicholas La Feuillade. A number of productions from their time with Emerson were revived, included "Chit Chat" (2 
Apr.), "Outwitted" (30 Apr.), and an updated version of "Dat's My Girl" - this time as "Dat's My Mudder" (28 May). 
The troupe also presented F. M. Clark's hugely popular Muldoon's Picnic" (21 May, with Dan Tracey in the lead role). 
Following their successful Sydney debut, which lasted until 2 July, the company transferred to St George's Hall, 
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Melbourne for another lengthy stay. Highlights of this season included the Cogills' original absurdities, "Smoked Out" 
(11 June), "Blunders" (25 June) and a burlesque specialty written for them, Haze-L-Kork (10 Sept.). 
 1888 and 1889 saw the Cogills continue to maintain, if not exceed the level of popularity their troupe had 
established from the opening of their Sydney season in 1887. Evidence of this can be seen by the fact that their 
Melbourne season continued well past the middle of the year. In July, too, the brothers formed a brief partnership with 
Harry Rickards, to present a season of minstrelsy and burlesque, with each company taking up half the programme. It 
was not to be the only time both managements worked together, with this joint partnership also being undertaken in 
1890 and 1892. The Cogill's company in 1888 included a number of Australian performers who would later go on to 
carve out long and successful careers in the country - notably, James Craydon, Thomas Delohery and Ted Holland. Still 
with company, too, were Alf Holland and George A. Jones. Popular burlesques staged that year included Drunk, One 
Behind; Or, Goal Kicked by Your Neighbour, Old Babble On and Our Letter Carriers (see Appendix C). In December 
1888 the brothers accepted another engagement with Williamson, Garner and Musgrove, performing in their Sinbad the 
Sailor pantomime (Theatre Royal, Melb), alongside Harry Leston and Bert Royle.  
 The brothers remained in Melbourne for the first two months of 1889, presenting several other popularly received 
burlesques - including Her Against the World (spoofing the recent Alfred Dampier version of Frank Harvey's play), 
Little Lord Funkey Boy and Marble-'Ouse Smell-Burn (another spoof, this time of Marvellous Melbourne). Following 
a brief season in Sydney (from 20 Apr.) they moved to Brisbane, taking over the lease of the city's Gaiety Theatre. 
Burlesques and farces staged around this period included the Sydney productions of "I'll Get You Something" (20 
Apr.), "Mystery" (27 Apr.), and another revival of the ever-popular Drunk (Gaiety, Bris, 30 May). By November the 
brothers were back at St George's Hall, Melbourne, where they remained until mid-1890. In May that year, too, the 
brothers once again joined with Harry Rickards for a brief time to present a dual-company entertainment.  
 It would appear that despite their popularity in Melbourne, the Cogills found the entertainment industry tough 
going as it fought to survive the depression. Although they were not alone in having their operations curtailed, they 
were certainly among the first of the leading entrepreneurs to reach this point. The Melbourne season saw them stage a 
number of new works, notably The Melbourne Salvage Corps; Or, Nathan's Big Fire (15 Mar.) and Treasures (24 
May), along with revivals of their more popular productions - including Drunk (5 Apr.) The economic difficulties being 
experienced were perhaps one reason why Harry Rickards again joined forces with the Cogills - sometime around early 
to mid-May. Although the two companies continued to operate as such at the St George's Hall, by the end of May 
Charles and Harry Cogill had applied for bankruptcy in the Melbourne Court of Insolvency (ARG: 31 May 1890, 6).  
 No record of the brothers' whereabouts over the eighteen months following June 1890 has been located at this 
stage. It would seem, however, that their insolvency was either overturned or they were able to repay their creditors as 
they were back in management with the Cogill Brothers Comedy Burlesque Company at Sydney's Garrick Theatre by 
Christmas 1891. Featuring W. Horace Bent and Fanny Saroni, the troupe opened the Sydney season with The Brook, a 
"musical, farcical, whimsical burlesque comedy in two acts," co-written or adapted by the Cogills and Horace Bent. The 
company transferred to Melbourne's St George's Hall in April the following year, opening with a burlesque of 
Bluebeard, which the Age notes was produced with the most astonishing detail (18 Apr. 1892, 6). On 20 August the 
Cogills once again teamed up with Harry Rickards, with the combined season lasting until 5 October. The overall length 
of their lease of the hall suggests that it was well attended given the economic situation still affecting the industry. This 
argument is born out by the quality of the artists engaged - notably Johnny Gilmore, Johnny Matlock, Will Whitburn, 
Slade Murray, Billy and Pearl Ackerman, and the Walhalla Brothers. Among the musical entertainments offered were 
burlesques such as Gay Paris (18 June), Si-Salem (9 July), Champagne and Oysters (6 Aug.), The Skillegens (20 
Aug.), and several Will Whitburn absurdities including one of his all-time favourites, Justice Outdone (27 Aug.).  The 
Cogills remained at St George's Hall until at least December.
12
  
  The Cogills New Minstrels Company opened at the Theatre Royal in Brisbane on 8 October 1895. The 
ctroupe comprised a number of Australian performers who would later become high profile industry practitioners; 
although at that time none were as well-known or regarded as the members of the brothers' previous companies. Later 
advertising in the Northern Miner (prior to the company's November regional Queensland tour) indicates that the troupe 
had traveled directly to Brisbane from Melbourne (14 Nov. 1895, 1). Their stay in the Victorian capital was apparently 
undertaken at the Bijou and Oxford theatres. Among the troupe for the Queensland tour were Alf Lawton and Clara 
Spencer, Tom Queen, Gus Gregory, Stella Tudor and the "Flying Meteor" Ouda. Over the course of the five week 
Brisbane season the company was strengthened by the addition of the city's own James C. Bain, who was returning after 
engagements in Melbourne and Sydney. Among the highlights of the season was a full production of Muldoon's Picnic, 
which was expanded into two acts with the addition of music and dances sequences (26 Oct.). The Brisbane Courier's 
critic records that Charles Cogill's role in their shows was very much a dominant one: 
 
Mr Charles Cogill, always a host in himself, was very much in evidence - not so much from choice as from 
necessity. Indeed, when he is on the boards an audience has few qualms about his powers of endurance. Their 
selfish, though excusable, demands are irresistible, and on Saturday evening it was only by disappearing in the 
wings that he finally escaped their clamours. His first song declared that "There are things it is not good to dwell 
upon." Some of these things are, in the authority of the song, upturned pins and soldier's ants' nests" (28 Oct. 
1895, 4). 
                                                          
12  The Cogills movements between December 1892 and 1895 have also not been established. As with many other variety companies operating at 
this time, the effects of the depression meant that economic survival required them to move about, operating on shoe-string budgets and taking 
advantage of opportunities where they lay.  
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In early November, with Wal Rockley now in the troupe, the company headed north for a regional Queensland tour 
before returning to Brisbane where they again entertained the city - this time with the addition of several other emerging 
local artists, notably the Leslie Brothers. The company remained in Brisbane possibly until early to mid February 1896, 
at which time they opened at the Opera House in Sydney. Advertising for this season indicates that the company was 
much the same as the Queensland touring party. The grand opening saw them produce the farcical comedy, Fifteen 
Shillings (22 Feb.), with Charles Cogill taking the lead role of Peter Potts, the member for Balmain. 
  It seems that the brothers eventually parted ways sometime in 1896, with Charles Cogill working the "bones" 
corner with Tom Queen on Harry Rickards Tivoli programme (see 29 Aug.). Opposite Cogill and Queen were long-time 
Rickards' stars, Irving Sayles and Charlie Pope. Cogill was also hired to write and stage farces for the company, with 
the 29 August offering being "I'm Tired." He is believed to have remained on the Rickards' circuit on a frequent basis 
up until at least early 1900 (see Appendix A for dates of known performances). That he also undertook other 
engagements during this period is evidenced by his association with Frank M. Clark in 1898 at Ye Olde Englysh Fayre, 
Fremantle (30 Apr.) and the New Pavilion Theatre, Fremantle (18 June), with both ventures being staged under the 
name Clark and Cogill's Silk Stockings Company (30 Apr.). Two of the productions staged by Clark and Cogill 
included the farce, Rehearsal, better known previously as Irish Blunders, which dated back to 1887 (30 Apr.) and The 
Coalheaver's Revenge (7 May). It appears that Cogill remained in Perth following a Rickards Tivoli Company season 
in the city and was in a position to join forces with Clark who had already been staging his own shows in Perth. Cogill 
was back with Rickards in Perth by July that year, at which time provided much of the fun in a farcical sketch called "A 
Living Tragedy" (16 July) and the following month drew attention to the current premier of the state in a number called 
"He Hasn't Been the Same Man Since" - a reference to the subject of an apparent "loan" issue (WA: 1 Aug. 1898, 4). 
By the end of the year he was back in Melbourne playing the Opera House for Rickards. The following year one of his 
more popular songs, "And a Cloud Came O'er 'is Brow" was included in Rickards' Tivoli Annual (SMH: 7 Oct. 1899, 
2). With Rickards' company he performed alongside many of the cream of Australian performers, notable Will 
Whitburn, Gus Franks, Bob Bell, Violet Elliot and J. C. Bain. 
 Although Harry Cogill's career movements are less known at this stage, his entrepreneurial career does appear to 
have lasted longer than Charles'. In 1898, while his brother was briefly involved in management with Frank M. Clark, 
Harry was operating his own company - Harry Cogill's Federal Minstrel Company (see Gaiety Th, Melb; 4 June). 
Among the high profile Australian artists engaged by Harry Cogill during his late 1890s operations were Sam Gale 
(father of Sadie Gale), the Bovis Brothers, Florrie Ranger, Pope and Sayles, and Delohery Craydon and Holland. The 
company remained at the Gaiety Theatre until at least mid-Semester 1898, presenting a largely vaudeville show 
(without advertised burlesques or farces). In 1900 Harry Cogill's New Musical Comedy Company opened at the 
Brisbane Opera House (27 Oct.) with their premiere production being A Stranger in New York. The Brisbane Courier 
describes the comedy as being similar to A Trip to Chinatown, which was also in the company's repertoire. The lead 
role of the stranger was taken by Cogill. The same preview notes that he had recently returned from America, where he 
had obtained the rights to his current shows. These other productions are said to have included: An American Heiress, 
The Girl from Frisco and Uncle's Will. He was still also presenting "Outwitted" (22 Oct.). The opening production 
review notes in respect of his performance: "Mr Harry Cogill had a great reception, and in his character… whose 
impetuous and boisterous vitality is continually getting him into and out of all sorts of scrapes, he acted capably. His 
singing was of course still more successful, "Walker's Dancing School" and "The Choir Boy" being especially well 
received" (BC: 29 Oct. 1900, 2). Cogill also staged a number of English musical comedies - notably the Adrian Ross, J. 
T. Tanner and F. Osmond Carr hit In Town (3 Nov.). The large company comprised mostly local actors, who although 
not high profile names today nevertheless were accorded largely positive reviews by the Brisbane Courier's theatre 
critic.   
 Neither of the Cogills has been identified again during the survey, and it is not known whether they remained in 
Australia or returned to America. Interestingly, Frank M. Clark presented a special presentation during one of his 1904 
Gaiety Theatre (Melb) programmes called "Faces We Miss from the Stage." With music specially composed by Walter 
Keen, the turn saw illustrated pictures of several well-known performers, including along with the Cogills, Johnny 
Matlock, John Coleman and Wilson Barrett (A: 6 Aug. 1904, 16).  
 
MUSIC THEATRE WORKS: 
THE BROOK [burlesque] Txt. Charles W. Cogill, Harry P. Cogill, W. Horace Bent; Mus. [n/e] (1891). 
 
 
 
WALTER H. COOPER  
 
Dramatist, journalist, barrister. Born Walter Hampson Cooper on 6 July 1842 in Liverpool, west of 
Sydney. Employed as a journalist during the late 1860s and early 1870s, Cooper was admitted as a 
barrister in NSW in 1875, and also made several failed attempts at entering politics during the 
1870s. He wrote one of his most acclaimed dramas, Colonial Experience, in 1868. His other works 
from this period included the pantomimes, The History of Kodadad and His Brothers (1866) and 
Harlequin Little Jack Horner (1868), along with several well-received sensation dramas, notably Sun 
and Shadow (1870), and at least one farce. His last few years were filled with turmoil and 
controversy which may well have contributed to his early death in 1880. 
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 The first Australian writer of sensation drama, ahead of George Darrell and Alfred Dampier, Walter H. Cooper 
worked at a variety of occupations in his short life. He also attempted on several occasions to enter the world of politics, 
but was unable to gain office. Cooper's early career included a period as journalist with the Queensland Guardian, 
followed by a position as parliamentary reporter for the Sydney Morning Herald (1866). He joined the Argus for a short 
period, but returned to the Herald in 1871. It was during the late 1860s that he first turned his hand to writing for the 
stage. Arguably his most successful play, the melodrama, Colonial Experience, was produced in 1868. Some of the 
other theatre works Cooper wrote and which were staged during the 1860s and early 1870s include: two pantomimes, 
The History of Kodadad and His Brothers (1866) and Harlequin Little Jack Horner (1868); a farce titled The New 
Crime; Or, 'Andsome 'Enery's Mare's Nest (1868); the sensation dramas Sun and Shadow (1870), Foiled (1871), 
Hazard; Or, Pearce Dyceton's Crime (1872); and the tragedy, Rugantino the Ruthless (1872).  
 Cooper's interest in politics led to his acquaintance with Henry Parkes, and in 1872 he found himself acting as the 
politician's agent in both the Tamworth and Liverpool Plains electorates. The following year he was appointed secretary 
to the Public Charities Commission. Cooper's desire to enter politics was thwarted soon afterwards, however, when his 
exuberance and forthright opinions put him offside with a number of sitting members. Although dissuaded by Parkes 
from contesting a seat in East Sydney during the 1874 elections, he nevertheless made a failed attempt in the Lower 
Hunter region. Despite this setback, Cooper continued to make important contributions to political debates over the next 
few years through his insightful analyses - published in both newspapers and private pamphlets. In 1874 he travelled to 
America hoping to have his plays produced there. When this did not eventuate he returned to Australia and set his sights 
on entering the legal profession. Supported financially by Parkes, he was admitted to the bar in 1875 but found himself 
in dire financial straits for sometime afterwards, unable even to repay his benefactor. Not surprisingly his relationship 
with Parkes deteriorated as a result. Although managing to maintain his political momentum by becoming vice-
president of the protectionist Political Reform League and a leading activist in the anti-Chinese agitation movement, 
within a few years his tangled domestic affairs had begun to impose a strain on both his career and personal judgment.  
 By 1877 Cooper had managed to pay some of his debts off but his decision two years later to leave his wife led to 
a bitter family dispute. At one point a fight ensued between him and his brother-in-law. The Evening News (15 February 
1879, n. pag.) described the scuffle that eventuated, reporting that a gun had been fired. Although Cooper was not 
injured, the woman with whom he was having an affair was apparently grazed in the arm. Cooper shortly afterwards 
assaulted J. H. Heaton, which led to his own arrest and a £10 fine and bond. With his personal situation on a downward 
spiral Cooper found himself destitute within a year, and was forced to sell his possessions, including all his books. 
Writing to Parkes for help, he indicated that his life had been a bitter struggle against adversity all the more potent 
'because my own hand guided its weapons and poverty, humiliation and friendlessness were my companions' (qtd Bede 
Nairn, Australian Dictionary of Biography, 1969, 455). Walter Cooper died shortly afterwards on 26 July 1880 from a 
combination of heart disease, haemorrhage and exhaustion. An obituary published in the Sydney Morning Herald two 
days later suggested that he lacked the personal qualities that would have enabled his undoubted brilliance to shine 
consistently.  
 Cooper left behind his wife, Ellen, and his six children (five sons and one daughter). One of this last plays to be 
staged during his life, Fuss; Or, A Tale of the Exhibition, is believed to have been written a year or two previously. 
Staged at the Victoria Theatre (Syd) in April 1880, this three act comedy shows Cooper's insight into human 
psychology at its best, as he delineates the characteristics of the various nationalities represented at the International 
Exhibition. 
 
MUSIC THEATRE WORKS: 
THE HISTORY OF KODADAD AND HIS BROTHERS  [pantomime]  Txt. Walter H. Cooper; Mus. various (1866); HARLEQUIN LITTLE 
JACK HORNER [pantomime]  Txt Adapt. Walter H. Cooper; Mus. [n/e] (1868). 
 
FURTHER REFERENCE: 
Cooper, Walter.  Colonial Experience.  Ed. Eric Irvine (1979). 
Nairn, Bede.  ADB:  3 (1969), 453-5. 
Williams, Margaret. Australia on the Popular Stage. (1983), 96-7. 
 
 
 
VINCE COURTNEY    
 
Songwriter, singer, revusical and pantomime actor. One of Australia's leading young variety 
songwriters to emerge during the First World War, Vince Courtney often performed with his wife, 
Eva. Both artists were engaged by most of the leading companies of the era including the Fullers and 
Harry Clay. For several years Courtney was a key member of Nat Phillips' Stiffy and Mo Revue 
Company, and contributed songs to several of Phillips' pantomimes, including The Bunyip (1916). 
Many of his songs were also written for other leading variety performers. 
 
 Billed throughout his career as "the man who sings his own songs," the earliest record of Vince Courtney's career 
found to date is in 1915 when he was engaged as a member of Arthur Morley's Revue Company. However, it appears 
that he was by then already an established performer and songwriter.  In support of this is the fact that he had been 
considered by the editors of Australian Variety's as a suitable contributor for the publication's special Christmas edition 
that year – an opportunity that would not have been offered a newcomer to the industry. Several reviews and 
advertisements during the year suggest, too, that he had been attracting considerable attention with his songs. One critic 
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wrote, for example, that Courtney's song, "Our Flag Shall Never Come Down," is "about the best of its kind now on the 
halls, and if published ought to bring in good profits for the composer" (AV: 10 Feb. 1915, n. pag.).  
 In 1916 Courtney appeared in the picnic scene of the play Factory 'Ands, while at the same time continuing to 
extend his popularity as a vaudeville artist. His turns around this period generally involved two or three of his own 
songs and a recitation. One of his most popular numbers was "Pop Goes the Kaiser." By this stage Courtney was being 
engaged by several of Sydney's leading B circuit managers, including Harry Clay. He is known to have appeared, for 
instance, in the Clay produced revusical A Night in Paris (ca. Nov.) along with his wife Eva. The Theatre notes in 
relation to one of his performances for Clay that "Mr Courtney - in the first half, and again in the second - sang patriotic 
songs of his own composition, clearly and nicely. His first number had a fine swing in it; and in the second half he 
spiritedly defended "Me Brother Wot Stayed at Home" (by Tom Skeyhill) - the point being that family obligations, in 
many cases, prevented some of the sons from going to the front." (Mar. 1916, 45).  The lyrics to this were later printed 
in Australian Variety (29 Dec., n. pag.). Courtney's rising profile also led in turn to him being offered a role in the 
Fuller's 1916 pantomime The Bunyip, and for which he contributed several original songs - "The Corroboree Rag," 
(sung by Peter Brooks), "Kewpie Doll," and "Chinee Girl" (aka "My Little Chinee Girl"). The two latter numbers were 
performed by Courtney himself. Both songs were published by W. J. Deane, as were most of his compositions. 
Courtney portrayed the character, Ah Fat, in the production.   
 In 1916, too, Courtney was invited into The Chasers, a theatrical social gathering instigated by associates of 
Australian Variety. Those known to have associated with the group over the course of its life included high profile 
variety theatre industry professionals such as Martin C. Brennan and Andy Kerr (Australian Variety editor and manager 
respectively), Charlie Vaude, Fred Bluett, Jack Kearns and Harry Clay. Not long after joining Courtney began 
contributing articles to Australian Variety under the title "With the Chasers." Many of the pieces were written in verse. 
He was also for a time a spokesman for Hean's Tonic commissioned to write for other performers. Some of the more 
high profile performers who utilised his talent during their careers were: Nellie Kolle ("Come Back and Mend Your 
Broken Doll," ca. 1917), Dan Thomas, the Phillip Sisters, Billy Watson, Ted Stanley and Tom Dawson. 
 
 
 
Vince Courtney 
Australian Variety 9 Feb. 1916, n. pag. 
(Courtesy of the Mitchell Library, State 
Library of NSW) 
        Although a noted performer in his own right, Courtney was often 
accompanied on stage by his wife, who is believed to have begun 
working with him from at least around 1915. By the end of 1919, the 
Courtney's had been  performing in revue and pantomime for the Fuller's 
organisation for three years, with much of this time involving tours 
throughout Australia and New Zealand as part of Nat Phillips' Stiffy and 
Mo company. During those three years Courtney contributed a number 
of songs to the Fullers' pantomimes, including "My Home" (Babes in 
the Wood, 1918), and "The Silver in my Mother's Hair" and "Mexico" 
(Cinderella, 1919). Reviews of the latter production tend to suggest that 
his songs were two of the musical highlights of the evening.  Indeed, in 
commenting on Courtney's role as Pickles (Cinderella), a Theatre critic 
writes: "He has earned a unique position for himself in the Fuller's 
pantos - that of appearing from year to year largely for the purpose of 
being heard in a number of his own compositions" (Jan. 1920, 23).  
      In March 1920 the couple made a long awaited return to vaudeville, 
under the Fuller's regime, and performed all their successful hits to that 
date, including the numbers from Bunyip, Babes in the Wood and 
Cinderellas. By the end of the year, however, Vince Courtney was back 
in pantomime, contributing songs for the Fullers Bluebeard production. 
An Australian Variety critic made the observation that Courtney was 
"the best-selling songwriter in Australia [and that] his melodies are good 
and the words catchy" (19 Nov. 1920, 5). This claim is supported by an 
Everyone's article on Courtney published in 1921. "Vince Courtney," the 
reviewer writes, "has written more best-sellers than any other writer in 
Australia" (14 Sept. 1921, 15. 
 In 1924 Courtney appeared with comedian, Charlie Vaude, in the latter's revue, Cranking Up, and was once more 
on the Clay circuit around the end of the year. In September 1925 he and Eva were back performing on "Fuller time," 
presenting "a song, dance and story offering dressed a la fashion-plate." According the Theatre's vaudeville critic "a 
feature of the act was that the couple used their own material, for Vince is a past-master at writing anything from 
pantomime to a gag. The turn will improve with time, and become one of the best on the Fuller circuit" (Oct. 1925, 14). 
By December that year Courtney was again called on to play Ah Fat in the Fuller's Christmas revival of The Bunyip at 
the Hippodrome (Syd). The production also included at least one of his own compositions, "Grey Hair, Grey Eyes."  
 More than twenty of Vince Courtney's published songs are entered on the AustLit online database, including: "My 
Chinee Girl," "The Cold North Sea," "Isobel" (foxtrot), "She was like the Blue in Heaven," "That Little Home Among 
the Hills," "There Never was a Love Like Mother's Love," "Beautiful is My Old Lady," "Our Flag Never Shall Come 
Down," "Boggabri," "Corroboree Rag," "When I was One Year Old," "Come Back and Mend Your Broken Doll," "My 
Home," The Silver in My Mother's Hair," "Mexico," Au Revoir Honolulu," "Back to Viginia," Through the Sin of a 
Son," Jane O'Hara," "Give Me Real Hawaiian" and "Dear Old Mother Macree."  
  750 
 
 
 
MUSIC THEATRE WORKS: 
THE BUNYIP  [pantomime]  Lib/Lyr. Ella Airlie, with Nat Phillips; Mus. Ella Airlie and Dr Herbert de Pinna; Add Mus/Lyr incl. Vince Courtney 
(1916);  THE BABES IN THE WOOD [pantomime] Lib. Nat Phillips; Mus/Lyr. incl. Vince Courtney (1918);  CINDERELLA [pantomime] Lib. Nat 
Phillips; Mus/Lyr. incl. W. Hamilton Webber and Vince Courtney (1919); BLUEBEARD  [pantomime] Lib. Nat Phillips; Mus/Lyr. incl. Vince 
Courtney (1920); CRANKING UP  [revusical]  Txt. Charles Vaude et al; Mus incl. Vince Courtney (1924). 
 
FURTHER REFERENCE: 
AustLit: The Resource for Australian Literature.      Incl links to digital copies available on the internet.          
"Harry Clay Co, The."  TT: Mar. (1916), 45.      [rnib] 
 
 
 
W. J. CURTIS    
 
Librettist, actor, lawyer. William James Curtis started his working career as a lawyer and undertook 
amateur acting on the side. His first known professional engagement was in a Philip Lytton 
production in 1905. He later collaborated with composer W. Arundel Orchard on at least two comic 
operas, The Coquette (1905) and The Emperor (1906). Several of his plays were also staged by the the 
Stanley McKay-led Sydney Muffs amateur theatre company, and he and Orchard worked together 
again on the cantata, Ulla the Boatman (ca.1912). Curtis later became a K.C. and is known to have 
been a shareholder and board member of Tivoli Theatres Ltd during the mid-late 1920s. 
 
 Although little is yet known about W. J. Curtis, it has been established that he was a lawyer whose passion for the 
theatre saw him become both an amateur actor and theatrical writer of some considerable ability. The Theatre magazine 
noted, for example, that as Bronson Pere in the Players Theatre Company season of The Belle of New York (Syd, ca. 
Mar. 1905), produced by Philip Lytton, Curtis "brought out all the dry humour of the past and 'Praps' was given in a 
manner which was quite up to the standard of the professional stage" (1 Apr. 1905, 13).  The same magazine, writing in 
advance of the Curtis/Orchard production of The Emperor in 1906, also refers to the young librettist as a man "whose 
pen is never idle in regard to writing for the stage" (Sept. 1906, 6).  
 The first work known to have come from Curtis's pen and to have been staged was The Coquette (1905), co-
written with John I. Hunt to a score by W. Arundel Orchard. The following year his comedy The Amateur Burglar was 
produced under the auspices of Stanley McKay and the Sydney Muffs over two nights at the Criterion (Syd) beginning 
1 August. This was in fact a dramatised adaptation of W. W. Jacobs' short story The Bosun's Mate. The Sydney 
Morning Herald notes: "whist the general outline of the original story and the trend of the dialogue have been followed, 
the two days action has been limited for the sake of dramatic unity to a few minutes… [and thus] cleverly condensed so 
as to form a curtain-raiser which professional companies should hereafter find of much service" (2 Aug. 1906, 9). Later 
that same year his second collaboration with Orchard, The Emperor brought the pair much critical praise, and a more 
than respectable one-month season, when they produced the work themselves at Sydney's Palace Theatre (on a meagre 
budget of some four to five hundred pounds).   
        Curtis's talent as a librettist was at least recognised by some critics, 
an aspect often missing from reviews of the work of other local authors, 
both professional and amateur. A review of his narrative construction for 
The Emperor suggested, for example that Orchard's "captivating music" 
was scored to a "well defined… genuinely witty [and] amusingly 
effective plot." The same critic went on further to record that "Mr Curtis 
has written some excellent lyrics, and his dialogue is bright and pungent, 
and in the second act the lines on "life," previous to the quintet, have a 
sound philosophical ring, that shows that the author is a keen observer of 
human nature." (TT: 1 Dec. 1906, 12).  
 Sometime around 1912 Curtis and Orchard collaborated on another 
musical work, this being the cantata Uller, the Bowman. Although first 
staged in Australia for the opening concert of the Royal Victorian 
Liedertafel in early 1913, the work had been published the previous year 
in London by Laudy and Co. A Sydney Morning Herald music and 
drama critic, in writing about the lack of due recognition paid to "the 
Australian worker in musical art," said of their effort: "it is worth a good 
many of the customary 'tuneful' cantatas which so frequently have 
acceptance, and for no reason other than they come from England." 
Concerning the work itself, the critic wrote: 
 
 
W. J. Curtis 
Theatre Nov. 1906, 7 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
"Mr Curtis has written an uncommonly good poem, in which the old Norse battleground of the gods 
and the giants is deftly and gracefully exploited… [while] Mr Orchard's music… has music vigour 
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and picturesqueness where the descriptive passages are called for, while the love episodes of Scardi is 
handled with much feeling" (SMH: 1 Feb. 1913, 6).  
 
The cantata's second performance in Australia was in Sydney in July of 1913, performed by the Sydney Liedertafel. 
The only other known work by Curtis is the opera, Dorian Gray, based on Oscar Wilde's novel. Although the 
libretto appears to have been completed in 1919, and the second act presented as a concert version that year at the 
Conservatorium of Music, Sydney (11 Sept.), no staged version of the full work appears to have been undertaken. 
Orchard also does not mention the work in his autobiography, suggesting that the score remains unfinished.  
 
MUSIC THEATRE WORKS: 
THE COQUETTE  [comic opera]  Lib. W.J. Curtis and John I. Hunt; Mus. W. Arundel Orchard (1905);  THE EMPEROR  [comic opera]  Lib. W.J. 
Curtis; Mus. W. Arundel Orchard (1906); DORIAN GRAY  [opera]  Lib. W. J. Curtis; Mus. W. Arundell Orchard (1919, incomplete). 
 
FURTHER REFERENCE: 
"Music and Drama."  SMH: 6 Sept. (1919), 8. 
"Sydney Muffs at the Criterion, The."  SMH: 2 Aug. (1906), 9. 
TT: 1 Sept. (1905), 12.   Photograph. 
 
 
 
ALFRED DAMPIER 
  
Dramatist, actor, manager, director, producer. Born at Horsham (Sussex, Eng) on 28 Feb. 1847.  A 
member of Henry Irving's company in England in the mid-1860s, Alfred Dampier first toured 
Australia in 1873 for Henry Harwood and George Coppin. He soon afterwards he formed his own 
company and subsequently based himself in Australia and New Zealand, initially specialising in 
Shakespeare. He later broadened his repertoire, and performed in many productions with his wife, 
Katherine and daughters, Rose and Lily. Tours of America and the United Kingdom ca. 1878 met 
with little success and he returned to Australia where he later staged such significant Australian 
works as For the Term of His Natural Life (1886), Robbery under Arms (1890), and The Miner's Rights 
(1891). A number of his most popular melodramas were written in collaboration with Garnet Walch. 
Dampier's music theatre works include Helen's Babies (1877) and several adaptations of Uncle Tom's 
Cabin (1879, 1886). His melodrama Marvellous Melbourne (1889) also contained a significant amount 
of music. Dampier died in 1908. 
 
 Alfred Dampier began his working career in a barrister's office, having completed his education at Charterhouse 
School, England. After dabbling with local amateur productions he eventually decided against a legal career and turned 
instead to the professional stage. One of his earliest known engagements was with a Manchester-based theatre company 
headed by Henry Irving. After Irving left for London in 1866 Dampier became its leading actor. A short while later, 
however, he also made the move to the English capital and set about developing his craft there. He eventually graduated 
to lead actor status and was subsequently invited to visit Australia in 1873 by Henry R. Harwood and George Coppin. 
He made his Australian debut later that year in his own adaptation of Faust and Marguerite (Theatre Royal, Melbourne) 
and soon afterwards formed a company made up of mostly local actors. The decision by Dampier to concentrate his 
efforts in Australia would, over the next three decades, see his organisation become not only one of the leading 
theatrical troupes operating in the antipodes, but also make his name a household one.  
 Dampier's reputation as a Shakespearian actor gave him the opportunity to mount numerous productions of the 
bard's works throughout the colonies over the next few years (although none fared as well as his later melodramas - the 
theatrical enterprises that in fact became his trademark). The success he garnered in Australia and New Zealand during 
the mid-1870s saw him attempt to reproduce similar results in America in 1878, but the tour did not ignite much 
interest. He returned to Australia for a period, before trying his luck on several tours through the United Kingdom. After 
failing to establish himself in Britain he eventually returned to Australia, where between 1880 and 1885 he alternated 
Sydney and Melbourne with occasional regional tours. During this time he also began to develop his own writing craft. 
His most significant collaborations were with playwrights like F. R. C. Hopkins and journalist John Stanley James (aka 
Julian Thomas / "Vagabond"). Another of his successes from this period of his career, too, was The Flying Dutchman 
(aka the Phantom Ship) written by his wife Katherine (nee Russell). It was first staged in 1880. 
 For some three years beginning in 1885, Dampier settled in to an almost continuous season in Sydney, first at the 
Gaiety Theatre and later at the Royal Standard Theatre in Castlereagh Street. Some of his earlier debut productions 
included his own drama Under the Southern Cross (1885); a collaborative adaptation with John F. Sheridan of Uncle 
Tom's Cabin (1886); F. R. C. Hopkins' All for Gold (1886); and another original work, Our Emily (1886). This period 
in Sydney also saw Dampier strive more and more to promote Australian drama and Australian stories – not just his 
own works but also those by other local playwrights. His strategy paid off almost immediately when he scored a 
significant hit with For the Term of His Natural Life (1886) which he co-adapted with Thomas Somers from Marcus 
Clarke's novel. Dampier also organised a play competition as part of country's centennial celebrations, staging the 
winning entry, John Perry's The Life and Death of Captain Cook, on 28 January 1888.  
 At the end of 1888 Dampier moved his operations to the Alexandra Theatre, Melbourne. It was there, and in 
collaboration with Garnet Walch, that he wrote a string of original melodramas that effectively placed him among the 
most important and influential dramatist/actor/managers in Australian theatre history. These works included Marvellous 
Melbourne, which they co-wrote with J. H. Wrangham and Thomas Somers in 1889. The first of the Dampier/Walch 
melodramas, however, was The Count of Monte Cristo (1890). This was followed shortly afterwards by a hugely 
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popular adaptation of Rolfe Boldrewood's Robbery under Arms (1890), then For Love and Life (q.v., 1890), The 
Miner's Right (1891), The Scout (1891), The Trapper (1891), This Great City (1891), Wilful Murder (1892) and Help 
One Another (1892). Dampier also produced Walch's Jack the Giant Killer in 1891.   
 As with many of his theatrical contemporaries the depression had a drastic impact on Dampier's financial 
resources. He was eventually forced to close his Melbourne season in 1892 and attempted to address the situation by 
mounting a tour of New Zealand. This proved a disaster, however, and he subsequently entered into a brief period of 
insolvency. His initial reaction to this situation was to return to England, but he fared no better than the last time. Even 
his production of Robbery under Arms at the Princess Theatre failed to attract much positive attention from the London 
critics, although his acting was given much praise. 
 By now resigned to the fact that Australia still held the most promise for him, Dampier returned in 1894 and set 
about trying to re-establish his somewhat tarnished reputation. The task was by no means easy. Victoria remained a 
difficult place for him to tour for several years (due primarily to the fact that he had been declared bankrupt in that 
state), and while the rest of the country was supportive, the theatre industry continued to struggle throughout the 
remainder of the decade in an economic environment shattered by the depression. Added to these problems was a 
scandal concerning Lily Dampier's private life, and frequent health problems that he (and his wife) endured throughout 
their later years. Despite these problems Dampier managed to claw his way back to the position he had commanded at 
the peak of his career in the late 1880s, a factor that undoubtedly endeared him to both the critics and public alike 
during the remainder of his professional life. Indeed, Richard Fotheringham notes that during this period Dampier came 
to be regarded as a courtly gentleman and scholarly actor, who although not challenging the operations of the more 
prosperous operations of J. C. Williamson, William Anderson and Bland Holt was nevertheless a sentimental favourite 
of the Australian stage at that time (180).  
 Alfred Dampier died in Sydney on 23 May 1908 of a brain haemorrhage. He left behind his wife, Katherine, who 
as an actress had played a significant role in his career, his two daughters and a son, the actor Alfred Dampier Jnr (aka 
Fred). Lily Dampier and her husband Alfred Rolfe adapted several of Dampier's scripts for early Australian films. He 
also left behind a significant legacy of achievement. His role in helping develop both an Australian theatrical tradition 
and the industry itself certainly cannot be questioned. Later prominent actor/writers like Bert Baily and Edmund 
Duggan are known to have acknowledged his influence on their early careers. In addition, many leading actors of the 
era found employment with him for extended periods of time, and in turn passed on their experiences to other actors - 
whether as peers or as pedagogues. Such actors include: Harry Leston, Harry W. Emmet, Lachlan McGowan, Carrie 
Bilton, Harry Sefton, J. R. Greville, Harry Stoneham and J. B. Atholwood (father of actress Sybil Atholwood). 
 
MUSIC THEATRE WORKS: 
HELEN'S BABIES [play with music]  Txt Adapt. Garnet Walch (from J. Habberton); Mus. [n/e]. (1877); UNCLE TOM'S CABIN [play with music] 
Txt Adapt. Alfred Dampier (from Harriett Beecher Stowe); Mus. [n/e] (1879);  UNCLE TOM'S CABIN [play with music] Txt Adapt. Alfred Dampier 
and John F. Sheridan (from Harriett Beecher Stowe); Mus. Herbert Percy [aka Percy H. Kehoe] and Prof. Miller (1886).  
   
FURTHER REFERENCE: 
Fotheringham, Richard. CTTA: (1995), 180. 
Irvin, Eric. Australian Melodrama: Eighty Years of Popular Theatre (1981), 60-77. 
Obituary.  SMH: 25 May (1908), 6.   
Porter, Hal. Stars of the Australian Stage and Screen. (1965), v. pags. 
Rees, Leslie.  Towards an Australian Drama. (1953), 16-17, 22-8. 
Rickard, John.  "Alfred Dampier" ADB: 4 (1972), 13. 
---   "Alfred Dampier: An Actor-Manager in the 'Land of Romance.'"  K: 3 (1973): 44-57. 
Williams, Margaret.  Australia on the Popular Stage. (1983), 133-8. 
 
 
 
GEORGE DARRELL 
 
Dramatist, actor, director. Born George Frederick Price on 11 December 1841 in Bath (Somerset, 
Eng). Darrell's first notable stage appearances in Australia were with Fanny Simonsen in the late 
1860s (as a singer) and as a juvenile actor with Walter Montgomery (later becoming a company's 
lead). He began writing his own works in the early 1870s, notably the drama Man and Wife (1871) 
and several musical works including the sketch, The Darrells At Home and the musical play 
Matrimonial Manoeuvres, which he performed with his wife Fanny Cathcart. The author of more than 
thirty plays, Darrell is best known for such works as Transported for Life (1876), Back from the Grave 
(1878), The Naked Truth (1883), The Sunny South (1883), The Squatter (1885) and The Soggarth 
(1886). Occasionally provided lyrics for songs used in his plays. He last appeared on the stage as an 
actor in 1916. Darrell committed suicide in 1921 aged 80 years. 
  
 The son of a prominent Bath (England) brewer, George Darrell first arrived in Australia around 1865 after having 
run away from home whilst in his teens. Following a brief spell in Melbourne he spent the next few years fossicking for 
gold in New Zealand before returning to Australia. It was during this time that he learned the art of engraving and 
performed in local amateur theatrical productions. Darrell's first theatrical success came through Mde. Fanny Simonsen 
who engaged him to sing secondary roles in grand opera. One such part was Prince Paul in The Grand Duchess. In 
1869 he took on the juvenile lead opposite Walter Montgomery during the famous actor's Melbourne season. Around 
this time Darrell married Fanny Cathcart, the widow of actor Robert Heir, who had come to Australia in 1863 with 
Charles Kean. The union was to prove a successful one, both personally and professionally, and Darrell soon rose to 
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prominence as a lead actor in his own right, and as a principal cast member for several overseas companies touring the 
country.  
 George Darrell's career as a dramatist began around the late 1860s/early 1870s. One of earliest works was an 
adaptation of the drama Man and Wife (1871). In 1872 he became lessee and director of the old Victoria Theatre, and 
engaged a company of actors, among them George P. Carey and Maggie Oliver. He also toured throughout Australia 
presenting combinations of plays and musical entertainments, several of which were his own creations. Among these 
early works were the musical sketch The Darrell's at Home and a play with music, Matrimonial Manoeuvres. Between 
1872 and his retirement some thirty-five years later, George Darrell wrote and produced no less than 23 original plays 
and ten dramatisations of existing stories. Interestingly, his early works (at least up to 1876) seldom attempted to tackle 
Australian subjects. Thus it was not until Transported for Life (1876), first staged in New Zealand some two years after 
Darrell had returned to the antipodes from an American tour, that local characters and situations become pivotal to his 
narratives. His first season in Australia in 1877 (which followed the tour of New Zealand) also saw him present a 
revival of an earlier work The Trump Card (1874). Darrell simply changed the narrative from America to Sydney (for 
the Sydney season) and to Melbourne (when he played there in 1880).  
 In 1878 Darrell produced Back from the Grave, a melodrama which had its plot based on spiritualism and was set 
almost entirely in England. This was followed in 1879 by the war melodrama The Forlorn Hope; Or, A Tale of 
Tomorrow. Margaret Williams suggests that this last work finally saw Darrell come into his own as an Australian 
playwright (120). The Naked Truth, an emotional drama staged in 1883 with a small amount of musical performance, 
was followed that same year with his most acclaimed work The Sunny South. Regarded as one of the most important 
Australian plays of the late nineteenth century, it had long seasons in Melbourne and Sydney before touring throughout 
most of Australia. It was also produced in London in 1884 and later in America. Darrell is said to have played the role 
of Mat Morley at least 940 times. Among his other successful dramas, too, were: The Squatter, which included the 
George Darrell/David Cope composition "The Passion Song Waltz" (1885); The Soggarth, a play with incidental music 
composed by Walter J. Rice (1886); another play The New Rush (1886); a dramatisation of Nat Gould's novel The 
Double Event (1893); and one of his final productions The Land of Gold (1907).  
 George Darrell's last appearance in public was in 1916 when, at age seventy-five, he "declaimed with surprising 
spirit his own well-turned lyrics 'Around the Dardanelles,' and Tennyson's 'The Charge of the Light Brigade,'" at the 
George Marlow-run Shakespeare Tercentenary Festival (GR: Feb. 1921, 12). His last few years were spent at Roslyn 
Gardens (Sydney). On Thursday 27 January 1921 Darrell left a note in his room telling his friends he was going on a 
long voyage. The following day his body was washed up on Dee Why Beach on Sydney's north shore.  
 
MUSIC THEATRE WORKS: 
THE DARRELLS AT HOME  [musical sketch]  Txt. George Darrell; Mus. [n/e] (1872);  MATRIMONIAL MANOEUVRES  [play with music] 
Txt. George Darrell; Mus. [n/e] (1872). 
   
FURTHER REFERENCE: 
Fotheringham, Richard. Sport in Australia. (1992), v. pags.         
"George Darrell: Veteran Actor Passes."  GR: Feb. (1921), 12. 
"In the World of Music and Drama." SYM: 2 Feb. (1921), 14.      [rnib] 
Irvin, Eric.  Australian Melodrama: EightyYears of Popular Theatre. (1981), v. pags.      
---   Gentleman George - King of Melodrama. (1980). 
---   "George Darrell, an Ambitious Dramatist." Q: May (1976), 39-45. 
Williams, Margaret.  Australian on the Popular Stage. (1983), 117-29. 
 
 
 
C. J. DE GARIS 
 
Librettist, farmer, businessman, publicist, author. Born Clement John De Garis in Melbourne on 22 
November 1884. Born into a fruit farming family, C. J. De Garis's early career was as a 
businessman. His interest in the arts saw him collaborate with Reginald Stoneham on the musical 
comedy F. F. F. (1920) and he later wrote and published several short stories, a novel and an 
autobiography, Victories of Failure (1925). Charged with fraud but exonerated in the mid-1920s, De 
Garis committed suicide in 1926. 
  
      The eldest son of a Mildura (Vic) businessman, Elisha De Garis, C. J. De Garis was exempted from school at a very 
early age in order to help out with his father's struggling business, and by fourteen had saved enough money to pay his 
own fees for two years at Melbourne's Wesley College. At seventeen he returned to his family's business and was 
instructed to maintain the current sales figures. Within eighteen months he had tripled them, and soon afterwards went 
into business for himself. During a difficult period for the industry in 1919, De Garis took over the role of publicity 
manager for the Australian Dried Fruit Association, mounting a nationwide marketing campaign along American lines. 
In this respect he exploited anything and everything to increase sales, even suggesting the benefits of dried fruits as a 
means of combating the Spanish influenza epidemic. In 1920 he purchased 47,325 acres around Kendenup, WA for 
subdivision. Part of the operation was to irrigate the land, and he is said to have built cottages for some 80 employees 
undertaking this work. De Garis also provided the small community with a school, library and entertainment centre. 
       It was around this same period that De Garis, who saw himself as a patron of the arts (having launched a Great 
Australian Novel competition), decided to try his hand at writing for the stage. In collaboration with composer Reginald 
A. A. Stoneham, he wrote the libretto for a musical comedy, F. F .F., which premiered in Adelaide in 1920. 
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Unfortunately the musical's credibility, and the possibility of a successful Australian tour, was hampered by the public's 
scepticism over the premiere's timing, which coincided with an advertising campaign for Sunraysed fruits. Following 
the Adelaide season F. F. F. was staged in Perth and Melbourne. A proposed Sydney production never eventuated due 
to financial difficulties. Despite the failure of the show, it did at least provide two hits songs, "Murray Moon," and 
"Sleepy Seas."  
        De Garis later published several short stories, a war drama 
Ambition Run Mad (1941) and a largely autobiographical novel 
Victories of Failure (1925). The book came out some two years after 
his company was forced into liquidation. His later years saw him 
become a "colourful" and infamous figure, as his extravagant tastes 
and reckless nature took control of his better judgment. He was on one 
hand seen as a man of the people when he exposed an American fraud 
who had attempted to swindle the Mildura community, while on the 
other hand he too was charged with fraud after a financial scheme to 
raise a quarter of a million pounds failed. Although exonerated by a 
Royal Commission he found his reputation deeply tarnished by the 
affair. He attempted to re-ignite his financial position but his mental 
health by this time had become rather unstable. In late December 1924 
following another business failure he passed a valueless cheque which 
led to police action. De Garis subsequently faked his own death by 
making it look as if he had drowned. After an intensive investigation 
police decided that he not done so and subsequently issued an 
Australia-wide warrant for his arrest. It was soon discovered that he 
had for several days been residing at Mortlake under the name Leslie. 
When a man answering his description was seen travelling steerage 
under that name on a steamer bound for New Zealand, Auckland 
police were asked to board the ship when in docked. He was brought 
back to Australia to face court but was once again acquitted. However, 
his sense of failure was too much by this stage and in a state of 
depression and delusion he gassed himself to death on 17 August 1926 
at his Mornington (Vic) home. 
 
MUSIC THEATRE WORKS: 
 
 
C. J. De Garis 
Green Room Sept. (1920), 18. 
(Courtesy of the Fryer Library, U of Qld) 
F.F.F.  Lib. C.J. De Garis; Mus. Reginald A.A. Stoneham (1920). 
 
FURTHER REFERENCE: 
"Big Stunt, The."  GR: May (1919), 18, 19. [rnib] 
"De Garis Mystery: Latest Maheno Development - Detectives Await Boat's Arrival." A: 12 Jan. (1925), 9. 
McCalman, Janet. ADB: 8 (1966), 269-70. 
"Results of Sunraysed Polititical Non-Party Planks."  GR: Apr. (1921), 27.   Advert.    
"Sunraysed Pictures." GR: July (1919), 10. [rnib] 
 
 
 
CHARLES DELAVALE 
 
Comic, eccentric dancer, revue and pantomime actor, producer, manager. Often referred to as "Ike" 
(the name of his most popular revusical character), Charles Delavale established himself initially as a 
solo performer before teaming up with Elvie Stagpoole, and whom he married in 1920. As Delavale 
and Stagpoole they were engaged by Walter George Revue Company in 1921. Delavale was associated 
with most major vaudeville organisations throughout the 1920s including Harry Clay's and the 
Fullers. By 1925 he was one of Clay’s major attractions, producing his own revues and pantomimes 
with the Ike Delavale Revue Co. He was employed by the Fullers in 1928 to produce revues. His last 
known engagements were in 1947 with Bruce Carroll's Tivoli Theatre (Perth). 
 
 A specialist Hebrew comedian during his early career, Charles Delavale,
13
 familiarly known as Ike from around 
1920 onwards, was an eccentric dancer, actor, producer, writer and manager who worked in a variety of popular theatre 
traditions (notably vaudeville, revue and pantomime). Although sharing the same name with another high profile 
Australian comedian, Ern Delavale, the two were not related. Delavale's first engagement located to date is in March 
1920 when he appeared at Harry Clay's Gaiety Theatre presenting a Charlie Chaplin impersonation. A few months later 
he was on the same bill at the Shaftesbury Theatre (Perth) with Elvie Stagpoole whom he married in October that year. 
Stagpoole's career dates back to at least 1917 when she is known to have performed a solo dance in the pantomime 
staged at the Grand Opera House (Syd). It is likely that she was on the stage earlier than this, however, as she was the 
daughter of Alec Stagpoole, an ex-performer with the Stagpoole troupe of acrobats and from 1915 onwards, Harry 
Clay's head scenic artist at the Bridge Theatre.  
                                                          
13      Although Charles Delavale's year of birth has not yet been established his birthday was reported as being 13 October. He was likely born 
somewhere between 1895 and 1900, however. 
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 Soon after their marriage Delavale and Stagpoole returned to the Clay circuit for a brief season. In early 1921 they 
accepted an engagement to appear with the Walter George Revue Company, opening in Adelaide in May, and followed 
this with a contract on the Fuller circuit both as individual turns and as a duo (their places in the Walter George troupe 
were taken by Jim Gerald and Essie Jennings). Everyone's notes in respect of this engagement: "Delavale and Stagpoole 
should be a decided acquisition inasmuch as both are exceptionally versatile, and not afraid of hard work. Although 
only formed some months ago, the act of Delavale and Stagpoole has played most successful seasons in Perth and on 
the Clay circuit, so their [current] engagement should be marked with still further triumph" (11 May 1921, 16). It is 
possible that while working on the Fuller circuit around this time, Delavale took to wearing make-up of a very similar 
kind to that of Roy Rene. According to Fred Parsons, Mo was explosively indignant when finding this out. "The dirty 
mug has knocked off me make-up, pal," said the comic. "Strike me lucky, you'd think the mug could be original in 
something, wouldn’t you?" (3). From all accounts Delavale dropped the minor Mo character shortly afterwards 
(although Rene is said to have reminded him of it whenever he had the chance) and Parsons himself records that he 
eventually developed into a good character actor instead of a third-rate comedian.
14
  
 
 
        Delavale and Stagpoole continued to appear on the Clay circuit during 
1921, and in 1922 they took up a brief engagement with Bert Le Blanc's 
Revue Company. Both performers continued to attract an increasing 
popularity with Australian audiences, particularly on the Clay circuit where 
they worked regularly over the next few years. In 1924 Everyone's wrote of 
Delavale: "[He] is one of the most entertaining comedians playing around 
Sydney. His work has now reached such a standard that he could easily 
discard his ultra-eccentric make-up and work almost straight evening dress" 
(10 Sept. 1924, 34). It was around this period that Delavale began writing and 
producing his own one act revusicals, in conjunction with other members of 
the troupes he was engaged with. Some of the earliest works he helped put 
together include The Giggle House (1924) and The Good Ship Ribtickler 
(1924). Following Harry Clay's death in 1925 Delavale began taking on 
managerial positions with the company, and eventually put together his own 
troupe of performers, under the banner of the Ike Delavale Revue Company. 
The Theatre notes around this time that Delavale was "a very big favourite 
over the Clay circuit where, for nearly eight months he has been localising 
verses of the well-known song, 'It Ain't Gonna Rain No More.'" The critic 
goes on to record that "as an eccentric dancer, this young Australian is 
particularly agile (Mar. 1925, n. pag.). 
  
Charles Delavale 
From a Tivoli Theatre (Perth) programme 1947. 
See Nat Phillips Collection; UQFL 9 - Box 8 (Folder 1) 
(Courtesy of the Fryer Library, University of Qld) 
 By 1926 the troupe was a regular on the Clay circuit, leading to Delavale being given the responsibility of 
producing Clay's Christmas pantomime The Old Woman Who Lived in the Shoe that year.  From this time on his 
revues became frequent attractions for Clay’s and generally garnered much popularity with Clay’s audiences. "A hit all 
over the Clay circuit is Ike Delavale with his smart revue entertainers," writes the Theatre's critic in May 1926. "He 
lately staged Lovey Dovey at the Gaiety in Oxford Street, and this piece, generally regarded in many quarters as the best 
in his repertoire, went as well as ever. The clever jokes and, above all, the delightful dancing of the Gaiety Girls all 
contributed to the general success of this well-built piece, a sample of revue that compares more than favourably with 
the imported article (41). 
In 1928 Delavale took up the offer of a management contract with the Fullers. As Everyone’s records, it was seen 
by many in the industry as a significant step up in Delavale's career. "Fullers look to have picked another winner for 
their circuit in comedian Ike Delavale. [He] lines up with the best of them in the Hebrew type of character work. He 
made his Sydney bow at Fullers' Theatre with his own revue after much success in Newcastle, Brisbane and Melbourne, 
and viewed together with a big house last Thursday afternoon there is no doubt of his popularity here also"  (17 Oct. 
1928, n. pag.). Delavale's revue company around this time included (apart from his wife, Elvie) leading artists such as 
Lulla Fanning, Bert and Evelyn Dudley, Charles Megan, and Reg Hawthorne. His productions were presented right 
across the Fullers circuit, and by all accounts continued to meet with much success.  
        Although information regarding Charles Delavale's movements from 1928 onwards is less readily available, it does 
appear that he continued touring the Ike Delavale Revue Company (aka Ike Delavale's Metropolitan Star Co) around 
Australia and possibly New Zealand into the early to mid-1930s. In late 1931, for example, he played a six week season 
at Brisbane's Theatre Royal (beginning 21 Nov.). The troupe's repertoire included several old favourites (notable 
Chuckles, Yankee Doodle and Suffragettes) along with a pantomime, Old Mother Hubbard, and some relatively new 
revues - including Odds and Ends In addition to Elvie Stagpoole the troupe also included Ron Shand, Doris (Dot) 
Tindall and Marie La Varre. While it unlikely that he was able to continue touring his troupe past the mid-1930s due to 
both the depression and the massive level of competition from the film industry, his billing in several Tivoli Theatre 
                                                          
14  As Chapter 6 in this thesis argues, Fred Parson's account in A Man Called Mo contains a large number of errors and questionable statements in 
relation to Roy Rene's career prior to the mid-1930s. This reference to Charles Delavale must also be read with caution. 
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(Perth) programmes from 1947 indicate that he had continued performing professionally up until that time (see Nat 
Phillips Collection, Fryer Library, UQFL9, Box 8, Folder 1). 
Several reviews from the late 1920s and early 1930s suggest that Charles Delavale's reputation was such that even 
though the variety industry was then in decline, and many leading performers had retired from the professional stage, he 
still managed to maintain a high profile presence around Australia. A review in the 17 October 1928 issue of Everyone's 
records, for example: "[Charles] Delavale instils individuality into his work, and has a trump card in the line of stepping 
that makes 'em laugh, laud and applaud. Thinking back this means something, as most comedy merchants playing this 
theatre of late have fed the customers well and consistently on choice tit-bits in the novelty dance line (41). A few years 
later the Brisbane Courier wrote of the opening production of Delavale's Brisbane season: "An exceedingly bright show 
on Saturday night [was] met with a wonderful reception at the Theatre Royal. It is easily seen that 'Australia's Prime 
Minister of Mirth' is supported by a very fine cabinet. The show went with a merry swing from the first raising of the 
curtain to its final descent, and throughout the performance the theatre echoed laughter. ... Ike naturally dominates the 
production because of his outstanding versatility, clever comedy, entertaining patter, wonderful dancing and good 
singing" (23 Nov. 1931, 19). 
 
MUSIC THEATRE WORKS: 
LET'S GO [revusical] Txt. Charles Delavale and Paul Stanhope; Mus. [n/e] (1920);  CABARET JAZZERS  [revusical] Txt. Charles Delavale; 
Mus. [n/e] (1922);   THE BONG BONG CUP [revusical] Txt. Charles Delavale; Mus. [n/e] (1923);   THE GIGGLE HOUSE  [revusical] Txt. 
Charles Delavale; Mus. [n/e] (1924);  THE GOOD SHIP RIBTICKLER [revusical] Txt. Charles Delavale; Mus. [n/e] (1924);  SCOTCH 
MIXTURES [revusical] Txt. Charles Delavale; Mus. [n/e] (1925);  NOTIONS [revusical] Txt. Charles Delavale; Mus. [n/e] (1925);  LOVEY 
DOVEY [revusical] Txt. Charles Delavale; Mus. [n/e] (1926); SHERRY AND BITTERS [revusical] Txt. Charles Delavale; Mus. [n/e] (1926); IKE  
[revusical] Txt. Charles Delavale; Mus. [n/e] (1926);  SEARCHLIGHTS  [revusical] Txt. Charles Delavale; Mus. [n/e] (1926);  SPANISH 
SPASMS  [revusical] Txt. Charles Delavale; Mus. [n/e] (1926);  RECORDS [revusical] Txt. Charles Delavale; Mus. [n/e] (1927);  BANG BANG 
[revusical] Txt. Charles Delavale; Mus. [n/e] (1927);  JIM JAMS  [revusical] Txt. Charles Delavale; Mus. [n/e] (1927);  PUZZLES  [revusical] 
Txt. Charles Delavale; Mus. [n/e] (1927);  OVER AND UNDER  [revusical] Txt. Charles Delavale; Mus. [n/e] (1928);  HIGH UP IN THE HILLS  
[revusical] Txt. Charles Delavale; Mus. [n/e] (1928); THE BELL BOY  [revusical] Txt. Charles Delavale; Mus. [n/e] (1928); A HAREM MIX-UP 
[revusical] Txt. Charles Delavale; Mus. [n/e] (1928); IKE'S VACATION [revusical] Txt. Charles Delavale; Mus. [n/e] (1928); SUFFRAGETTES 
[revusical] Txt. Charles Delavale; Mus. [n/e] (1928);  CHUCKLES [revusical] Txt. Charles Delavale; Mus. [n/e] (1928); COLLEGE DAYS 
[revusical] Txt. Charles Delavale; Mus. [n/e] (1928); YANKEE DOODLE [revusical] Txt. Charles Delavale; Mus. [n/e] (1928); HELLO 
BRISBANE [revue] Txt. Charles Delavale; Mus. [n/e] (1931); ODDS AND ENDS [revue] Txt. Charles Delavale; Mus. [n/e] (1931); OLD 
MOTHER HUBBARD [pantomime] Lib. Charles Delavale; Mus. [n/e] (1931). 
 
FURTHER REFERENCE: 
Djubal, Clay.  "Harry Clay and Clay's Vaudeville Company 1865-1930." (1998), v. pags. 
 
 
 
DELAVALE AND GILBERT  
[Ern Delavale and Will Gilbert] 
 
Sketch and comic patter team. Delavale and Gilbert's first known engagement was with Ted Holland 
(Bris) in 1908. The following year they appeared with Harry Clay from ca.1909 (touring Queensland 
in 1909, 1912 and 1916). Regarded as one of the more popular Australian comedy duos touring 
Australia and New Zealand during the pre-war years, they also found much work with the Fullers 
around 1909-1913, and toured India for the Fullers in 1914. They parted ways in 1916, however. 
Gilbert teamed up with his wife Dora, touring for most major companies including Clays and the 
Fullers. They are known to have been on his circuit in 1921 and in late 1926. Ern Delavale was for 
some time the Vice President of the Australian Variety Artists Federation (A.V.A.F.), and became a 
vaudeville entrepreneur with his own Sydney circuit c1914/15. Married to variety artist Lily Vockler, 
he also worked a vaudeville turn with her, along with her brother, Ern Vockler (renowned for his 
Charlie Chaplin impersonations). The three toured for the Fullers during the war years, and spent 
some time on the Clay circuit before heading to Sth Africa and later the UK. Both Delavale and Lily 
Vockler remained in Britain for several years, returning to Australia in the mid-1920s on a two year 
part time contract with Clays. They also appeared on the Tivoli and Fullers circuits in later years.       
 
 Will Gilbert, renowned for his ultra thin and very lanky appearance, and thus often billed the "Loose Legged 
Comedian," and "the Human Hairpin," joined forces with Ern Delavale, the "robust one," sometime prior to 1909. As a 
vaudeville team, Delavale and Gilbert were accorded star status in Australia, and both men worked for all the major 
vaudeville organisations in the Australasian regions during their careers both as a duo and individually. Will Gilbert 
was particularly popular with audiences because of his ability to contort his body. As the Theatre noted in 1909: "His 
twistings are simply marvellous… he appeared more like a streak of India-rubber than a human being" (16 Mar. 1909, 
3). Very often the headline act with the companies they were engaged by, the pair seldom performed without numerous 
recalls, and along with Ted Tutty were possibly the most popular of all Harry Clay's  Queensland touring artists. The 
Toowoomba Chronicle writes of one performance: "Will Gilbert, who almost has to stoop to evade the top roof, was 
responsible for an uproar on his entrance, and was installed as the favourite of the evening. After his humorous 
rendition of 'Come out of It,' he gave one of the greatest exhibitions of leg-screwing that has ever been witnessed in 
Toowoomba, and swept the stage with the whole length of his long legs. Until he did this one would have thought that 
the stage was free from dust (20 July 1909, 3). The Theatre records, too, an appearance at the National Amphitheatre 
the same year: "Delavale and Gilbert are both patriotic and original [in] their naval scene, "Sydney Harbour, a view 
from a Battleship." [It] is beautifully arranged; and the whole turn is bright and topical (Nov. 1909, 22).  
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 From around 1909 through to 1914 the pair undertook frequent and long-term engagements on James Brennan, 
and later the Brennan-Fullers circuit - notably at the Gaiety Theatre (Melb) in late 1909/early 1910 (they were back 
again ca. Aug.) and at the National Amphitheatre in late 1910 and early 1911. Between engagements, however, they 
also appeared on the bill of such managers as Ted Holland (ca. May 1911). In 1913 they toured Queensland as the 
headline Australian act for Sam Langford (the "Boston Tar Baby"). On that tour, too, was Lily Vockler, Ern Delavale's 
wife. A tour of the Fullers' Dominion circuit (NZ) was also undertaken in late 1913 - see His Majesty's Theatre, 
Wellington (ca. Oct.) and Opera House, Christchurch (ca. Nov.). In early 1914 Delavale and Gilbert, by now billed as 
"Australia's Leading Comedy Merchants and Laughter Experts," accepted an engagement in India through Fullers. 
Upon their return to Australia in July, Delavale was forced to work without his partner for several months when Gilbert 
suffered a serious bout of acute sciatica and rheumatism. The following month Delavale resigned his position as Vice 
President of the A.V.A.F. and began running his own suburban circuit in Sydney, known as the Refined Vaudeville 
Entertainers, and which for a time became a serious competitor to Harry Clay's circuit.
15
 He started off by taking a lease 
on the National Theatre at Balmain, where he proceeded to capture good audiences through his established reputation 
and extensive connections within the industry. His circuit later took in Redfern, Coogee, Randwick and Ashfield. Some 
of the artists he was able to engage were among the best available at the time, with names such as Denis Carney, Lulu 
Eugene, Bert Desmond, Olga Pennington, Ward Lear, Mark Erickson and The Two Rexos being just a sample. As a 
staunch vaudeville activist, it is not surprising that Delavale put his fellow members of the A.V.A.F. first when it came 
to engagements. Australian Variety records in this respect: "Ern Delavale, the successful suburban manager, placed 
before the audience a grand double bill, the equal of which has never been seen around the suburbs. Twenty-two 
performers took part in the entertainment.... Speaking to the proprietor, he assures me that all the members of the 
orchestra, staff and performers are unionists. Without a doubt, it is a city show with suburban prices" (21 Oct. 1914, 7). 
Unfortunately, 1914 also saw Delavale and his wife lose a child in birth, with Lily almost dying from the complications.  
While still waiting for his partner to recover from his illness Delavale formed a brief partnership with Arthur 
Tauchert. The pair played exclusively on the Clay circuit for several months but although it was announced that they 
would continue as a regular team this does not appear to have eventuated as Delavale and Gilbert were once again 
performing together by mid-1915. In August that year the pair took out an advertisement in Australian variety letting 
their fans know that they had decided to quit vaudeville for a while to take up an offer to tour New Zealand with George 
Stephenson's English Comedy Company (11 Aug. 1915, 13). The engagement saw the two comics work their own 
specialty act into the company's repertoire. The following year they returned to Queensland for Harry Clay, and are 
known to have been still working on his circuit as late as September, being included in Clay's No 1 Musical Comedy 
Company touring the South-western line that month. After this, however, there has been little found regarding the two 
working together.  
 By 1917, Gilbert had formed a partnership with his wife Dora, and began to attract regular high profile 
engagements throughout Australia. During that year, too, he appeared in a locally made film, Is Manly Immodest, 
which apparently ran for two weeks at a metropolitan cinema (AV: 6 June 1917, n. pag.).  A Theatre critic writes of 
their appearance on the Clay circuit, "Harry Clay has a grafter in Will Gilbert. He appears throughout the first part in 
the revue A Mix-up at Manly; does a lengthy turn with his wife in the second half; and is seen again in the farce, "The 
Telephonograph." Mr Gilbert is a source of laughter all the time he's on stage. He opens big, goes big, and closes big... 
Has a bigger freak, or bigger shriek, than Will Gilbert ever been seen at the Bridge Theatre?" (May 1917, 44). The 
Gilberts enjoyed a long association with Harry Clay's company (they are known to have been still appearing on Clay's 
Sydney circuit as late as 1926); in addition to regular appearances between 1917 and 1926 on all the major circuits, 
including those run by the Fullers and the Tivoli managements. During this period they also became recognised as 
leading pantomime performers, with Gilbert's lanky frame and hysterical gait guaranteeing him instant recognition and 
laughter with audiences across the country.  A 1920 review of Gilbert as Lord Helpus in the Fuller's Red Riding Hood 
(Newtown Majestic) notes: "Always admired as an eccentric comedian - he's over 6 ft high, well on the thin side and 
sinuous as an eel - Mr Gilbert has opportunities as the companion of the dame which he so makes use of as to have the 
audiences in convulsions of laughter (TT: Mar. 1920, 9). 
 Ern Delavale possibly teamed up with his wife as early as December 1916, with an engagement for Harry Sadler 
at the Princess Theatre (Syd) being one of the earliest dates found so far. By 1917, however, he had formed an even 
more popular partnership Ern Vockler. This was to last for several years, and possibly matched his successful career 
with Will Gilbert. Known as The Delavale Brothers, they toured Australia and New Zealand for the Fullers, with Lily 
appearing in solo turns (and sometimes with her husband), while Ern Vockler began attract increasingly positive 
reviews for his Charlie Chaplin impersonations (he was also known to have been doing Roy Rene impersonations 
around 1918, too). The circuit included a well-received season at the Empire Theatre (Bris) around Aug/Sept. 1918. In 
1919 they were reported as having been offered an engagement by Alexander Pantages to tour America, including a 
three week season in Honolulu. Whether or not this contract was taken up is not yet known. What is known is that 
Delavale, his wife and brother-in-law sailed for South Africa in March 1920, where they played a season before heading 
to London. It seems that the Delavale Bros did not stay together long after their arrival, with reviews and reports 
indicating that Ern Delavale and Lily Vockler were touring as an act around this time. The couple spent several years in 
the United Kingdom, although it seems that they found conditions there rather less fortunate than they had experienced 
in Australia. As Delavale and Vockler, they remained in the UK for up until shortly before May 1922, at which time 
they once again appeared on the Fuller circuit (FN: 13 May 1922, 5).  By 1925 they were once again performing on the 
                                                          
15     Jack Rhodesbury (of the The Two Rhodesbury's) was elected to to the position of A.V.A.F. Vice President after Delavale's resignation, with 
Ted Tutty elected to a seat on the Executive Committee at the same time.  
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Harry Clay circuit (in addition to other organisations), with references to them being on Clay time recorded  throughout 
1926. Delavale and Vockler are also known to have toured Queensland around June/July of 1929 with Coleman's New 
Pantomime and Revue Company, which also starred Bert Desmond and Matti Jansen.  
 
FURTHER REFERENCE: 
Djubal, Clay.  "Harry Clay and Clay's Vaudeville Company 1865-1930." (1998), v. pags. 
 
 
 
BERT DESMOND 
[Incl. Mattie Jansen] 
 
Sketch and patter comedian, pantomime dame, singer, songwriter, manager, revue company leader. 
Born in England. Toured Australia for Harry Rickards in 1910 and appeared on James Brennan's bill 
in 1911. From around 1914 Desmond began working with soubrette, Matti Jansen. The pair married 
in 1916. As Desmond and Jansen they found engagements with all the major Australian variety 
organisations including Harry Clay (touring Queensland in 1917), Fullers, J. C. Bain, Ted Holland 
and Stanley McKay. They later toured "Mugsy" Desmond's Revue Company around Australia (mid-
1920s onwards). A specialist dame, Desmond also appeared in Fullers pantomimes from 1920 up 
until at least 1928. 
  
 English entertainers Bert Desmond and Mattie Jansen were both established performers on the Australian variety 
stage by the time their names begin to appear in early editions of Australian Variety c 1914. The photographs that 
appear in the 30 September 1914 edition of the trade journal show a young and handsome couple, accompanied by the 
captions "Bert Desmond, a very versatile artist," and "Mattie Jansen, the popular Soubrette."  As variety entertainers, 
Desmond and Jansen worked for all the major Australian managers, including the Fullers, Taylor-Coleman Pantomime 
Company, Reg Wykeham, J.C. Bain and Stanley McKay. Their long association with Harry Clay also saw him write 
and produce a number of revues and pantomimes, an aspect of his career that he also undertook for many years with the 
Fullers.  
Although it is not clear when the pair first began to work together, it is likely to have been around late 1913 or 
early 1914. Prior to this Bert Desmond worked as a solo comedian while Jansen worked in both vaudeville and musical 
theatre.  After arriving in Australia, possibly under contract to Harry Rickards, Desmond found work with James 
Brennan in Sydney and Melbourne, and also toured with the entrepreneur's Vaudeville Players (incl. the Theatre Royal, 
Bris; c Sept. 1911). It was with Jansen, however, that Australian's best knew the comedian through the war years and 
during the 1920s. Their act, essentially patter sketch work, saw Jansen work as the feeder with Desmond providing the 
comic element. They also performed songs (often Desmond's own compositions) and parodies. A 1914 review in 
Australian Variety indicates that Desmond was viewed as a "versatile and popular" artist, with his partner described as a 
"young performer, with [a] rich, pleasing voice, [and a] very natural manner (24 June 1914, n. pag.). In later years they 
performed costume comedies and specialised in pantomime, with Desmond making a name for himself in Dame roles, 
while Jansen proved herself a popular principal girl. In this respect one of Bert Desmond's more acclaimed pantomime 
performances was as the Dame (Calamity Kate) in the Fuller's 1920 production, Babes in the Woods, (Newtown 
Majestic). 
 Bert Desmond's first Australian appearances are believed to have been in 1910 when he toured Australia for Harry 
Rickards in 1910 (Tivoli Theatre, Sydney c July-Oct.). By December that year he was appearing in Brisbane for Ted 
Holland's New Vaudeville Entertainers (Theatre Royal) and the following year took up an engagement with James 
Brennan, playing the Gaiety Theatre (Melb) from around April. Desmond is believed to have worked another 
partnership briefly, with his name appearing on J. C. Bain's programmes at the Princess Theatre around Aug/Sept. 1913. 
From 1914 onwards, however, his name is almost always associated with Jansen's.  
 1914 saw Desmond and Jansen working on the Sydney circuits of Harry Clay and Ern Delavale. It was also the 
year that Desmond became embroiled in controversy over authorship of the song, "Fifty Years Ago." Harry Kitching 
(Australian Variety) claimed in the magazine's 10 June issue that Desmond was working a Charlie Vaude song in his 
act and claiming it as his own. In a letter to the editor (24 June, n pag.) Desmond responded with a counter claim that he 
had written the song himself. "I do not rely on the brains of others for my success, as I write the words and music of 
most of my songs used in my act" (n. pag.). In the same issue Kitching maintained his previous argument stating that he 
had first heard the song performed by Vaude and Verne six years previous. "How long is it since he [Desmond] first put 
it on?" asked Kitching. [And] if he does not compose the patter that he gave us at the princess, where he brings in all the 
Lavender Bay, Milson's Point, Lady Macquarie's Chair etc jokes? This patter was also given us by Vaude and Verne at 
the Tivoli Theatre" (n. pag.). 
 1915 saw the pair again with Harry Clay at the Bridge Theatre (c Apr.), followed later in the year by a tour of 
Queensland for Birch and Carroll (see Maryborough 28 June). In the March 1916 Desmond and Jansen married, with 
the bride being given away by comedian, Arthur Tauchert. They almost immediately began another engagement with 
Harry Clay. The entrepreneur's 1917 Queensland tour also featured Desmond and Jansen's comedy turn. Upon their 
return to Sydney they took up a 14 week contract with the Walker and Morley management at the Dandies Theatre, St 
Kilda (Melb) and went straight into rehearsals for the Coleman and Taylor Pantomime Company's season at Her 
Majesty's Theatre (Bris) starting around Christmas 1917.  
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 Although details of Desmond and Jansen's movements over the next two or three years are currently unclear, by 
December 1920 Desmond was taking on a starring role in the Fullers Babes in the Wood pantomime at the Majestic 
Theatre (Newtown), with Jansen in a supporting role. In late 1921 Desmond and Frank Mantana toured Queensland 
with their own company, and the following year joined Arthur Morley for a season of vaudeville and revue at Reg 
Wykeham's Sydney Hippodrome. This season included Morley's revusical Ship Ahoy. Other engagements around this 
time included Stanley McKay's 1922 Christmas pantomimes Bluebeard and Old Mother Hubbard (Strand Theatre, 
Leichhardt). 
After concluding a Fullers engagement in Brisbane around March 1925, Desmond and Jansen returned to 
Sydney where they soon afterwards put together their own company. From 1926 onwards Desmond and Jansen worked 
mostly in musical revue, touring Mugsy Desmond's Revue Company around the country. A number of the productions 
were written by Desmond (both text and songs) in collaboration with other members of the troupe. The troupe became 
favourites on the Clay and Fullers' circuits during the 1926-28 period, and also toured New Zealand for the Fullers. In 
1928, the couple starred as the Dame (Dolly Dimples) and Fairy Silverlight in the Fuller's- produced Little Red Riding 
Hood, and the following year undertook another major Queensland tour, this time under the auspices of Coleman's New 
Pantomime and Revue Company. The highlights of this tour were a number of revues written by Desmond and titled 
Mugsy in Cabaret and Mugsy out West. The tour was undertaken under canvas. The Daily Mercury writes of the 
Mackay season, which drew packed houses: "Bert Desmond as Mugsy is a scream and imparts a merry vein which 
winds through the whole proceedings, bringing ripples and then peals of laughter…. the entertainment well deserved the 
patronage accorded [it] (2 July 1929, 2). The company also comprised several other high profile performers of long 
standing - Ern Delavale, Lily Vockler and Harry Little. 
 
MUSIC THEATRE WORKS:   
THE DOUBLE BEDROOM [revusical]  Txt. Bert Desmond; Mus. [n/e] (1917);  THE HERO OF COOGEE BEACH   [revusical]  Txt. Bert 
Desmond; Mus. [n/e] (1917); DODGING A WIFE  [revusical]  Txt. Bert Desmond; Mus. [n/e] (1926);  A MIDNIGHT CABARET  [revusical]  Txt. 
Bert Desmond; Mus. [n/e] (1926);  PUFF PASTE  [revusical]  Txt. Bert Desmond; Mus. [n/e] (1926);   TIC TACS [revusical]  Txt. Bert Desmond; 
Mus. [n/e] (1926);   PUSS IN BOOTS  [pantomime]  Txt. Bert Desmond; Mus. [n/e] (1926);  ALASKA  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
(1927);  GOANNA CREEK  [revusical]  Txt. Bert Desmond; Mus. [n/e] (1927);  THE HEALTH RESORT  [revusical]  Txt. Bert Desmond; Mus. 
[n/e] (1927);  WICKY WACKY ISLE [revusical]  Txt. Bert Desmond; Mus. [n/e] (1927);  OFF TO BED  [revusical]  Txt. Bert Desmond; Mus. [n/e] 
(1927);  MUGSY IN CABARET  [revusical]  Txt. Bert Desmond; Mus. [n/e] (1929);  MUGSY OUT WEST  [revusical]  Txt. Bert Desmond; Mus. 
[n/e] (1929);  OLD KING COLE  [pantomime]  Lib. Alf Coleman and Bert Desmond; Mus. [n/e] (1929). 
 
FURTHER REFERENCE: 
Desmond, Bert. "To the Editor." AV: 24 June (1914), n. pag. 
Djubal, Clay.  "Harry Clay and Clay's Vaudeville Company 1865-1930." (1998), v. pags. 
Kitching, Harry "In Reply."  AV: 24 June (1914), n. pag. 
 
 
 
 
GEORGE DREW 
 
Musician, comedian, writer, songwriter, revusical company manager. George Drew performed as a solo 
coon singer ca. 1910. His early career included an engagement with Frank Smith (Perth) and a 
partnership with Jim Romaine. The Drew/Romaine act ended, however, when Romaine volunteered for 
war service. Drew later performed in a duo with Jim Harris. The pair worked for Harry Clay and the 
Fullers throughout their career together. Drew later toured his own revusical company on a Western 
NSW circuit (ca. 1923 onwards). He re-united with Jim Romaine in 1927.  
 
George Drew's name first appears on a programme put on by Frank Smith at the Criterion Theatre (Perth) in 
October 1910, in which he performed coon songs. His early career in variety entertainment was largely associated with 
Jim Romaine, a singer, patterologist and violin player. Although little is known about Drew and Romaine, it is believed 
that the pair got together in Melbourne sometime around 1911. By 1912 they were playing engagements in Sydney. The 
partnership dissolved during the early war years when Romaine joined the army. Although known to have served for 
some time at the Front, Romaine managed to return home at the end of the war, and picked up where his career in 
variety had left off, playing engagements for many leading managers, including Harry Clay.  
Following Jim Romaine's departure, George Drew teamed up with Jim Harris to form the act, Drew and Harris. 
Billed as "two boys and a piano," the pair presented a smart act of songs, mostly in the ragtime style, and various patter 
routines.  Drew wrote all their songs, including the lyrics, and later incorporated baton-spinning and ventriloquy into the 
act.  One of his more popular songs from 1917 was "Can't We Have a Rag about Australia?"  According to Australian 
Variety, Drew had written over eighty songs by 1917, "all of which [had] met with success" (24 Jan. 1917, n. pag.)  
While the reality of this claim remains unverified to date, it is clear from articles in that magazine that Drew was 
recognised as being one of the more promising of the country's popular songwriters, even though the team of Drew and 
Harris were finding it hard to snare engagements with the leading city managers. In commenting on the lack of support 
given by the recognised managers, Australian Variety drew attention to the plight of Drew and Harris. In its 24 May 
1917 issue the magazine's critic argued: "Here is an Australian act… doing their own songs who do not seem to get a 
chance to prove their real ability in a metropolitan theatre… well, managers, they're worth booking" (n. pag.). The same 
issue included a letter from George Drew, who made it clear that he believed that there was "very little encouragement 
given" which he saw as a major reason for the current "vaudeville situation" being so acute" (n. pag.).  
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 This situation was only a temporary hitch for the industry as the war saw less foreign artists arriving in the country 
that ever before, and with many heading home to support their own country's efforts. Indeed, by early 1918 Drew and 
Harris had found themselves employed by Harry Clay for his Sydney metropolitan circuit. The duo made their premiere 
performance for Clay at his Newtown Bridge Theatre on 2 March. The Australian Variety reviewer described Jim 
Harris as "slightly remindful of Leonard Nelson" and George Drew as "not unlike Ted Stanley." The act itself was seen 
as "crisp, clean and well delivered" (8 Mar. 1918, n. pag.). While the partnership seems to have enjoyed at least modest 
success during the post-war years, it appears that sometime between 1920 and 1923 the pair split up the act. By 1923 
George Drew had put together a company of performers which he took around a circuit that encompassed the western 
districts of NSW (the circuit included Bathurst). It was during this phase of his career that Drew is believed to have also 
begun to put together his own revues, no doubt contributing many of the original songs to comic material he co-wrote 
with other members of the troupe. Two revues he is known to have helped create are A Matrimonial Mix-Up (1923) 
and The East Enders (1924). Some of the acts known to have been engaged by Drew during the mid-1920s include the 
popular duo Corrie and Verne (1924-5), Alma May (1925) and Frank Moran (1925).  
 Although details of George Drew's career from the mid-1920s onwards are largely incomplete it is known that he 
and Jim Romaine re-united to play enagements on the Fullers' circuit in 1926. Their appearances included the 
Hippodrome (Syd) ca. May/June 1926; Bijou Theatre (Melb) ca. December 1926; and Fullers Theatre (Syd) ca. March 
1927. 
 
MUSIC THEATRE WORKS:   
A MATRIMONIAL MIX-UP  [revusical]  Txt. George Drew; Mus incl. George Drew (1923);  THE EAST ENDERS  [revusical]  Txt. George 
Drew; Mus incl George Drew (1924);  
 
 
 
JAMES DUFF 
 
 Although little is yet known about Father James Duff, a literary-minded Roman Catholic priest based in Perth 
around the turn of the nineteenth century, he nevertheless holds an infamous place in Western Australian theatre history 
as one of the combatants in an odd and bitter legal battle over the musical drama The Two Worlds (1900). Indeed, the 
history of this musical drama is so littered with controversy, legal action and bitterness, that it saw at least three 
different versions of the work being produced. The situation arose after Duff commissioned composer Dr Joseph 
Summers to write the music for his dramatisation of Milton's two epic poems Paradise Lost and Paradise Gained. 
Summers, had recently moved to Western Australia after having established a high profile reputation as a conductor, 
composer, music director and accompanist in Melbourne. The collaboration between Duff and Summers soured, 
however, to the point where Duff engaged another composer, Reginald D'Arcy-Irvine, to complete the score. 
"Complaints, accusations, claims [and] arguments flew back and forth," writes A. H. Kornweibel in Apollo and the 
Pioneers (93). Summers then took out an injunction to try and stop Duff's production going ahead. Although he won the 
first legal round, a second court case established no clear winner. Duff eventually produced his version of the drama in 
Victoria and South Australia, while Summers staged an "acclaimed" version of his work in 1903 at Perth's Government 
House using the Williamson Royal Opera Company. History seems to ague, however, that neither work's critical 
success outweighed the interest that the two men created in the courts. 
 Duff is also known to have published The Sacred Isle (1901), a drama in five acts. 
 
MUSIC THEATRE WORKS: 
THE TWO WORLDS  [play with music]  Txt Adapt. James Duff; Mus. Joseph Summers (1900);  THE TWO WORLDS  [play with music]  Txt 
Adapt. James Duff; Mus. D'Arcy-Irvine (1902). 
   
FURTHER REFERENCE: 
Kornweibel, A.H.  Apollo and the Pioneers.  (1973), 92-4. 
 
 
 
GEORGE EDWARDS 
[Incl. Rosie Parkes] 
 
Actor, sketch artist, comedian, writer, songwriter, film actor. Born Harold Parkes in Adelaide. 
Engaged as a dramatic actor by George Willoughby during his early career, George Edwards later 
appeared on the variety stage with the Fullers, Harry Clay, Holland and St John (Bris), Dix-Baker 
(Newcastle), John N. McCallum (Bris) and the Tivoli organisation, among others.  For much of this 
time he worked opposite his first wife Rosie Parkes. The pair also toured America and South Africa in 
1921. He toured on both the Fullers and Tivoli circuits during the late 1920s, with one of his last 
appearances for the Fullers being an engagement with Robert Roberts' Bon-bon Revue Company (ca. 
1927). As an actor Edwards had major roles in several high profile films, including Satan in Sydney 
(1918), The Dingo (1922) and Townies and Hayseeds (1923). He appeared regularly at the Tivoli (Syd) 
during the 1940s. A stage partnership with actress Nell Sterling (aka Nell Malgram) led to the pair 
later marrying. Both were highly successful radio actors, starring in such serials as Inspector Scott 
and Dad and Dave. 
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        As an all-round performer George Edwards reached the 
top echelons of the entertainment industry as a variety 
performer, and stage, film and radio actor. From his early 
days in the variety industry he garnered praise from many 
critics who saw in him a fine example of a local artist who 
could invariably upstage any imported artist sharing the same 
programme. Australian Variety writes in this respect that by 
the end of 1917 Edwards had "proved through his long 
Fullers engagement that given the opportunity Australians 
can make just as good [in their own county] as imported acts" 
(21 Dec. 1917, n. pag.). The Theatre wrote two years later: 
"Is there a pair of sketch artists in Australia to-day the equal 
of George Edwards and Rosie Parkes - home-grown or 
imported? They're Australians themselves. Admirably 
worked is the offering in which they succeed in backing a 
100-1 chance winner through the aid of a magic ring" (Nov. 
1919, 28). Following the demise of variety in Australia he 
turned primarily to radio, becoming one of the most 
successful character voice performers during the 1940s and 
1950s "golden era" of radio drama. 
 
 
 
George Edwards 
In Million Dollar Girl (Tivoli Theatre, Syd) 
Green Room Apr. (1918), 10. 
(Courtesy of the Fryer Library, U of Qld) 
        Born Harold Parkes in the Adelaide suburb of St Peter's sometime around the late 1880s,
16
 George Edwards (not 
to be confused with the well-known English actor/manager George Edwardes) started out his career as a "legitimate" 
stage actor. He toured with George Willoughby sometime during the first decade of the twentieth century, playing lead 
juvenile roles such as Mr Preedy in Mr Preedy and the Countess, Crosbie in The Night of the Party and Ebenezer in 
What Happened to Jones. Around the 1910 he also appeared in leading comedy roles for J. C. Williamson's, taking on 
such characters as Hoggenheimer in The Girl from Kays, Private Charlie Taylor in The Blue Moon and Con Kidder in 
The Red Mill. It was during the Blue Moon season (ca. 1910), that Edward's and his soon to be vaudeville partner, 
Melbourne-born Rosie Parkes met and married (her maiden name has not yet been established). Regarding this event, 
the Green Room notes: "Many playgoers will remember the romantic marriage contracted by these artists." They 
apparently met at a luncheon, became mutually infatuated during the first course and held hands during the main course. 
By desert Edwards had proposed. "A friendly cabman drove them to the registry office immediately," writes the 
journalist (Aug. 1919, 7). How much of this is true is anyone's guess (although certainly they did not take long to have 
their first child, as their daughter is known to have toured with them overseas in early 1920 aged ten). 
 The almost immediate success garnered by Edwards and Parkes belied the fact that Rosie Parkes had never 
previously worked on the professional stage. They began working together as a duo sometime around 1914/15, playing 
engagements for a number of leading local variety managers including Dix-Baker (Newcastle, NSW) and Holland and 
St John (Empire Theatre, Bris, ca. Oct/Nov.).  Their act was essentially a sketch and singing turn, with both performers 
contributing their own talents to the writing of their own material. In 1915 they accepted a twelve month engagement 
on the Fullers' circuit, which included both Australia and New Zealand. 
       In 1916 Edwards secured the performing rights from C. J. Dennis to perform ten of the poet's "Ginger Mick" 
poems, a move that played an important part in establishing his reputation on both sides of the serious/popular theatre 
divide. He and Parkes also undertook a successful season at the Empire Theatre around the middle of 1916. Australian 
Variety notes that although Edwards and Parkes had been on the Fullers circuit for almost a year by that stage, 
governing director Ben Fuller had not yet seen them. The night he finally saw them Fuller is said to have signed them 
for another year on the spot (5 July 1916, n. pag.).  
 In August 1917, following the conclusion of their Fullers' engagement, Edwards and Parkes undertook an 
engagement in Brisbane under the management of John N. McCallum (Cremorne Theatre), first with the Orange 
Dandies and later with the McCallum's Courtiers. Their season in the Queensland capital lasted until around November. 
Some particularly popular items presented by the pair included Edwards' monologue in which he described the life of a 
leper and his release (B: 18 Aug. 1917, 15) and a "dago" song and dance turn (3 Nov.), along with the sketches, "The 
Ragtime Jockey" (17 Nov.) and "The Dinkum School" (24 Nov.). They also occasionally appeared in musical farces. 
One such production was Fun in a Music Shop (2 Nov.).  
        Not content to confine his activities to the theatre, Edwards and his wife travelled to Ocean Grove, Bonnie Vale 
(Vic) to take a break from performing. The trip is also reported to have been undertaken so that Edwards could take 
over the management of one of his father-in-law's large estates (AV: 21 Dec. 1917, n. pag.). It appears that Edwards 
                                                          
16      See Green Room Apr. 1920, 7, which refers to Edwards and Parkes as Mr and Mrs Harold Parkes. 
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was not allowed to escape his entertainment career, however, as Harry Clay obviously offered him a bigger incentive - 
to write and direct a show for the company's circuit over the 1917/18 holiday season. That production, Toyland, 
premiered at the Bridge Theatre, Newtown in December and played all over Clay's circuit - which at that stage included 
a South-Western NSW line. Edwards was also contracted to write and stage a number of revusicals on the circuit during 
the following year. 
 Edwards and Parkes were by this time very much in demand within the variety industry. Indeed, they graced the 
front cover of Australian Variety on several occasions during the period. For its Christmas 1917 edition the magazine 
went so far as to say that " we could not have selected a more consistently successful Australian act to have had the 
honour of adorning our big Xmas issue if we had tried for a month of Sundays… Edwards is a clever performer… one 
of the finest elocutionists the Australian stage has given us." The "Ginger Mick" recitals were called in foe special 
mention by the critic (21 Dec. 1917, n. pag.).    
         During 1918 the couple found engagements with a number of leading organisations, notably as principals in 
several musical comedies, follies and revues produced by Hugh D. McIntosh's Tivoli organisation and J. C. 
Williamson's. For the Tivoli they were cast the revue, The Million Dollar Girl (Syd); while Edwards scored the part of 
film producer, Keith McDonald in J. C. Williamson's production of the Montague Glass musical comedy,  Business 
Before Pleasure at Melbourne's Theatre Royal (the company also included veteran actress Maggie Moore). One of his 
more sensational roles that year, however, was as Will Wayburn in Beaumont Smith's controversial film, Satan in 
Sydney. The film drew much criticism from both critics and the church over its perceived lack of morality. By the 
following year, 1919, Edwards and Parkes were able to consolidate their reputations nationally through their 
engagement with J.C. Williamson's "Business Before Pleasure" Theatre Company, which toured the firm's extensive 
circuit during the year. They returned to vaudeville by the end of the year, again touring around the country. This 
included an eight week season at the Majestic Theatre, Adelaide, claimed to be the longest run by a single act at the 
theatre to that date (AV: 23 Oct. 1919, n. pag.). 
In late 1919 Edwards and Parkes played another Brisbane season 
at the Empire Theatre (Bris), appearing in the first part vaudeville 
programme of a bill headlined by the Al Bruce Revue Company. The 
Brisbane Courier critic wrote of one sketch, "they perform… 
'Charmed' in a thoroughly natural way, though the situations are 
ludicrous" (8 Dec. 1919, 8). The season lasted into January 1920.  The 
following month Edwards wrote and directed two new musical 
comedies for the Alambra Music Hall under C. F. Pugliese's 
management. The first, a reworking of John F. Sheriden's The New 
Barmaid, starred Edwards as Bert White, with his co-stars including 
Jack Kearns, Ruby Esdaile (the new barmaid) and Vera Walton (the 
outgoing barmaid). Two weeks later he presented his original musical 
comedy The Gumleaf Girls. Set in several popular local resorts the 
story concerns the Doolittle family of Gumleaf selection, Emu Flat, 
who have journeyed to Sydney. The romantic angle surrounds the two 
sons and Billie Bong and Meadow Fields, two 'gumleaf girls' they 
meet on the holiday. Directed by Edwards, the cast included Tom 
Haverley and Alice and Vera Walton. 
 
 
Rosie Parkes 
Green Room Apr. (1918), 10. 
(Courtesy of the Fryer Library, U of Qld 
 
 
 Sometime around March/April 1920 Edwards and Parkes travelled overseas accompanied by their daughter, 
Chandra (GR: Apr. 1920, 7). Following a short tour of New Zealand for the Fullers, they played engagements in New 
York, where it is said they were earning around £100 a week. The American tour was not a long one, however, due, 
according to Edwards, to bitterness directed towards British artists by the American agencies (GR: May 1921, 15).
17
  
Edwards and Parkes then spent the rest of 1920 and much of 1921 touring the American and English circuits, returning 
to Australia via South Africa to again play the Tivoli circuit in 1922 (see Tivoli, Melb; ca. 1 July onwards). 
Shortly after he arrived back in Australia Edwards appeared in The Dingo, a motion picture produced by British-
Australasian Photoplays, and in 1923 played the role of Pa Townie in the Beaumont Smith film, Townies and 
Hayseeds. Around 1924 and 1925 "George Edwards and Co" was appearing on the Fullers' circuit presenting sketches 
as a first half vaudeville entertainment. Popular skits included: "Off on their Holidays" (Bijou Theatre, Melb; 20 Dec. 
1924) and "An Indian Night" with Molly Hughes (Bijou Theatre, Melb; 1 Jan. 1925). Little information regarding 
Edwards' movements after 1925 has been uncovered to date. He toured briefly on the Fuller's circuit with Robert 
Roberts' Bon-bon Revue Company (see for example Bijou Theatre, Melb; ca. Sept. 1927) and is believed to have also 
appeared on the Tivoli circuit during the late 1920s. Billy Maloney mentions Edwards' later career in Memoirs of an 
Abominable Showman, indicating that he had a fairly regular act at the Sydney Tivoli Theatre during the 1940s under 
general manager Jack Musgrove. His turns usually saw him "teamed up with an attractive young actress in the 
                                                          
17     See also Green Room Feb. (1921), 19. 
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presentation of one-act plays of about fifteen minutes duration." One of these young women, Nell Malgram (aka Nell 
Sterling) later became Edwards' wife (138). Maloney notes of Edwards later career, that he and Sterling "progressed 
from triumph to triumph, and George developed his ability to present a dozen different voices, especially successful in 
the Inspector Scott series. Their Dad and Dave series ran into thousands of episodes and [they] became… the richest 
and most famous double in Australian radio. Ultimately their marriage broke up through disparity of ages and both have 
since died, the lovely Titan-headed Nell, under tragic circumstances. They were stars of the great days of radio" (138-
9). 
Although Edwards' writing career did not match the output of contemporaries like Nat Phillips, Bert Le Blanc, 
George Wallace, Jim Gerald or Arthur Morley, he was nevertheless responsible for staging a number of revues that 
scored success with local audiences as well as with critics. Two of his more successful productions were Nosey Parker 
Nose (1918) and Toyland (1919). A Brisbane theatre critic wrote of Edwards in 1921 prior to his return to the Empire 
Theatre with Rosie Parkes after more than a year's absence. "It is doubtful if there is a better elocutionist on the 
Australian stage than Mr Edwards. In pieces of the robust type… for who that has heard [him] recite "Dangerous Dan 
McGraw," does not remember it with pleasure? In light or 'dude' comedy roles he is equally successful" (17 Sept. 1921, 
13). 
 
 [NB: There is some confusion over the spelling of Edwards' surname. The situation is not helped by the frequent interchanging 
of spelling in the various newspapers and magazines of the period. The "Edwardes" spelling is more common during the early years, 
while Edwards is the more common spelling in later years. "Edwards" has therefore been used as the default spelling in these 
appendices] 
 
MUSIC THEATRE WORKS:   
MIXED GOODS  [revusical]  Txt George Edwards; Mus. [n/e] (1918);  TOYLAND  [pantomime]  Txt George Edwards; Mus. [n/e] (1918);   
NOSEY PARKER NOSE [revusical]  Txt George Edwards; Mus. [n/e] (1918);  THE CAVE DWELLERS  [revusical]  Txt George Edwards; Mus. 
[n/e] (1919); GRUBB'S NIGHT OUT  [revusical]  Txt George Edward; Mus. [n/e] (1919);  THE NEW BARMAID [musical comedy] Lib Adapt. 
George Edwards (from John F. Sheriden); Mus. [n/e] (1920);  THE GUMLEAF GIRLS; OR, HELLO MARS [musical comedy] Lib. George 
Edwards; Mus. [n/e] (1920). 
 
FURTHER REFERENCE: 
AV: 5 July (1916), n. pag. 
---   21 Dec. (1917), n. pag. 
GR: Apr. (1918), 10.    [photographs] 
Edwards, George. "London Theatrical Notes - Australian's Do Well."  GR: May (1921), 15.      Incl. photographs. 
Maloney, Billy.  Memoirs of an Abominable Showman. (1968), v pags.  
"Music and Drama." BC: 17 Sept. (1921), 13.       [rnib] 
 
 
 
WALLY EDWARDS 
 
Baritone, stage manager, tour manager, interlocutor, endman. A minstrel singer who toured 
Queensland in 1898 with J. L Travers' Continental Vaudeville Co (along with Harry Clay), Wally 
Edwards began his long term association with Clay's Queensland company around 1902, touring the 
state on no less than fourteen occasions, the last five as tour manager and/or business manager. He 
was also engaged as circuit manager for Clay's South-West NSW circuit between 1916 and 1919. He 
continued to perform as an entertainer, either in the role of singer or interlocutor, for most of his 
career. 
 
 Wally Edwards' early life and career remains to date somewhat of a mystery. It is possible that he initially came 
from north Queensland, where the name W. Edwards is noted in relation to an amateur minstrel company, the Black 
Diamond Minstrel and Variety Co, which performed around the Charters Towers region (ca.1894-1895).  W. Edwards, 
in the advertising for these shows was apparently both a singer and Music Director (NM: 13 Nov. 1895, 1). The first 
accurately documented appearance of Wally Edwards to date is, however, in 1898 when he accompanied the J. L. 
Travers' Continental Vaudeville Company through Queensland, along with Harry Clay and family, performing solo 
turns as well as duets with Clay. 
 Edwards' first engagement with Clay's minstrel and vaudeville company was in 1902 when he was employed as a 
baritone and endman for the entrepreneur's second tour of Queensland. The troupe at this time was billed as Harry 
Clay's Waxworks and Vaudeville Company. Edwards specialised in illustrated songs, gaining a reputation in the 
northern state as one of the company's most popular personalities. Indeed he toured the state annually up until 1907, 
followed by a tour in 1909, and then each year between 1912 and 1918. During the last five tours he was employed as 
both tour manager and/or business manager. 
 Around 1909 Edwards was engaged as the interlocutor and singer at the Amphitheatre (Syd). The Theatre writes 
of one of his performances: "Wally Edwards, the portly interlocutor at the Amphitheatre has a singing voice containing 
the penetrating qualities of a shell fired from a battleship... It may have only been a coincidence; but one night recently, 
when his vocal chords were working at high pressure, he filled the Amphitheatre with such an amount of sound that a 
loose brick in the far end of the building flew fairly out and half-way across the street, and narrowly missed killing a 
red-headed policeman as it fell" (Nov. 1909, 59). 
 Back on Clay time by 1912, Edwards continued to perform as an entertainer, turning to management duties in 
1916 when Harry Clay began his NSW South-western regional circuit. The Theatre records at this time that "Mr 
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Edwards has so often toured Queensland with Mr Clay, from year to year, that he's as well known up that way as the 
principal himself. Evidently Mr Edwards' singing agrees with him, because he keeps so broadening out that, if he 
continues in the same manner, Mr Clay will have to give him a special stage all to himself. Slide and patriotic songs 
always were Mr Edwards' specialty" (May 1916, n. pag.). 
 Edwards took on the management duties for the South-western line (primarily the Blue Mountains and mid-West 
area) up until 1919 in addition to his Queensland tour duties - having assumed the tour manager role from 1914. From 
around 1918, however, Edwards had all but retired as a performer, returning to the stage in guest appearances only. In 
July 1919, he was reported to have been in a bad state of health for some time, being given a benefit at the Princess "by 
his life-long friend Harry Clay" that month (AV: 18 July 1919, 3). He returned to the stage for Joe Archer's benefit in 
1920, however. 
 Although there are no references regarding Edwards' career between 1920 and 1927, it is more than likely that he 
remained in a management position for Harry Clay on either one of his suburban or country circuits, or perhaps for 
some period of time at the Bridge Theatre. In 1927, two years after Clay's death, he was recalled by the company to take 
on another Queensland tour, with headline act Nellie Kolle. 
 Highly respected within the industry for his experience and reliability as a vaudeville manager, Edwards was also 
considered one of the finest local bass-baritones around. The Theatre wrote of him: "Wally is as robust of voice as he is 
of person - which is saying a deal. When he attacks a high note the atmosphere fairly vibrates and trembles like a 
hysterical girl who has seen a ghost." (Nov. 1909, 59). Bert Howard also recalled Edwards having given him the advice 
which led to his instigating the highly successful Sunday film screenings at the old Gaiety Theatre in Castlereagh St 
(see Howard's entry in this appendix). 
 
FURTHER REFERENCE: 
Djubal, Clay.  "Harry Clay and Clay's Vaudeville Company – 1865-1930."  (1998), v. pags. 
 
 
 
BILLY EMERSON 
 
Comic, endman, dancer, songwriter, entrepreneur. Born William Emerson Redmond in Belfast, 
Ireland in 1846. Billy Emerson made his professional variety stage debut in 1857 as a child and later 
worked with several well-known companies on tours throughout the United States of America. He 
eventually based himself largely out of San Francisco, establishing his reputation as not only that 
city's leading minstrel practitioner of the 1870s, but also one of the America's foremost minstrel 
showmen. Within a few years of basing himself in San Francisco Emerson began undertaking US 
and overseas tours. Emerson's California Minstrels first toured Australia in 1873. He returned in 
1885 with a company comprising several artists whose significant careers were later undertaken in 
the country - notably the Cogill Brothers, Dan Tracey and Alf Holland. Emerson's Minstrels set about 
raising the standard of variety entertainment in Australia during a period in which the industry was 
undergoing a major, nationwide expansion. He went head to head with leading entrepreneurs such 
as F. E. Hiscocks, Frank M. Clark and Frank Smith, and in this respect set in motion a period of 
intense industrial rivalry. Emerson returned to America in 1886, but came back to Australia in the 
early 1890s with the Alabama Minstrels, co-run with George H. Woods. Emerson continued to tour 
the USA with several important troupes until his death in 1902. 
 
 Born in Ireland but brought to America from infancy, Billy Emerson was raised in Washington. In 1857, at eleven 
years of age he joined Joe Sweeney's Washington-based minstrel company as a jig dancer. Over the next decade he 
moved from troupe to troupe, expanding his repertoire of performance abilities through the help of numerous co-artists. 
According to Emerson the first company he joined after Sweeny's Minstrels was Warden's Minstrels, who were then 
playing at the Baltimore Museum. He was later associated with Kunkell's Nightingale Minstrels, a troupe Emerson 
claims were at that time the oldest and best on the boards. He followed that engagement with Newcombe's Minstrels, 
believed to have been the first US minstrel troupe to ever visit Germany. Emerson, who was on that tour, recalls that 
minstrelsy was an entirely new experience to the Germans. They apparently found the entertainment a novelty and the 
troupe was accorded much success until a curious audience member made his way backstage and saw the performers 
blacking up. Under the impression that the company comprised real Negroes, the German audiences believed they had 
been duped and were angered enough that the company was forced to cancel the remainder of the tour and leave the 
country (B: 15 Aug. 1885, 22).  
 Upon returning to America, Emerson joined Haverley's Masterdon Minstrels (reportedly at a salary of ₤100 per 
week) and after a period of time traveled to England where they played for three months at the Prince of Wales Theatre, 
London. Sometime around 1870 he returned to America and set up his own company at the Standard Theatre in San 
Francisco. It was this venture, supported financially by famed impresario, Thomas Maguire (when he was forced to 
undergo a period of bad business), that saw Emerson reach the upper echelons of American minstrelsy celebrity. 
Emerson's minstrels quickly became San Francisco's leading minstrel company, and remained so for more than a 
decade. 
 Around 1873 Emerson's California Minstrels undertook an international tour that included a stop-over in 
Australia. They made their debut performance in the country at the School of Arts (Syd) on 20 December 1873, and 
remained there for several months. The company later transferred its operations to Melbourne, where they played St 
George's Hall from 2 August. They returned to Sydney in November, re-opening at the School of Arts on the 15th. The 
company at that stage included performers such as Charley Sutton, Thomas Campbell, G. W. Rockefeller, and Ainsley 
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Scott. The response by Australian audiences was such that the company returned to Melbourne in April to play another 
season there, before again making their way back to Sydney (23 May). The company made its Australian farewell on 6 
June, sailing for San Francisco a few days later.  
Billy Emerson returned to Australia in 1885, at which time the local industry was undergoing a period of massive 
expansion. Although Emerson's tour at this stage was relatively brief, possibly no longer that a year or so, his influence 
(and that of several members of his troupe) on the local industry was to be significant. This was due not just to the 
quality of his entertainment package, but as will be demonstrated shortly, was also because his professionalism and 
expertise played such an influential role on the future careers of the new generation of Australian-based minstrel artists 
and writers. From their opening night at Sydney's Gaiety Theatre on Monday 13 April 1885, Emerson's Minstrels raised 
the expectations of local audiences and put pressure on local writers and producers of burlesque and farce to match their 
standard of excellence. Included in the troupe were Charles W. and Harry P. Cogill (who wrote much of the company's 
burlesque and farce material), Alf Holland, Dan Tracey, James R. Walsh and William J. King. All but Alf Holland later 
formed their own Australian-based minstrel companies, employing many hundreds of local artists over the next decade 
or more. Holland, who remained primarily a minstrel artist, was associated with many of the more significant late 
nineteenth century minstrel companies and continued to work in the variety industry as a leading practitioner right up 
into the second decade of the twentieth century. In his later career he also became an integral part of Harry Clay's 
Sydney operations.  
Emerson's arrival in Sydney saw him go head to head with Hiscocks' Federal Minstrels (Academy of Music) and 
Frank Smith (Alhambra Music Hall), the result being that audiences for any of these city shows were treated to high 
value entertainment packages. This was effectively a new era of competition for minstrelsy, and the primary response of 
each management was to devise new competitive strategies to keep themselves in the market.  While Emerson still 
followed the typical minstrel format, with himself in the cornerman role of tambo (opposite Charles Cogill on bones) 
and with Alf Holland attempting to control proceedings as interlocutor, the difference between his 1870s' offerings and 
this new troupe lay in the quality and vitality of the afterpiece entertainments. In this respect each show typically ended 
with a farce, a comical musical sketch or a burlesque. Despite being an imported troupe, the economic practicality of 
touring a minstrels show meant that many of the supporting/chorus performers were locally engaged. The Bulletin refers 
to this in its April 25 edition, noting that "some local talent has been secured, for we remember Gordon's well-
remembered face among the 'crush.' Burnt cork is no disguise to him" (9).  
Billy Emerson's return to Australia in 1892 with the Alabama Minstrels, which he co-managed with George H. 
Wood was a welcome one but ill-timed, coming as it did at a time of great economic insecurity. The tour managed to 
last around a year, no doubt due to the quality of the performers, which included John Fuller, Tom Edwards, Gus Franks 
and the dance trio of Queen, Stowe and Ryder. An Age reviewer records, for example: 
 
Not since the days when Ta-ra-boom-de-ay was 
exercising its first intoxication spell over the 
habitudes of the Opera House was that theatre so 
crowded as on Saturday night when Emerson and 
Woods' Minstrels commenced their season… No 
doubt the full attendance was to be accounted for by 
the fame of Billy Emerson as a minstrel entertainer, 
and the equally attractive reputation of Geo. H. 
Wood as his collaborateur… The main features of 
the entertainment, and the features which differ most 
markedly from entertainments by minstrel troupes 
that we have seen before, are the completeness as 
well as the originality with which the different 
effects are produced… the consequence is that the 
programme never flags (17 Oct. 1892, 6). 
 
After returning to America, Emerson continued to tour 
regularly from his San Francisco base until his death in 
1902. Gerald Bordman notes that not only was 
Emerson a superb singer and comedian, but that he also 
composed numerous songs that were popular in their 
day. Among his best remembered are "Big Sun 
Flower," "Love Among the Roses" and "The Yaller 
Gal That Looked at Me." 
 
 
Billy Emerson 
Bulletin 15 Aug. 1885, 22. 
(Courtesy of the Fryer Library, U of Qld)  
 
  
FURTHER REFERENCE: 
Bordman, Gerald. Oxford Companion to American Theater. (1978), n. pag. 
"King of Minstreldom" B: 15 Aug. (1885), 22.               [same article also published in AUSN: 15 Aug. 1885, 303] 
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HARRY W. EMMET 
 
Librettist, dramatist, writer, actor.  During the 1880s Emmet collaborated with writer Lance Lenton, 
composer David Cope, and was also associated with Alfred Dampier, F. E. Hiscocks Federal Minstrels 
and Bland Holt. In 1885 he also published a collection of stories, poems and miscellaneous pieces 
under the title Harry Emmet's Theatrical Holiday Book (1885). 
 
 One of the more successful Australian-based theatre practitioners of the early 1880s, Harry W. Emmet, as with 
many of his peers, was capable of turning his hand to almost any theatrical genre, either as an actor or writer. The first 
record of Emmet's presence on the Australian stage is his appearance in a production of Hearts of Gold at the Theatre 
Royal (Melb) on 15 December 1879. Prior to this however his play with music, Honest Hearts received a production at 
the Queen's Theatre (Syd) beginning 22 November, with a company that included Marion Willis and Lachlan 
McGowan. While his name is not mentioned in the cast list there is the possibility that it was misspelled as Harry 
Bennett (SMH: 22 Nov. 1879, n. pag.) The play was revived by the same company the following year in early January.  
 In 1880 Emmet and Lance Lenton collaborated on the musical play, Married by Mistake, which was staged by 
McLean's Juvenile Troubadours at St George's Hall (Melb) beginning 30 March. On 24 July Emmett's Our Village, 
with music by David Cope, was produced by Mr and Mrs G. B. W Lewis. The production also starred Marion Dunn 
(aka Mrs Marcus Clarke). His Christmas pantomime Jack the Giant Killer, directed by G. R. Greville at the Queen's 
Theatre (Syd) over December 1880 and January 1881, included among the cast Harry Leston, Lance Lenton (who also 
contributed at least one song) and the Sherwood sisters.  
 In early December 1881, Emmet was engaged by Alfred Dampier to appear with his company at the Gaiety 
Theatre (Sydney) under the auspices of F. M. Bayless. Emmet appeared opposite Dampier in F. R. C. Hopkins All for 
Gold; Or, Fifty Millions of Money and later that same month in Michael Strogoff - as Dr Julian, an Argus 
correspondent (it was revived there in February 1882). He appeared with Dampier in a number of productions at the 
Gaiety during the first few months of 1882. These included Valjean, Saint or Sinner? (25 Feb.); No Mercy (as Frank 
Gurney) an adaptation by Julian Thomas (4 March); and the Hopkins' adaptation £sd (20 Mar.). He also began to dabble 
in entrepreneurial activities around this time. One such event was the Ye Fayre of Ye Olden Tyme carnival held on the 
grounds of St Mary's Cathedral, Sydney, over the Easter weekend (SMH: 1 Apr. 1882, 2). Emmet's involvement was as 
general manager. 
 1883 saw the first staging of Emmett's four act sensation drama, Grasp; Or, A Mother's Love, written for the 
actor Gratton Riggs, at the Theatre Royal, Hobart (22 Jan.). Riggs performed it later in the year at Melbourne's 
Princess's Theatre (Melb) during a season for Williamson, Garner and Musgrove (24 May). A few months later Emmet 
took up an engagement with E. Majeroni at Melbourne's Bijou Theatre, appearing as Lafayette Moodle (a society 
fop) in the four act 'modern comedy' An Arabian Night; or, Harlequin Alrashid and His Mother-in-Law (21 July) and 
as as Mr Capsicum Pepper in The Strategist (11 August). He is also known to have provided an original first part finale, 
"A Bourke-Street Coffee-Stall," for Hiscocks' Federal Minstrels during the final weeks of the troupe's first ever season 
together (Victoria Hall, 11-17 Aug.). The following month he joined the Federal Minstrels in Sydney as as a 
sketch/farce actor and stage manager. His duties also included writing taking on the MC position (Mr Interlocutor) 
while also contributing original sketches, farces and burlesques.  Several of his works were staged by Hiscocks 
including The Woman of the Peep-Hole; Or, The Rainbow Day and Herr-Rabian Knight, described in advertising as 
a "temperance-whisky drama" (SMH: 15 Sept. 1883, 2). The farce Noah's Ark (20 Oct.), set in a Sydney boarding 
house, was another. Emmet's time with Hiscocks saw him establish himself as a performer in the same class as some of 
the Federal Minstrel's biggest stars, notably W. Horace Bent, Alf Lawton and Lou Brahm. Emmet's engagement with 
Hiscocks was interrupted in early October, however (around the same time that Hiscocks moved from the Masonic Hall 
to the Gaiety theatre), when he appeared as Lord Reginald Egerton in Pluck for the Bland Holt and Alfred Dampier 
company (Opera House, Syd; 3 Oct.). That production was staged under the auspices of Williamson, Garner and 
Musgrove.  
 Another Emmet pantomime, Sinbad the Sailor was given an extravagant production by George Rignold in 
December 1884. One of the highlights of the show was apparently Sir William Robinson's patriotic song "Unfurl the 
Flag." The company included some of the leading local actors of the era, notably Charles H. Taylor and Ella Carrington, 
Joe Tolano, Amy Horton, Blanche Lewis and Boleno Brown.  
The last record of Harry Emmet's career found to date is his engagement with the Helen Vivian Dramatic 
Company at the Nugget Theatre (Melbourne) from around 3 October 1885. He appeared in a revival of Neck for Neck 
and undertook the role of co-manager with Arthur Vivian.  
   
MUSIC THEATRE WORKS: 
HONEST HEARTS [play with music]  Txt. Harry W. Emmet; Mus. [n/e] (1879);  JACK THE GIANT KILLER  [pantomime]  Lib. Harry W. Emmet  
and J.R. Greville; Mus. Harry W. Emmet; Add Mus. Lance Lenton (1880);  MARRIED BY MISTAKE  [play with music]  Txt. Harry W. Emmet; 
Mus. Harry W. Emmet and Lance Lenton (1880);  OUR VILLAGE  [burlesque]  Txt. Harry W. Emmet; Mus. David Cope (1880);  A BOURKE 
STREET COFFEE-STALL [musical sketch] Txt. Harry W. Emmet; Mus. [n/e] (1883); SINBAD THE SAILOR; OR, THE GENII OF THE 
DIAMOND  [pantomime]  Lib. Harry W. Emmet; Mus. [n/e] (1884). 
   
FURTHER REFERENCE: 
Emmet, Harry.  Harry Emmet's Theatrical Holiday Book. (1885). 
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BERNARD ESPINASSE 
 
Librettist, dramatist, writer, poet. Born in 1868. Bernard Espinasse began his career as a playwright 
in the early 1890s with one of his first successes being In the Dark, a one-act drama staged in 
Melbourne in 1893. He was employed by J. C. Williamson as literary secretary ca. 1895-96. and had 
his drama Her Good Name staged by the entrepreneur in 1898, along with a reworked version of 
Wilson Barrett's The Christian (music by Christian Helleman) in 1899. Espinasse also collaborated 
with George Rignold to adapt Dumas' The Three Musketeers for the stage and contributed the libretto 
to Little Red Riding Hood, (music by Leon Caron and Frederick Weierter) in 1899. A number of his 
poems and short stories were also published in the Bulletin during the mid-late 1890s. In 
collaboration with J. C. Williamson he wrote the libretto for the Federation extravaganza, Australis; 
Or, The City of Zero (1900). Espinasse travelled to England in the early century where he staged 
several of his plays. He continued to write and stage dramas in Australia up until at least 1911.  
 
 Although relatively little information on Bernard Espinasse has been uncovered to date, it has been ascertained 
that his output of creative works included some one dozen plays (several of which were staged in England during his 
lifetime) and at least two pantomimes produced under the auspices of J. C. Williamson. A number of his poems and two 
short stories are also known to have been published.  Prior to taking up employment as J. C. Williamson's literary 
secretary (ca. 1895/96), Espinasse toured America and the East with the Majeroni Opera Company and is also believed 
to have spent some time in England honing his craft as a writer (BC: 18 Aug. 1900, 2). The earliest of his plays known 
to have been produced in Australia was the one act drama In the Dark, given its premiere at the Richmond Town Hall, 
Melbourne, on 28 August 1893. He also contributed a farce, Mr Harris, to the evening's entertainment. Three years 
later, on 16 October 1896, his operetta, The Magic Cloak, with music by prominent Sydney organist, Ernest P. Truman, 
was staged at Sydney's Paddington Town Hall. It was around this same period, too, that the Bulletin began publishing a 
number of Espinasse's poems and short stories.  While one of his poems, "At Large," had appeared in the magazine in 
1892, his contributions began to appear more regularly after 'To a Ballet-Dancer" - published in the 11 August 1894 
issue.  One of his earliest short stories, "His One Virtue," appeared in the 28 September issue of the following year. His 
last known poem to be published in the Bulletin was "An Idiom" (9 Dec. 1899, 15). 
 Espinasse was engaged as Williamson's literary secretary for some two years, with the position then being taken 
up in 1898 by Arthur H. Adams. Unlike his successor he appears to have maintained a reasonably good relationship 
with the entrepreneur following the termination of his employment. In 1898, Williamson and George Musgrove 
produced Espinasse's one act drama, Her Good Name at Her Majesty's in Sydney (6 Aug.). Directed by Frank 
MacVicars (who also played the role of John Vyce, Professor of Chemistry), this three-hander was presented as a 
double bill with Nicholls and Lestocq's comedy Jane. The Sydney Morning Herald theatre critic records that although 
cleverly written, Her Good Name 'presents a not very new story of the fall of a fashionable wife who is tied to a 
husband who is selfishly absorbed in his professional studies and discoveries, and who learns too late that his trusted 
friend has acted dishonourably towards him. The end is naturally a tragic one' (8 Aug. 1898, 3).  
   
 
 
Bernard Espinasse 
From Australis; Or, The City of Zero program (1900). 
(Courtesy of the Fryer Library, U of Qld) 
 
In 1899 Williamson staged Espinasse's re-working of Wilson Barrett's The Christian (itself an adaptation of Hall 
Caine's popular novel). Incidental music for the production was scored by Sydney-based conductor and organist, 
Christian Helleman. Directed by Espinasse himself, it actually preceded Caine's own stage version by some two years. 
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Williamson later toured the show throughout Australia. The Brisbane Courier notes of the production: 'Barrett's part in 
the work... is slight, being confined to a skeleton of the play which he left [in Australia] after his recent visit... so that 
the chief credit of the masterly drama which had so splendid a run in Sydney, is due to the gentleman who has been 
engaged for some years by Mr Williamson as house-author for all his productions" (18 Aug. 1900, 6). The same review 
indicates that among Espinasse's earlier works was a production called Sappho. That same year Espinasse also 
collaborated with George Rignold on a three act adaptation of the Dumas classic, The Three Musketeers. It premiered 
at the Criterion Theatre, Sydney, on 18 May. The season lasted a respectable 26 performances. His drama, Blind Love 
was also staged in 1899 at Her Majesty's Theatre, Sydney (7 June). The Williamson-produced pantomime, Little Red 
Riding Hood (a collaboration between Espinasse and composers Leon Caron and Frederick W. Weierter) premiered at 
Sydney's Her Majesty's Theatre on Boxing Day. A Melbourne season followed in late February 1900 (Princess 
Theatre).  
During 1900 Williamson utilised Espinasse's skills and experience to help him write the libretto for the Federation 
pantomime, Australis; Or, The City of Zero. Set one hundred years in the future, and produced with Williamson's 
typical touch of extravagance, the narrative directed much of the political and social comments towards the society of 
the day, with references to issues if importance such as federation and unionism. It premiered on Boxing Day, but failed 
to garner much critical support and does not appear to have been produced elsewhere. Some four months later 
Espinasse's one act drama The Ivy Leaf was staged at the Palace Theatre, Sydney, beginning 27 April.  
 Espinasse travelled to England in late 1901 and the following year Her Good Name was staged at the Imperial 
Theatre, London, as a curtain-raiser to a play by the name of The Degenerates. According to a London correspondent 
writing for Sydney's Daily Telegraph's the work was 'on the whole well received,' despite being 'too old fashioned in 
construction.' In the same article Espinasse is reported as saying that 'his carpet-bag was full of plays, farces, sketches 
etc' when he left for England. Interestingly he also argued against the pessimistic utterances of Australian writers who 
claimed their works were being ignored by the country's theatre managers, saying that for years he had made a good 
living as a playwright in Australia (ctd. BC: 31 May 1902, 9). Another item published in the Brisbane Courier later that 
same year reported that Espinasse had collaborated with playwright Harry Leader to write Ned Kelly, The Bushranger 
(22 Nov. 1902, 9). Although Espinasse hoped the play would be staged in the near future no production has yet been 
identified.  
 In 1905 the Theatre magazine included a brief article based on a review of Espinasse's A Silent Witness, and 
published in England's Era newspaper. This four act drama, co-written with James Bell was staged at the Crown 
Theatre, Peckham (London). The Era's theatre critic wrote that the plot resembled The Corsican Brothers (ctd. TT: 1 
Oct. 1905, 11). While little is known of Espinasse's movements during the next few years the Theatre's November 1907 
issue records that he had recently been forced to enter a London hospital suffering from a heart complaint (12).  
 Bernard Espinasse's last known play to be produced was the four act drama, England's Hope, staged for a 24 
night season at Melbourne's King's Theatre beginning 23 December 1911. Another of his known works is The Master 
of Angestroom. Production details have not yet been located for this play, however.  
 
MUSIC THEATRE WORKS:   
THE MAGIC CLOAK  [operetta] Lib. Bernard Espinasse; Mus. Ernest P. Truman (1896);  LITTLE RED RIDING HOOD; OR, KEEPING THE 
WOLF FROM THE DOOR  [pantomime]  Lib. Bernard Espinasse; Orig Mus. Leon Caron and Frederick W. Weierter; Add Mus. [n/e] (1899); 
AUSTRALIS; OR THE CITY OF ZERO  [pantomime]  Lib. Bernard Espinasse and J.C. Williamson; Mus. Leon Caron and F.W. Weierter (1900). 
 
FURTHER REFERENCE: 
"Christian: The Drama and its Dramatist, The."  BC: 18 Aug. (1900), 6. 
 
 
 
CHARLES FANNING 
 
Minstrel comic, endman, singer, manager. Born in Newcastle (NSW) in 1864. The older brother of 
coon singer, Maud Fanning, Charles Fanning was associated with Frank Smith (Alhambra Music 
Hall, Sydney) and F. M. Clark during the mid-1880s and was a high profile artist with F. E. 
Hiscocks, the Cogill Brothers and Dan Tracey during the late 1880s and early 1890s. He formed 
business partnerships with Perry Ryan and Martyn Hagan ca.1888 and toured his own concert 
company ca.1890. Fanning was signed to a long-term contract by Harry Rickards beginning 1893. In 
1894 he teamed up with American variety artist, Georgie Devoe. The later married and remained 
more or less permanently with Rickards until 1899. Fanning formed his own minstrel and burlesque 
company in 1899, operating it until he and Devoe left Australia to tour the UK and USA variety 
circuits (ca. 1901-1908). They returned to Australia in 1909 initially on a two year Rickards contract. 
The Fannings later undertook engagements with James Brennan, Holland and St John and Humbert 
Pugliese before moving to South Africa. Charles Fanning died of consumption in Cape Town in 
January 1916. 
 
 Billed for much of his career as "Australia's (or Sydney's) favourite comic," Charles Fanning's association with 
the stage was very much a family affair from the start. His father Edward Charles Fanning had a successful band in 
Newcastle for many years, while three sisters, Maud, Bertha and Florence were also involved in the industry. Bertha 
(who became Mrs McKnight) was a popular contralto who made many concert appearances, including some with 
Phillip Newbury at the Sydney Town Hall. She later became a teacher of music in Mosman (Sydney). Florence R. (also 
known as Rosie) worked for some time with both John F. Sheridan and John Anderson. A brother, Edward (who died 
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ca.1908) was also involved in the theatre, being employed by George Rignold for several years as his dresser in addition 
to playing light character parts on the stage. It Charles Fanning's younger sister, Maud, however, whose career matched 
his in terms of popularity and longevity. She became arguably the country's most successful coon singer and a favourite 
through the family act she presented for many years (see Maud Fanning entry for further details).  
 
 
 
Charles Fanning 
Theatre Feb. 1909, 1. 
(Courtesy of the Fryer Library, U of Qld) 
 
         The first record of Charles Fanning appearing 
on the Australian stage is in 1885 when at just 21 
years of age he secured a regular spot on Frank 
Smith's programmes at both the Alhambra Music 
Hall (Syd) and the Sir Joseph Banks Pavilion and 
Pleasure Grounds, Botany. Fanning specialised early 
on in Negro delineation, performing mostly as the 
bones endman on Smith's minstrel shows. He also 
established himself as a popular jubilee singer, and 
within a relatively short period of time found himself 
being sought after by other leading variety 
organisations. Fanning spent time over the next few 
years with Frank M. Clark's Silk Stockings 
Company, Hiscocks Federal Minstrels (performing 
alongside luminaries such as W. Horace Bent, J. S. 
Porter and Beaumont Read), George Barr 
(Haymarket Theatre, Syd) and the Cogill Brothers. 
During this time, too, Fanning joined forces with two 
other emerging local performer/managers, Martyn 
Hagan and Perry Ryan to present shows at the 
Protestant Hall in Sydney. The Ryan, Fanning and 
Hagan XCLR Company was only short lived, but the 
reception they received and the experience gained 
led to both Fanning and Hagan later touring their 
own companies around Australia. Several members 
of the troupe were by then also emerging within the 
industry as recognised local stars - most notable 
being the Bovis Brothers and Lucy Fraser (later the 
wife of Martyn Hagan). 
 After several years working for other variety operators Charles Fanning returned to play a season with Frank 
Smith in early 1890. By this stage Fanning's stage craft had branched out into sketch work, much of which he wrote 
himself. One of the earliest sketches known to have been written and staged by him is "I'll Get You" (15 Mar.). Often 
these sketches involved just two performers, and in this respect one of his early partners was the serio/soubrette, Violet 
Kingsley. Fanning remained with Smith until late October/early November 1890, with one of his last performances at 
the Alhambra being the burlesque, The Streets of Sydney; Or, A Plucky Youth, staged from 24 October (see Appendix 
C, 1883). The cast included such notable stars of the variety stage as Johnny Gilmore, Johnny Cowan and the Leslie 
Brothers. Following his engagement with Smith, Fanning joined forces briefly with H. Florack's newly reformed 
Federal Minstrels Company. This company, which also included Harry Clay, had created some waves the previous year 
when they appropriated the moniker previously made popular by F. E. Hiscocks.
18
    
During the early 1890s Fanning cemented his reputation as one of the country's leading comedy singers, sketch 
writers and refined specialty artists. Always popular with Sydney audiences he played occasional return engagements 
with Frank Smith between top of the bill engagements with entrepreneurs like Dan Tracey and Harry Barrington (who 
took over Smith's Alhambra operations in early 1893), or with his own minstrels troupe at popular weekend venues like 
the Bondi Aquarium. The line-up in 1890 included his sisters Maud and Bertha, J. Whitworth and Lorrie St. George 
among others. One of Fanning's more popular sketches around this time was the Ethiopian burlesque, "The Bruised 
Heart," staged at the Alhambra on 19 Mar. 1892. With Smith, too, he increased his profile by playing hilarious 
characters in such farces as "Hard to Kill" (5 Sept. 1892) and "A Night in Woolloomooloo" (26 Mar. 1892). During the 
same period he occasionally toured his own company around the eastern states. One known tour was in late 1891. It was 
this time onwards that Fanning's billing in advertising began to include such slogans as: "Australia's favourite comic," 
"the Mogul of Minstrelsy," "King of Ethiopian Comedians" and "Sydney's ever-favourite comedian." Such was 
Fanning's popularity with audiences and critics alike by this stage that in September 1893, Harry Rickards offered him a 
season at his newly built Tivoli Theatre. A few weeks into his season the Sydney Morning Herald devoted a good deal 
of space in its review of the current show to Fanning: 
 
A new laughable absurdity [presented by Mr Charles Fanning] consisted of a breathless narrative of impossible 
doings in high places, delivered with a mirth-provoking air of honesty and good faith.; he was encored for a ditty 
about "Joanna," sang a parody, of which the burthen was "the man who's breaking stones at Monte Carlo;" and 
displayed a capital falsetto voice in the popular Neapolitan barcarole, "Funiculi, Funicula" (9 Oct. 1893, 6). 
                                                          
18     See Clay Djubal. Harry Clay and Clay's Vaudeville Company, 1865-1930. (1998), 48-51. 
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 The timing of Charles Fanning's engagement with Rickards was fortunate for several reasons, first because it was 
a period when variety's fortunes were being seriously threatened as a result of the late 1880s/early 1890s economic 
collapse. In this respect Rickards was the only one of his peers at the top end of the industry to be able to manage to 
continue operating at this level through to the end of the decade, hence providing high quality local performers artist 
like Fanning with much needed financial security. The second fortune for Fanning was that he teamed up both 
professionally and personally with American comic/singer, Georgie Devoe. Described in 1909 as having "a wealth of 
Titan-coloured hair" and a more than "capable performer" (TT: Feb. 1909, 9), her first known appearance in Australia 
(at this stage) was with Rickard's at St George's Hall (Melb) in July 1889. Her name would be linked almost 
continuously with his company until 1899. Her only known association with another Australian-based entrepreneur was 
in 1890 when Rickards briefly joined forces with Dan Tracey. During that season Devoe starred opposite the popular 
American actor/manager in his musical farcical creation, The Irish Millionaire (see Appendix C, 288-89). 
 From around 1894 onwards Fanning and Devoe became on-stage partners, presenting a combination of sketch 
work, patter and song and dance for Rickards around Australia and on occasional tours through New Zealand. This 
period of his career saw Fanning in the same company as other Rickards long-serving top-liners - those such as African-
American comedians Charlie Pope and Irving Sayles, and fellow-Australian comic, Will Whitburn. He also shared 
headline status with frequent Rickards' guests, Priscilla Verne and Harry Shine. During his time with Rickards, too, 
Fanning continued to write and stage his own sketches and minstrel farces. One particular favourite, and which is 
believed to have been adapted by other local companies over the next decade or so was his original comedy sketch, 
"The Asylum" (9 Feb. 1895). The premiere production included among its cast Fanning and Devoe, Charlie Pope, 
Irving Sayles and Florrie St Clair. Another highlight of his long Rickards engagement was the pantomime, Jack the 
Giant Killer (22 Mar. 1898) in which he played the part of Merlyn. During the year he also staged two burlesques, 
Hamlet (2 Apr.) and The Far Beyond (12 Nov.). The balcony scene from Fanning's burlesque on Hamlet was to 
become a regular attraction for Fanning and Devoe over the course of their later career, with the first known staging 
being at the Bijou Theatre (Melb) on 14 January the following year. Three of his more popular turns during Rickards 
1899 Melbourne Opera House season were the burlesques "Heavy Weightlifting and Chain Breaking" (14 Jan.), "The 
Melbourne Cup in Five Minutes" and a spoof on imported star, Cinquevalli (4 Nov.). 
 In early 1900 Fanning and Devoe travelled to Western Australia to take up a contract with Jones and Lawrence at 
the Cremorne Gardens (Perth). They likely also toured the Murchison goldfield circuit during this period. The pair made 
a huge impression on Perth audiences, and found their performances being recalled time and again. The West Australian 
notes of Fanning's stage presence: "His style is quaint and original, and the absence of vulgarity is the leading 
characteristic of his specialty work" (19 Feb. 1900, 3). One of the more popular solo turns staged by Fanning was "The 
Albany Cup in Five Minutes" (likely an adaptation of his Melbourne routine), which the paper indicates was a satire of 
a "bookmaker with a mania for laying long-odds" (5 Feb. n. pag.). Perhaps his greatest successes there, however, were 
his parodies of patriotic songs and songs that were then the current rage - including "Caller Herrin," "When Other Lips" 
and "The Absent-Minded Bushy." He is also said to have performed a burlesque contortion act that satirised the Tyler 
Risley act and presented a scream of an act in a burlesque of a prima donna. 
 The whereabouts of Charles Fanning and Georgie Devoe between their Perth engagement in 1900 and 1909 is 
currently unknown, although it appears that much the period, if not all, was spent overseas. Australian Variety indicates 
that this was the case when it reports his death in early 1916. "At one time Australia's best-known comedian, [Fanning] 
returned virtually a stranger to an audience that, with few exceptions, knew him not" (n. pag.).
19
  What is known is the 
pair returned to Australia for Harry Rickards in 1909 with their eight-year old daughter, Charlotte, appearing at the 
Opera House (Melbourne) beginning 1 May. The Theatre reports that the Fannings had signed a two year contract with 
the Tivoli organisation, although this may have been either shortened or undertaken on a casual basis as the couple 
accepted a number of alternate engagements over the next few years (Feb. 1909, 9). These included seasons with James 
Brennan in Melbourne (Gaiety Theatre) and Sydney (National Amphitheatre), Holland and St John (Bris) and Humbert 
Pugliese (Alhambra Theatre, Syd). The Brisbane Courier records that two particular highlights of the Fanning/Devoe 
turn during their 1910 Empire Theatre season were their "Romeo and Juliet" burlesque (16 July 1910) and a motoring 
burlesque that "started off in an extremely fantastic fashion" (5 Sept. 1910, n. pag.). 
 Sometime after late 1910 Fanning left for South Africa where he settled, presumably still performing with his wife 
and daughter. In its 5 January 1916 issue, Australian Variety reported: "For many years Australia's foremost cornermen 
and blackface comedian… Charles Fanning is dying of consumption in Somerset Hospital, Cape Town (4). According 
to a later report he died a few weeks later aged 52. In reporting Fanning's death in its March issue, the Theatre presented 
in detail one of his patter turns, "Push and Pull." The same journalist (who recalled the patter from some five years 
previous) goes on to note that "with his wobbly-gobbly way of speaking there was never, particularly in respect of 
patter, a more amusing black-faced comedian than Mr Fanning heard in Australia" (n. pag.). Isadore Brodsky, in The 
Streets of Sydney, provides an insight, too, into the type of relationship and standing Fanning had with his adoring 
public during the prime of his career: 
 
His first turn appealed to a bunch of jockey boys in the audience and in devilment they sent up a bouquet at the 
end of the turn - a bunch of carrots. Said Charlie: "Thank you boys, but you haven't sent the corned beef with 
this." At [the] interval the boys whipped over to paddy's Markets to atone for their thoughtfulness [sic]. Fanning 
came on after the intermission and completed his popular turn. And then he got the big surprise. It was the corned 
                                                          
19     Bibliographic details for this quotation are missing. The report was likely published in an issue later in the month. 
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beef. The jockey's three a huge round of smoking beef onto the stage - the entire stock of a market stallholder. 
Ah! for the old days of Paddy's Markets and Campbell Street, old-timers will say with a sigh" (127). 
 
FURTHER REFERENCE: 
Brodsky, Isadore. Streets of Sydney (1962), 127. 
 
 
 
Mrs Charlie Fanning - Georgie Devoe 
Theatre Feb. 1909, 9. 
(Courtesy of the Fryer Library, U of Queensland) 
 
 
Charlotte Fanning 
Theatre Feb. 1909, 9. 
(Courtesy of the Fryer Library, U of Queensland) 
 
 
 
MAUD FANNING 
 
Singer, coon impersonator, comic, actress. Born in 1874 at Newcastle (NSW). The younger sister of 
Charlie Fanning, Maud began her professional career began at the age of five. By the late 1880s she 
was working with other members of her family, including a partnership with older sister Rosie as the 
Fanning Sisters. She later undertook engagements with all the major vaudeville organisations, 
including Harry Rickards, the Fullers, James Brennan, Harry Clay, J. C. Bain, Bert Howard, Percy St 
John, Birch and Carroll, W. J. Wilson, Walter Bell, J. C. Williamson's, William Cosgrove, William 
Anderson. She is also appeared with John F. Sheridan's company ca. 1900. Married to fellow 
vaudevillian, Arthur Elliott, Fanning's three daughters and son were also performers. Maud Fanning 
continued performing professionally up until at least the early 1920s.   
 
 As with her equally famous older brother, Maud Fanning's career in minstrelsy and vaudeville was extraordinarily 
long and successful, beginning sometime during the 1880s and stretching up until at least the late 1920s. Indeed, the 
Theatre said of her during a 1913 Tivoli engagement, "there is not a vaudeville patron in Australia who has not seen her 
in one or other of Australia’s vaudeville houses" (Aug. 1913, 33).  In this respect she become arguably the most popular 
and influential Australian coon singer of her time, and in association with her husband Arthur Elliott, daughters, Violet, 
Lulla, Huia, and son Arthur, made an extensive contribution to variety theatre in this country.20  In his autobiography 
Roy Rene wrote of Fanning: "She was a very good coon singer, and the house used to rock when she came on. She 
would bring on her kids, she had a team of them and they used to pull the place down. She was the best coon singer of 
her day and very hardworking" (79). 
 Born in Newcastle NSW in 1874, Maud Fanning's association with the stage began through the influence of her 
father, Edward Charles Fanning, who led a successful band in Newcastle for many years. Two sisters, Bertha and 
Florence were also involved in the industry. Bertha (who became Mrs McKnight) was a popular contralto who made 
many concert appearances, including some with Phillip Newbury at the Sydney Town Hall. She later became a teacher 
of music in Mosman (Sydney). Florence R. (also known as Rosie) worked for  some time with both John F. Sheridan 
and William Anderson (as did Maud), while it is known that another brother, Edward (who died ca.1908) was with 
George Rignold for several years as his dresser, and in addition played light character parts on the stage.  
                                                          
20     There is some confusion over the exact spelling of Maud's surname - with both Faning or Fanning being used throughout her career. There is 
additional confusion over the names of two of her daughters, too, these being Lulla/Lalla and Huia/Hula. For the sake of consistency, this biography 
has adopted Fanning, Lulla and Huia. 
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 Although Maud Fanning has claimed that she initially began performing at age five, the first record of her 
appearing on stage found during the course of this thesis was in 1890 at the Bondi Aquarium, where her brother's 
Popular Concert Company was advertised to appear. The company included, along with Charles and Maud, sister 
Bertha, J. Whitworth and Lorrie St. George among others. By 1894 both Maud and Rosie were appearing regularly at 
the Alhambra Music Hall, a venue that Maud continued to perform at for a number of years (although under different 
managements). Around May 1895 she appeared with Cosgrove and Stuart's Musical Comedy Company in Sydney and 
later that year took up an engagement with Warren's Surprise Party during its season at the Gaiety Theatre in Brisbane. 
The company, which included Harry Clay, was taken over by veteran variety performer W. A. Ball (ex-Hiscocks' 
Federal Minstrels) in September of that year. Fanning's connection with Brisbane was furthered in 1897 when she 
appeared on the Bovis Brothers' bill at the Gaiety Theatre (ca. Nov.). Engagements in 1898 included Henry's Dramatic 
Company (Royal Standard, Syd, ca. May/June), with whom she appeared in Fun on the Bristol, and a season under 
Percy St John and W. J. Wilson's management at the Alhambra Theatre (Syd) from around 1 October. Fanning's name 
also appeared on the programmes of entertainments put on by the management of the Coogee Palace Aquarium during 
the period.  
 In mid-1900 she found engagements with John Sheridan's company (Opera House, Syd), which were presented by 
William Anderson, and later in the year appeared on the second leg of Walter Bell's Waxworks tour of Queensland, 
with the troupe including Harry Clay. Following that engagement she once again performed for a Brisbane audience, 
this time under the auspices of Percy St John at the Theatre Royal (ca. Oct.) 
 Fanning continued to perform around Australia and through New Zealand over the next decade, at some stage 
marrying Arthur Elliott (born Arthur Hargrave), and over the course of the years giving birth to at least three girls and 
one boy. In a 1913 Theatre interview Fanning records that she had been for some time one of J.C. Williamson's ballet-
girls and that she played "Bella" in Fun on the Bristol for William Cosgrove years before John Sheridan was seen in 
the same piece. She later joined the Anderson/Holloway theatrical company, and it was during this period that she first 
did her coon act. This was apparently a pedestal dance and a song called "The Alabama Coon." Her act later caught the 
attention of Harry Rickards while he was in New Zealand. Maud Fanning's first appearance with Rickards is believed to 
have been sometime around 1903. In the same 1913 Theatre interview Fanning recalls: 
 
It was in New Zealand that I first came under the notice of Mr Rickards. I was appearing there with the Fullers. I 
was singing a song that belonged to one of Mr Rickards imported comedians. I think Mr Rickards and the 
comedian were at the show together. At any rate, Mr Rickards came round to my dressing room and asked me to 
let him know when I would be finished with the Fullers... Later... I was told to open [for the Tivoli circuit] in 
West Australia. I remained for eight years with Mr Rickards... From time to time [he] got special scenes for me. I 
very much admired Mr Rickards. He was goodness itself to me. He was so genuine (Aug. 1913, 33). 
 
Rickards engaged Fanning on a frequent basis between 1903 and at least 1906. Although it is not known whether she 
found engagements with any other managements during that period, certainly by 1907 she was in demand from other 
quarters of the industry. Harry Clay took her on tour of Queensland in 1907 and Ted Holland secured her services in 
late 1908. She was on Clay time again in 1909 and 1910. 
 By 1910 both Maud Fanning and the rest of her family were enjoying much acclaim around Australia. As the 
Theatre notes in relation to an engagement at the National Amphitheatre: "What a delightful act is that put on by the 
Three Elliotts! These dainty and clever children are Maud Fanning's, who has surely coached them with gentleness and 
love.... The trio are recalled again and again" (Mar. 1910, 18). Her known engagements in 1910 included at least one 
season with James Brennan (Gaiety Theatre, Melb) around March; the Birch and Carroll Queensland circuit (Oct.) and 
Pat Fisher's Entertainers (Royal Standard, Syd) in late November. 
 In 1912 Fanning, her husband and four children toured Queensland for Harry Clay, being with little doubt one of 
the company's leading attractions, and went on to the Brennan-Fullers circuit shortly afterwards.  J. C. Bain gave her top 
billing at the Princess Theatre in 1913 (ca. May) as did Harry Barrington at the Alhambra Music Hall (ca. June). By 
1914, and with a new born infant added to the family's (on-stage) troupe, the Fanning/Elliott family were undoubtedly 
an Australian entertainment institution. By 1914, and with a new born infant added to the family's on-stage act, the 
Fanning/Elliott 'troupe' were undoubtedly an Australian entertainment institution. They continued to find engagements 
in Australia and New Zealand throughout the remainder of the decade. The family spent much of this time on contract 
to the Fullers, but were occasionally leased out to other organisations affiliated with that company. Thus although they 
signed a 12 months contract with the Fullers in July 1914, they were nevertheless leased to Holland and St John in 
October that year (Empire Theatre, Brisbane). Her 1917 tour of the Fullers' New Zealand circuit drew much praise from 
the critics. The Theatre's Dominion scribe wrote, for example: "Maud Fanning and her children are again proving a 
phenomenal draw… Of the many hundred acts on the circuit it is doubtful if any artist has so consistently retained her 
popularity as has Miss Fanning.  One recalls the early days of the Fullers, when the late P.R. Dix was importing stars. 
During that period Miss Fanning played a record season of over seven months at the old Choral Hall, Wellington. Irene 
Franklin was on of the Dix stars. The dusky Maud, singing the same songs was easily the bigger favourite in the windy 
city" (May 1917, 41). When briefly off Fuller time Fanning undertook engagements with other managements, including 
Harry Clay (1915 and 1919), Bert Howard (Sydney, ca. May 1918) and Dix-Baker (Newcastle, ca. May 1918). She was 
also tended a benefit in 1916, held at the Coronation Theatre (Leichhardt).  Lulla, Violet and Huia are known to have 
worked on the Clay circuit on occasions throughout the 1920s.  
 Industry opinion of the Fanning family act in 1915 included an Australian Variety par in its 24 February issue: 
"Maud Fanning - well, if anybody ever earns a salary it's Maud. I have never seen a harder trier in the business. She was 
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a riot, and her three cleanest girls in vaudeville cleaned up with their raggy singing. Daddy Arthur Elliott has some 
punch in his comicalities, and it's a sure four he has to do before he can retire" (13). The Theatre reported that same 
year: "The volcanic Maud Fanning... got a rousing reception [at the National]. The point about this is that Miss Fanning 
is now being seen in Sydney for about the thousandth time. Has there ever been - or will there be - seen any other artist 
who could in such circumstances move an audience to the enthusiasm displayed in the case of Miss Fanning? Her 
record in this respect stands second to none" (May 1915, 41). 
 
 
 
Maud Fanning and the Elliott Sisters 
"Australia's Premier Coon Singer" and her children. 
(Courtesy of the Mitchell Library) 
 
 It is not been established when Maud Fanning retired from the stage. In October 1929 she was  invited on the bill 
of the final programme at the old Sydney Tivoli Theatre, and in 1932 appeared alongside fellow variety veteran Ward 
Lear in a "Stars of Yesterday" troupe which supported Clem Dawe's musical revue company (see Wintergarden, Bris; 
beginning 5 Nov.). She also made a guest appearance at the new Tivoli Theatre (Syd) in 1940. Roy Rene has mentioned 
that Lulla Fanning and Violet Elliott had become successful in radio and in London pantomime respectively in late 
years. She died sometime in the early 1940s. 
 
 
 
EDWARD GEOGHEGAN 
 
Dramatist, convict. Born in Ireland ca.1812. The playwright whose output of plays were the most 
staged in Australian during the 1840s, Edward Geoghegan arrived in the colonies in 1840 as a 
convict and soon after began writing works for the stage. By 1844 he was creating original dramas 
for the Royal Victoria Theatre company (Syd), and wrote at least eight major works in his brief career, 
the best known being The Currency Lass and The Hibernian Father (both 1844). His other works 
included The Last Days of Pompeii, A Christmas Carol, The Royal Masque, and Captain Kyd. 
Geoghegan was given his ticket of leave in 1846. There is no record of his whereabouts after 1852.  
 
 Edward Geoghegan studied medicine in Dublin after leaving school, but any thoughts of a medical career were 
dashed in June 1839 when he was convicted in a Dublin court of obtaining goods under false pretences and sentenced to 
seven years in the Australian colonies. He arrived in Sydney the following year on the ship Middlesex aged twenty-
seven. Because of his medical training, Geoghegan was given special employment during his confinement on the 
Sydney Harbour penal establishment, Cockatoo Island. His duties were as a dispenser in the colony's medical 
department, and within a short period of time he granted permission to go ashore once a week. During these periods of 
leave he was able to make the acquaintance of actors at the Royal Victoria Theatre, with one of these people being 
Francis Nesbitt (McCron) who soon became his patron, and encouraged the young Irishman to begin writing works for 
the local actors. Geoghegan's literary and theatrical aspirations were put briefly on hold, however, when he was caught 
by the authorities in a raid on the island and found to have been acting as a courier of illegal items of trade. Reduced to 
a common labourer, with his leave stopped, Geoghegan's medical background once again saved him, and he was 
eventually restored to his previous position. The incident did not help his cause regarding an early release, however, and 
as a consequence he was made to serve his full seven year sentence. 
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Once allowed to regain his leave rights, Geoghegan was thus able to return to his theatrical activities, and 
between 1844 and 1845 he became the most performed of the Royal Victoria's resident playwrights, with at least eight 
works having been staged. These were presented, however, either under pseudonyms or anonymously as there existed a 
prohibition on convict actors (and subsequently convict playwrights) appearing on colonial stages. The plays known to 
have written by Geoghegan during this period include his two most famous works, The Hibernian Father (1844) and 
The Currency Lass (1844) along with The Last Days of Pompeii (1844), A Christmas Carol (1844), The Royal 
Masquer (1845), Captain Kyd (1845), Lafitte the Pirate (1845) and  The Jew of Dresden (unperformed). There are 
also several other works, which although attributed to others, are believed to be Geoghegan's due to the similarity of the 
handwriting with those established as his. In addition, there are at least two other plays which some theatre historians 
suggest could possibly have been written by Geoghegan, the texts of which have unfortunately been lost, however. 
Geoghegan was given his ticket of leave in 1846 and initially tried to make a living through work at the Royal 
Victoria Theatre. Although having been arguably the most successful playwright of the 1840s thus far, his craft had 
unfortunately yielded him less than six pounds in all, with the doubtful bonus of "several poetical addresses" (qtd. 
Covell xix). With his protector, Nesbitt, having left for Victoria (where he died the following year) and with no great 
prospects for him in Sydney Geoghegan also travelled south in search of work. The last record of his whereabouts 
comes from an 1852 letter he wrote from Victoria to the Colonial Secretary requesting the text of The Jew of Dresden 
so that he could recopy it for a possible London production.  
 
MUSIC THEATRE WORKS:   
THE CURRENCY LASS  [ballad opera]  Txt. Edward Geoghegan; Mus. various (1844). 
 
FURTHER REFERENCE: 
Geoghegan, Edward.  Currency Lass, The. Ed. Roger Covell. (1976). 
Musa, Helen.  "Edward Geoghegan." CTTA: (1995), 242-3. 
Oppenheim, Helen.  "The Author of The Hibernian Father."  ALS: 2.4 (1966), n. pag. 
Williams, Margaret.  Australia on the Popular Stage. (1983), 25-35. 
 
 
 
 
JIM GERALD 
[Incl. Essie Jennings] 
 
Circus clown, acrobat, actor, vaudeville performer, pantomime dame, revusical writer, revue 
company leader, song writer, film actor/director/screenwriter. Born James Fitzgerald on 1 January 
1891 in Darlington, Sydney,21 Jim Gerald began his career on the stage at four years of age and at 
seven was apprenticed to Oscar Pagel's international circus. After touring the world for almost ten 
years with Pagel, he returned to Australia around 1907 and appeared in two films directed by his 
father, Robbery under Arms (1907) and The Life and Adventures of John Vane, the Notorious 
Australian Bushranger (1910). During this period he also continued touring as an acrobat and clown 
with several Australian-based circuses. In 1912 Gerald severed his connection with circus life, taking 
up an offer from Fullers Theatres Ltd to appear on the variety stage. He was leased out by the Fullers 
to Stanley McKay between 1913 and 1916, touring regional Australia and New Zealand under canvas 
as the dame in McKay's pantomime company. The troupe also included ex-Tivoli soubrette, Essie 
Jennings, whom Gerald had married in 1913. After serving some two years in the Middle-East during 
the war as a driver and entertainer (1916-1918), Gerald returned to the Fullers as the dame in their 
1919 Red Riding Hood pantomime. Following that production he briefly joined Bert Le Blanc's 
Travesty Stars (q.v.) before branching out as a sketch artist with his wife. One of the couple's most 
popular sketches from this period was "The Raw Recruit" which he based on his early military 
experiences. He later expanded it into the hit one act musical comedy, 1914-1918; Or, For the 
Duration. Gerald and Jennings joined Walter George's Sunshine Players in 1921, and the following 
year put together their own troupe, initially known as Jim Gerald's Miniature Musical Comedy Co. 
The company continued to tour the Antipodes up until at least 1929. Gerald wrote most of the 
productions himself, among the most popular being Barebacks, A Millionaire for a Night, 1914-1918, 
The Tennis Club and Whips and Quips. He also collaborated with actor/director Frank Neil on several 
Christmas pantomimes between 1926 and 1934. In 1928 Gerald travelled to America and 
England but failed to attract attention for his style of comedy. During his time in the USA he wrote 
and produced at least two short films. Following his return to Australia in 1929 (at which time he 
switched from the Fullers to the Tivoli circuit) Gerald included these films as part of his touring 
show. During the 1930s he took advantage of the popularity of radio, becoming prominent on 
air personality. During the Second World War he was given an officer commission and served 
overseas as an entertainer. Following his return to Australia he maintained regular tours of Australia 
and New Zealand up until the late 1950s as a revue entertainer while continuing to maintain a 
presence on local radio.  On a number of occasions he teamed up with other leading performers of 
the 1920s such as George Wallace and Queenie Paul. Gerald died in Melbourne on 2 March 1971. 
 
 The seventh and youngest son of eminent Australian actor S. A. (Stephen Australia) Fitzgerald, Jim Gerald was a 
nephew to Dan and Thomas Fitzgerald (Fitzgerald Brothers Circus) and John D. Fitzgerald, a prominent barrister and 
writer who served as a NSW Labor parliamentarian. Three of Gerald's siblings also followed their father onto the stage, 
these being comedian Cliff Stevens (Clifton Stephen Australia Fitzgerald) and actors Lance Vane (Lancelot Sherlock 
                                                          
21  Gerald's military records indicate that the date was 1 January.  Several secondary sources record 2 January. 
  775 
 
 
Fitzgerald) and Max Clifton (Richard McGuinness Fitzgerald). From early childhood James Fitzgerald took to the 
world of professional entertainment, having spent a good deal of his early childhood playing truant from school so that 
he could go down to the sand hills behind Centennial park to learn acrobatic skills from professionals and amateurs who 
regularly practised there. Australian Variety records that Gerald made his first professional stage appearance at the age 
of four and won numerous prizes for dancing before the age of twelve (18 Dec. 1919, 3). He is also said to have taken 
every opportunity to hang around his famous uncles' circus whenever it was in Sydney. Showing enormous talent even 
at age seven his father allowed him to be apprenticed as a tumbler to German showman and strongman, Oscar Pagel, 
who had previously worked for the Fitzgerald Brothers' Circus. Gerald remained with this company for some ten years, 
touring such places as South Africa, Europe, Asia and North America. During his time with the circus he also shortened 
his surname to Gerald, apparently on the advice of his employer. 
By the time he returned to Australia around 1906/07 Jim Gerald was a truly a remarkable circus act. Although 
only seventeen he could walk the high wire, complete sixty somersaults in sixty seconds, and was reportedly the first 
man in the world to do the 'loop the loop' around a steel cage on a motor bike (Norman 226), a feat he performed under 
the nom deplume 'Diabolo.' In 1907, while still involved in the circus industry, Gerald was engaged to play (in 
blackface) the character of Warrigal in Charles MacMahon's motion picture adaptation of Robbery under Arms, which 
was directed by his father. Three years later he Gerald and two of his brothers, Lance Vane and Max Clifton, appeared 
in The Life and Adventures of John Vane, the Notorious Australian Bushranger (1910). That film, also directed by S. 
A. Fitzgerald, is now viewed as a significant landmark in Australian cinema history, being the first recorded 
involvement in narrative film production by Charles Cozens Spencer - one of the leading figures in the early Australian 
film industry. Max Clifton is also known to have appeared in at least two other films around this period, these being 
The Squatter's Daughter (1910, William Anderson) and The Christian (1911, West's Pictures). Gerald continued 
working as a circus performer for about five years following his return to Australia, but around 1911/12 was apparently 
forced into taking up another career. As Charles Norman recounts, Gerald was responsible for wrecking a wagon and 
about £1,000 worth of equipment while en route to a country show with Barton's Circus. Quitting before he could be 
fired he decided to try out his comedic talents on the theatrical stage (224-5). The decision to quit the circus may not 
have been entirely due to this event, however, but also partly in response to Gerald's physical health - he had by then 
broken numerous bones in circus-related accidents.  
Jim Gerald's move into variety entertainment began when he took up an engagement with Fuller's Theatres. 
Although at least one reference source (The Companion to Theatre in Australia) maintains that Jim Gerald began his 
career in variety with Harry Clay (243), no primary sources supporting such a claim have yet been located. Gerald even 
states in a 1928 Everyone's interview: "I started with the Fullers' and I'll finish with them" (22 Feb. 1928, 46). 
According to reviews around this period his early turns were comic routines that utilised his circus skills, notably 
tumbling (often imitating a drunk), back flips and a wire-walking act. One of his earliest performances was at the 
Majestic Theatre in Adelaide. It was here that Gerald first met and married Essie Jennings. According to Charles 
Norman, Gerald had been pestering the young lady for a date for several weeks, but she had refused his advances. It 
apparently took an on-stage accident to bring them together. Jennings offered to look after him during his recuperation, 
and they married some two weeks later.  
By 1913 Gerald and Jennings were a Fullers double act, performing sketches which included songs, comic 
routines and Gerald's circus-inspired eccentricities. Jennings had herself been working on the variety stage for some 
time. It is believed that she began her association with the Fullers around 1905/06, starting out as an illustrated singer
22
 
and dancer. The earliest recorded performance for her found to date is a National Amphitheatre (Syd) show in January 
1907 (see SMH: 5 Jan. 1907, 2), although a 1921 article in Fuller News indicates that she would be "remembered by 
playgoers as 'Australia's Gibson Girl,' when [American entertainer] Charles Dana Gibson  was the rage" ("Pantomime 
Souvenir," 20). A  review of Gerald and Jennings turn at the same theatre in October 1913, which also congratulates 
Jennings for having lost almost three stone in weight since her last appearance, notes: "the act is now considerably 
improved, and scores a great number of laughs" (AV: 5 Nov. 1913, 5). 
 Around 1913/14 Gerald and Jennings were leased by the Fullers to Stanley McKay. They appeared with one of the 
actor manager's two touring companies until 1916, specialising in pantomime (the other company briefly toured 
Shakespeare under canvas before turning to pantomime fulltime). Gerald did not entirely cut his connection with the 
Fullers, however, as McKay staged his productions in the firm's theatres when playing seasons in the major Australian 
centres and along its Dominion circuit (NZ). Within a short period of time McKay relinquished day to day control of his 
No 1 company, leaving its management in Gerald's hand. In this respect, as Gerald states in the 1928 Australian Variety 
interview: "I produced pantomimes for the Fullers three years before anybody else ventured into the same field with 
them" (ibid, 46). It would be the McKay pantomimes, notably Mother Goose (1914), Old Mother Hubbard (1915) and 
Little Bo-Peep (1915) that allowed Gerald the opportunity to develop what was to become perhaps the best remembered 
of his stage roles - that of the dame. What set Gerald apart from most other specialist dame comedians  was that he 
imbued his characters with the essence of  circus clowning and acrobatics. According to the numerous reviews 
available, he seldom failed to excite audiences with his spectacular feats. Responding to Gerald's Princess Theatre (Syd) 
performance as Pansy Hubbard, the Theatre records, for example: "Variety is imparted to Mr Gerald's performance by 
introducing a few well-executed somersaults. His acrobatic gifts further enable him to make some novel, decidedly 
clever exits" (Sept. 1915, 52). Australian Variety records, too, that as Mother Goose "James Gerald… is an ideal 
pantomime dame, and a first-class knockabout expert; his funny ways all through gets him many hearty laughs" (5 Aug. 
1915, n. pag.). 
                                                          
22     Illustrated singers specialised in performing to scenes projected on a backcloth and illuminated by limelight projectors. 
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In 1916 Gerald enlisted in the Australian 
Imperial Force, and was subsequently posted overseas 
as a driver with 1
st
 Australian and New Zealand 
Wireless Signal Squadron (22 Battalion). He 
reportedly spent most of his service in Mesopotamia, 
between Kut-el-Amara and Bagdad. He was not alone 
in joining from the ranks of McKay's organisation, 
there being four others (including McKay) who 
similarly volunteered their services. During his 
military service Gerald involved himself as often as 
possible in theatricals. He claims, for example, to have 
had the distinction of presenting Bagdad with its first 
ever pantomime production. While her husband was 
away, Essie Jennings continued to work the variety 
stage for the Fullers, securing an engagement with 
Bert Le Blanc's Revue Company for a period of time. 
She was with the troupe when they opened the 
company's newly built Majestic Theatre (Newtown) in 
June 1917. Jennings later travelled to India with the 
Voluntary Aid Division. While there she too found an 
opportunity to work the overseas stage, procuring a 
nine month engagement at the Gaiety Theatre in 
Calcutta. Both she and her husband lost a brother each 
during the hostilities, with Gerald's sibling, Max 
Clifton having been killed early in the war, while 
Jennings' brother died only three weeks before the 
armistice. 
 
 
Driver Jim Gerald 
Theatre Sept. 1916, 42. 
(Courtesy of the Mitchell Library) 
 
In late 1918, while waiting in Egypt for his regiment's return to Australia, Gerald received a cable from the Fullers 
offering him the dame role in their Christmas pantomime, Bluebeard. Although his post-war stage debut was a hit, the 
transition to civilian life was not entirely smooth for the comedian. While attending a production of Time Please at the 
Melbourne Tivoli, a few months later Gerald's shell-shocked nerves went awry during a comedy-realistic trench scene 
and he, along with several other returned servicemen, had to be taken away from the theatre in an ambulance. Gerald 
remained in hospital for some six weeks. By late 1919, however, his health had returned to near normal and he began to 
concentrate his energies towards writing and producing his own works. This new aspect of his career was very likely a 
response to filling in time during his extended convalescence, and perhaps not unsurprisingly he found a great deal of 
material in his war experiences. The first of his original material to find popular appeal were a series of sketches which 
he again performed with Jennings. Undoubtedly the most successful was "The New Recruit" (1919). "Originality and 
cleverness mark the sketch," wrote the Theatre reviewer in response to their performance at the Fullers New Theatre 
prior to the second part revusical by Nat Phillips' Stiffy and Mo Revue Company. At times exceptionally funny, 
particularly when Jennings played the military officer to her husband's raw recruit, the sketch also contained a moment 
of pathos when Gerald gave an account of how he lost his pal in the war. "High art indeed is his work in this 
monologue," notes the reviewer (July 1919, 23). Another sketch Gerald made his own around this period was the "letter 
posting act," previously made famous by American Jim Barton. The routine revolved around a drunk's attempts to post 
a letter in the small opening of a postal box. Gerald and Jennings continued to play the Fullers' Australian and New 
Zealand circuit as a vaudeville act though until around 1921, at which time they joined the Walter George Sunshine 
Players ensemble. The troupe at various times also included Amy Rochelle, Harry Ross, Vaude and Verne and two 
performers who would shortly begin to play major roles in Gerald's own company, actor, Reg Hawthorne, and 
actress/dancer/choreographer, Polly McLaren.  
Jim Gerald's Miniature Musical Comedy Company debuted in Newcastle in July 1922 with A Millionaire for a 
Night, opening in Sydney later the next month to rapturous critical acclaim. Along with Gerald, Jennings, Hawthorne 
and McLaren the initial line-up included Lance Vane (Gerald's brother), Ernest Crawford, Howard Hall and Winnie 
Trevail. Later troupe members included: Letty Craydon (1923-24, 1928), Harry Burgess (1927), Amy Rochelle (1928). 
The longest serving members (apart from Essie Jennings) were Lance Vane (8 years), Reg Hawthorne and Ernest 
Crawford (7 years), Howard Hall (6 years), and Polly McLaren (5 years). In starting up his own revusical company 
Gerald was required to write (or adapt) his own works - with this by now being a tradition among Australian revusical 
troupes. Having already been accorded much acclaim for his sketches, this move was not too difficult for him, and 
indeed from around 1922 Gerald began to emerge as one of Australia's more popular writers of one act musical 
comedies. Among his most popular revusicals were: Bare Backs, A Millionaire for a Night, The Tennis Club, Whips 
and Quips, Don't Tell the Wife and arguably his greatest success 1914-1918; Or, For the Duration. Set in three scenes 
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- a military camp, aboard a transport ship, and in the trenches on Armistice Day, the revue's narrative is once again 
drawn from Gerald's wartime experiences, and in this respect was a fleshed out adaptation of 'The Raw Recruit' sketch 
with additional musical sequences. 1914-1918 was to be one of the earliest of productions for Gerald's Miniature 
Musical Comedy Company, and continued to be revived throughout the 1920s.  
Jim Gerald's company played throughout Australia and New Zealand on the Fullers circuit over the next few years 
establishing itself as one of the four leading Australian-based revue troupes - the others being Nat Phillips Stiffy and 
Mo Company, George Wallace's Revue Company and Bert Le Blanc's Travesty Stars. During that decade his seasons in 
any particular location rarely ran for less than six months, with some visits lasting upwards of eight months. Gerald's 
troupe was also the first leading revusical company to regularly utilised its members the first part vaudeville 
entertainment (rather than engaging specialty acts to fill out the bill). This allowed him the opportunity to specialise in a 
variety of performance styles, and very likely helped increase his popularity (if not also reducing the production 
overheads at the same time). One of Gerald's famous solo routines during this period was 'Paddy McGinty's Goat' - the 
text, with accompanying photographs, for this are published in the March 1923 issue of the Theatre (21). He also 
further established his credentials as a writer and director of pantomimes with productions like Little Red Riding Hood 
(1923) and Puss in Boots (1926). Indeed, by 1926 Gerald and members of his revusical company had racked up five 
consecutive Christmas season for the Fullers.  
 In March 1928 Gerald ventured overseas in an attempt to establish his career outside Australia. While in the 
United States he co-wrote and produced several two reel films (one of these, Getting Through, was exhibited as part of 
his Australian stage shows in 1929). He also acted as a buyer on behalf of the Fullers, purchasing a number of ballets 
and revues for the firm. Gerald left America for England, staging a season of revusical on the London stage. When the 
critics panned the show he cut short his stay, returning to Australia in November 1928. From 1929 Gerald moved away 
from the narrative-driven revusicals that had made him a household name around Australia and New Zealand. His new 
style of show, revue, was very much influenced by his observations in America and London the previous year, and 
several critics notes that he also brought with him a number of new ideas in terms of staging - notably the use of lights 
as opposed to scenic art.  
Many of the pantomimes that Gerald produced during the late 1920s/early 1930s were collaborations with the 
Fullers' long-time house writer and composer, Frank Neil. The first of these shows was possibly the 1926 production, 
Puss in Boots, with the last likely to have been Mother Goose in 1934.  By all accounts his most popular revusicals of 
the late 1920s were It's All Yours (1928), The Honeymoon Girl (1928) and Happy Ideas (1929), along with frequent 
revivals of 1914-1918, Barebacks and The Merry Masquerader. The troupe also presented on a number of occasions a 
minstrel revival show (titled either Old Time Minstrel Show or Olde Time Nigger Minstrels). For these shows Gerald 
appeared as one of the comic endmen (Mr Tambo), with the Mr Bones role being played at various times by Reg 
Hawthorne and Max Reddy.
23
 
During these years his company included at various times, Essie Jennings, Reg Hawthorne, Lance Vane, Amy 
Rochelle, Ward Lear Jnr, Letty Craydon and Ron Shand. The troupe left for a six month tour of New Zealand in 
September 1929 on the Tivoli circuit, the first time since he moved from the circus to variety that he did not tour on 
"Fullers' time." Upon returning to Australia the company began a season at the Tivoli Theatre in Melbourne beginning 5 
April. In addition to The Honeymoon Girl Gerald also revived his more popular revusicals (albeit with changes to some 
titles). These included Circus Days (previously Bare Backs), The Naughty Earl (previously Not Likely) and Sport of 
Kings (previously Whips and Quips) Some three months later, on July 17, Gerald was one of a stellar cast of 
performers engaged by the ABC to open its new radio station 2FC.   
Jim Gerald's connection with the national broadcaster continued throughout the late 1930s, although it appears 
that by then Gerald's style of comedy may have become somewhat dated. Sometime around 1938, having temporarily 
retired from the live stage, Gerald formed his own radio production unit, known as Jim Gerald-Lionel Lunn Radio 
Presentations. With its headquarters in Sydney, the company employed such actors as Alex Kellaway and Kath Esler, 
with Sandra Parkes (daughter of George Edwards) as scriptwriter. His first production, a series called Private Jitters 
was sold to a national sponsor and broadcast on relay out of Melbourne four nights a week. He returned to the variety 
stage for one night prior to the premiere of Private Jitters to present the character as part of the Melbourne Tivoli 
Theatre's "Radio Roundup" entertainment. He also presented another radio programme, The After Dinner Show, 
broadcast on the ABC on Saturday nights. Whether Gerald's plans to produce other shows, including a series called 
Baffles the Crazy Detective, went ahead is not known at this stage. In March 1939 his contract with the ABC was up for 
review, but according to correspondence forwarded to Keith Barry (Federal Controller of Music) by W. G. James 
(Federal Programme Controller), a renewal was not on offer. 'I have heard him on a few occasions,' writes James, 'and 
was not very impressed with his work. One or two of his "After Dinner" shows have been quite effective, But I would 
not recommend renewing his contract' (ctd. National Archives of Australia - Jim Gerald; Series SP173/1; No. 
SP173/1/0).   
In 1941, Gerald and fellow ABC favourite Jim Davidson joined the Australian Army, embarking for the Middle 
East on 1 September. Commissioned as an honorary Lieutenant Colonel, Gerald was given command of the AIF's 
Entertainment Unit, and based himself out of Tel Aviv. With his vast experience in the variety industry he quickly 
organised (Captain) Davidson's 40-strong band and several professional artists who specially enlisted from Australia, 
and was given authority to recruit any soldier already serving in the Middle East who had entertainment skills (but who 
was not deployed in key military areas). Some personnel had already seen fighting in Libya, Greece and Crete. This all-
                                                          
23  See for example: Fullers' Theatre, Syd (30 Jan. - 12 Feb. 1926);  Tivoli Theatre, Melb (7-13 June 1930);  and Tivoli Theatre, Melb (7-13 July 
1934). 
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digger troupe (apart from 20 female refugees, including seven Palestian chorus girls) numbered over a hundred, and 
gave shows comprising traditional revue and vaudeville acts - including singing, dancing, juggling, acrobatics, comedy 
sketches and patterology, and trick cycling. The troupe was also complimented by a backstage production crew of set 
and costume designers, transport, properties, and lighting and sound technicians. Utilising a three-ton mobile transport 
vehicle the unit could set up almost anywhere, and often played to upwards of 5,000 soldiers. His first production at 
Gaza was All in Fun, which according to reports was met with rapturous applause. A letter from a soldier, published in 
the ABC Weekly, claims that Gerald's shows were "by the far the biggest and best... just like a very good Tivoli show at 
home" (25 July 1942, 18). Some other shows staged were: Dad and Dave, The Youth Show, Amateur Hour, and 
Inspector Scott. The unit was also able to arrange for the broadcasting of popular radio programmes to all hospitals in 
the Middle East, and several camps stationed on the coast road in North Africa. Soon after establishing the 
Entertainment Unit Gerald put together a number of smaller and faster units formed from the main body, and over the 
next 18 months these troupes presented shows during the Syrian campaign, playing places anywhere between Tobruk 
and the Turkish front line. They routinely visited frontline troupes under fire, presenting their entertainment in caves, 
trenches and storehouses. Late in the war the original Entertainment Unit was redeployed to New Guinea. 
Gerald returned to Australia in October 1942 following a recurrence of malaria which he contracted while in 
Syria. After having transferred to the retired list in December he once again took to the variety stage. One of his first 
shows was the revue, Stripped for Action, staged on the Tivoli circuit in early 1943. Gerald maintained a presence on 
the stage up until the 1960s, when he was aged in his seventies. In 1954, during the Korean conflict he even wrote 
directly to Prime Minister, Robert Menzies offering to tour his own concert party through Korea and Japan. The offer 
was later gently turned down by the Minister for the Army, James Francis (ctd. National Archives of Australia - Series 
MO927/2; No. A12/1/170). Some of the more well-known productions Gerald appeared in during the last decade of his 
career were Ladies Night in a Turkish Bath, first staged in 1951, and revived for a Brisbane season in 1958 (Her 
Majesty's Theatre, 8 Sept.) ; The Good Old Days, which co-starred George Wallace, Queenie Paul and Maurice 
Colleano (Theatre Royal, Sydney, 20 Sept. 1957); and Many Happy Returns, which included among others Gladys 
Moncrieff, Queenie Paul, George Wallace Jnr and the Toppanos (Empire Theatre, Sydney, 28 Jan. 1959). After retiring 
he and his wife Essie moved to the Mornington Peninsula. When Essie died in 19169 he moved into a nearby nurisng 
home, dying some two years later on 2 March, 1971. 
Regarded as one of the four leading Australian comics of the great vaudeville and revue era, along with Roy Rene, 
Nat Phillips, Bert Le Blanc and George Wallace, it has been said that Jim Gerald differed from his competitors in that 
he was much more of an internationalist, preferring not to be too parochial in his settings and stories. While there may 
be some element of truth in this claim, it was more than likely a result of Gerald having spent his formative years 
overseas. His perception of what constituted Australianness would therefore have been shaped differently than those 
who had lived here all there lives (or like who like Nat Phillips had left the country for extended periods later in their 
life). This criticism that Gerald's shows were insufficiently Australian appears to have been levelled at the comedian by 
academics and historians writing in latter half of the twentieth century. There is certainly no evidence available in 
reviews or historical insights from the period that this was an issue of concern for Gerald's popular culture audience 
base. Indeed, there is no indication that either the audiences or critics considered his revusicals as being of an 
"imported" kind. Although a number of his revues were set in overseas locations (he also found a niche specialising in 
the spoofing of foreign names), this was by no means uncommon during the revusical era. Nat Phillips and George 
Wallace also set several of their works in overseas locations.  
It has also been claimed that Gerald did not write his own scripts (Chance 243), which is clearly erroneous. 
Numerous references to Gerald being the author of his shows can be found through primary sources such as newspapers 
and industry magazines. Notable, for example, is Gerald's the routinely-mentioned wartime experiences having been the 
source of inspiration for 1914-1918 ; Or, For the Duration and 'The New Recruit'. Other sources indicating Gerald's 
authorship of particular works include a review of Step This Way, published in the Theatre in 1926, which reads: "When 
Jim rests from acting, singing and dancing on the boards he presumably spends his leisure in writing scripts, which in 
turn gave him ample work as a producer. When he sleeps one can only guess... Step This Way is a capital specimen of 
the Gerald type of revue" (June 1926, 13). As early as 1923 Gerald was also creating original pantomimes for the 
Fullers. The first was Little Red Riding Hood, which the Sydney Morning Herald records was 'written and produced by 
Mr Jim Gerald' (24 Dec. 1923, 6). See also Gerald's advertised bills in Fuller News (ca.1922) which similarly indicate 
that he was the author of his shows. 
What set Gerald apart from most other comedians, aside from George Wallace, and helped establish him as one of 
Australia's great comedians and pantomime dames, was his remarkable gift for physical comedy. At the other end of 
the extreme, however, was his comedic delivery - essentially in the droll style. His performances therefore created a 
sense of paradox, the heightened physicality of his acrobatics and devil-may-care stage craft juxtaposed with his quaint, 
laid-back characterisations. As a performer he appears to have also refrained from delving into vulgarity, a factor which 
won him much approval as a wholesome comedian.  
        One other factor that helped establish and maintain Gerald's long-term success was his ability to select the right 
combination of character actors to support his comic material. In this respect he, like Phillips, Le Blanc and Wallace, 
surrounded himself with the right mix of professionalism, looks and talent, thus making the productions fresh and 
seemingly spontaneous. Among the key personnel were: his wife Essie Jennings and his brother Lance Vane, along 
with Ernest Crawford, Howard Hall, Reg Hawthorne (ex-J.C. Williamson musical comedy actor), Polly McLaren, 
Mona Thomas, and in later years Harry Burgess, Dan Weldon, Tommy Dale (ex-Dale and Barling), Amy Rochelle, 
Letty Craydon and Ron Shand. Choreographer, dancer and soubrette, Polly McLaren, was another significant factor in 
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the troupe's popularity between 1922 and ca. 1926, with her name given prominence in many of the published reviews 
during that period.  
 
MUSIC THEATRE WORKS:   
THE NEW RECRUIT [comic sketch with music]  Txt. Jim Gerald; Mus. [n/e] 
(1919); BARE BACKS (aka CIRCUS DAYS) [revusical] Txt. Jim Gerald; Mus. 
[n/e] (1922); MILLIONAIRE FOR A NIGHT  [revusical]  Txt. Jim Gerald; 
Mus. [n/e] (1922); 1914-1918; OR FOR THE DURATION  [revusical] Txt. 
Jim Gerald; Mus. [n/e] (1922);  OH, MUM  [revusical]  Txt. Jim Gerald; Mus. 
[n/e] (1922) IT'S ALL YOURS [revusical]  Txt. Jim Gerald; Mus. [n/e] 1922); 
THE TENNIS CLUB  [revusical] Txt. Jim Gerald; Mus. Jim Gerald and Norm 
Byron (1922); WHIPS AND QUIPS (aka SPORT OF KINGS / I DON'T WANT 
TO BE A JOCKEY) [revusical] Txt. Jim Gerald; Mus. [n/e] (1922); RIGHT 
HERE [revusical]  Txt. Jim Gerald; Mus. [n/e] (1922); THE MERRY 
MASQUERADER [revusical] Txt. Jim Gerald; Mus. [n/e] (1923); STEP 
THIS WAY [revusical]  Txt. Jim Gerald; Mus. [n/e] (1923); LITTLE RED 
RIDING HOOD [pantomime] Lib. Jim Gerald; Mus. [n/e] (1923); DON'T 
TELL THE WIFE (aka MUM'S THE WORD) [revusical]  Txt. Jim Gerald; 
Mus. [n/e] (1924); NIGHTS OF JOY (aka (K)NIGHTS OF JOY, JOYOUS 
NIGHTS) [revusical]  Txt. Jim Gerald; Mus. [n/e] (1924);  YOUR OWN 
SHOW (aka FAREWELL SYDNEY / GOODBYE SYDNEY / REQUEST WEEK / 
SO LONG CUSTOMERS) [revue]  Txt Jim Gerald; Mus. [n/e] (1924); 
TROUBLES OF HECTOR [revusical] Txt. Jim Gerald; Mus. [n/e] (1926); 
BUBBLE AND SQUEAK (aka A WHIRL OF YOUTH, A WHIRL OF JOY) 
[revusical]  Txt. Jim Gerald; Mus. [n/e] (1926);  ONCE ABOARD A 
LUGGER  (aka A WAY WE HAVE IN THE NAVY) [revusical]  Txt. Jim 
Gerald; Mus. [n/e] (1926); THE NAUGHTY HUSBAND (aka HONEYMOON 
TROUBLES) [revusical]  Txt. Jim Gerald; Mus. [n/e] (1926);  NOT LIKELY 
(aka THE NAUGHTY EARL) [revusical]  Txt. Jim Gerald; Mus. [n/e] (1926);  
PUSS IN BOOTS  [pantomime]  Lib. Frank Neil  and Jim Gerald; Mus. [n/e] 
(1926); PANTOMIME REVELS [revue]  Txt Jim Gerald; Mus. [n/e] (1927); 
HAPPY IDEAS [revusical] Txt. Jim Gerald; Mus. [n/e] (1929); IT ENDED 
IN SPAIN  (aka THE STOLEN GARTER) [revusical] Txt. Jim Gerald; Mus. 
[n/e] (1933); HE'S IN AGAIN [revusical] Txt. Jim Gerald; Mus. [n/e] (1933);  
THE GINK FROM GEORGIA [revusical] Txt. Jim Gerald; Mus. [n/e] 
(1933);  A MOORISH MAID [revusical] Txt. Jim Gerald; Mus. [n/e] (1933);  
JOYBELLS [revue]  Txt. Jim Gerald; Mus. [n/e] (1934); HAPPY HOURS 
[revue]  Txt. Jim Gerald; Mus. [n/e] (1934); MOTHER GOOSE  [pantomime] 
Lib. Frank Neil and Jim Gerald; Mus. [n/e] (1934); THE MIXED BRIDES 
 
 
Jim Gerald "The Dame" 
Green Room Dec. 1922, 5. 
(Courtesy of the Fryer Library, University of Qld) 
[revusical] Txt. Jim Gerald; Mus. [n/e] (1934); BROADWAY NIGHTS [revusical]  Txt. Jim Gerald; Mus. [n/e] (1934);  HIS LUCKY DAY 
[revusical]  Txt. Jim Gerald; Mus. [n/e] (1934); COME UP AND SEE US [revusical]  Txt. Jim Gerald; Mus. [n/e] (1934);THE PLUMBER'S 
DREAM [revusical]  Txt. Jim Gerald; Mus. [n/e] (1934). 
 
FURTHER REFERENCE: 
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Fuller News Pantomime Souvenir 1921-1922.  Dec/Jan. (1921/22), v. pags. 
"Gerald Leaves March 31." E: 22 Feb. (1928), 46. 
"New Musical Comedy Co: Jim Gerald Chief Comedian." FN: 15 July 1922, 12. 
Norman, Charles.  When Vaudeville was King. (1984), 182-3, 224-8. 
X-Ray. "Month in Vaudeville, The."  TT: Feb. (1919), 28. 
 
  
 
EDWARD A. GLOVER 
   
Comedian, actor, writer, songwriter. Little information is known about the life and career of comic specialty artist 
and occasional writer of musical burlesques, Edward A. Glover (often billed simply as E. A. Glover).  As a "refined and 
entertaining mimic and humorist," his specialties included "Panel Photographs" and "Impersonations of Peculiar 
People" (SMH: 23 June 1888, 2). He is also believed to have written comedy songs for both himself and other 
performer. 
It is possible that Glover had a stable or regular connection with Melbourne during his early career in Australia as 
his name appears several times in advertising in that city over the period 1876 to 1888. His first known appearance was 
during the US Minstrels season at Melbourne's Apollo Hall (beginning 15 Apr. 1876). Advertising for this "special 
engagement" saw him billed as "the celebrated London Comique, "and also indicates that his act included new and 
original comic songs. His name is next identified with a People's Concerts entertainment staged on 28 October 1878 at 
the Fitzroy Town Hall.
24
 Eight years later he appeared as Augustus Mountcashel, a broker and merchant, in a 
production of A Ruined Life, which was produced at the Alexandra Theatre (Melb) by Goodrich and Crawford 
beginning 30 October 1886.   
                                                          
24  Staged under the management of the Total Abstinence Society, Melbourne's People's Concerts were temporarily relocated to the Fitzroy Town 
Hall around October 1878 while alterations were being carried out to Temperance Hall, Russell Street. 
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Glover began his association with Frank M. Clark in late 1887 or early 1888, appearing with the variety 
entrepreneur's Silk Stockings Company at Melbourne's Victoria Hall and later at the Academy of Music (Syd) with 
Clark's New All Star Combination. Glover's employment with the latter troupe began sometime around June and lasted 
through until at least December that same year. According to the Sydney Morning Herald of 2 January 1888, his panel 
photographs (accompanied by jokes, witticisms and songs) included "The Masher," "The Spinster" and "The After-
Dinner Speech Maker" (2). Glover is also believed to have written several farces and musical burlesques for Clark. 
Because the authorship of second part burlesques and farces of the period were frequently unacknowledged, it is unclear 
as to how many works Glover contributed to the companies he was employed with. One piece known to have been 
written by him, however, was the burlesque Boozed, first staged at the Victoria Hall in February 1888. A satire on 
Charles Reade's social drama Drink, which was then being staged by Williamson, Garner and Musgrove at the Theatre 
Royal, Boozed loosely follows the incidents of the original while including songs and dance for added satirical effect. 
Another work likely to have been written or arranged by Glover was the farce, The Bushrangers, which Clark's New 
All Star Combination presented at the Academy of Music from 22 December 1888.  
E. A. Glover's last known whereabouts are as manager for George Barr at the Haymarket Music Hall in Sydney 
around the late 1880s. Advertising in 1889 indicates that he was also involved in performance (see for example SMH 26 
Jan. 1889, 2).  
 
MUSIC THEATRE WORKS: 
BOOZED  [burlesque]  Txt. Edward A. Glover; Mus. [n/e] (1888). 
 
 
 
MARTYN HAGAN 
 
Comic, singer, dancer, interlocutor, pantomime dame, sketch artist, stage manager, manager, 
entrepreneur, writer. Martyn Hagan's early career (c1880-1890) saw him associated with the Victoria 
Hall (Syd), Hiscocks Federal Minstrels, John F. Sheridan, Rose Clifford's Bohemian Musical Comedy 
Co, the Faust Family and Frank Smith. In 1888 he also teamed up with Perry Ryan and Charlie 
Fanning to form the XLCR Minstrel and Burlesque Company (1888). Another troupe, Hagan, Buckley 
and Leston's Minstrels, opened at the Protestant Hall (Syd) in 1889. During the early 1890s Hagan 
worked for Dan Tracey, George Rignold, George Coppin, the Up-to-Date Minstrel and Specialty Co, 
Harry Barrington and Williamson and Musgrove. From around 1895 he and his wife Lucy Fraser 
toured a society sketch act with various organisations including the McLean/Hagan Gaiety 
Company. Their first engagement with Harry Rickards was in 1897. Hagan and Fraser operated 
various companies in Perth ca.1898/99 (including one with W. H. "Billy" Speed) and toured New 
Zealand with the Martyn Hagan Musical Comedy Co (1901) and Percy Dix (1903-04), and appeared 
with Frank M. Clark (ca.1905) and the People's Concerts in Melbourne (ca.1910-11). Hagan and 
Fraser left Australia in 1912, spending the next 18 years working on variety circuits around the 
world, including the UK, USA and Asia. Three sons, Vic, Will and Jack also established long careers 
in the entertainment industry (both in Australia and overseas). Hagan and Fraser returned to 
Australia in 1929 still as variety performers. They are believed to have retired from fulltime 
engagements sometime during the early 1930s. 
 
 The Brisbane Courier writes of Martyn Hagan's 1895 appearance as one of the ugly sisters in the J. C. Williamson 
pantomime, Cinderella: "Mr Hagan is an old friend, and as such, as well as for his ability, he was warmly received. The 
facial distortion with which he illustrated his songs and tells his stories is a faculty possessed by few" (BC: 24 May 
1895, 5). Although only three of Hagan's engagements in Brisbane have been found to date - these being at the School 
of Arts (1880), the Academy of Music (1886) and Gaiety Theatre (1893), the reference to "old friend" suggests that he 
had very likely visited the Queensland capital on more occasions over the years, as he did in most other centres around 
the country. While Hagan's name does not register in any current history of Australian theatre there is no doubt that he 
was well-known throughout Australia during the late 19
th
 and early 20
th
 centuries. His name, as well as that of his wife 
Lucy Fraser, is well documented in the country's regional and metropolitan newspapers between 1885 and 1900 - not 
only as a performer but also as an occasional manager/entrepreneur. Even though their career details are less known 
after 1904, it has been reported that the couple were still performing overseas up until 1929. With Fraser's name first 
identified on a variety bill in 1879 and Hagan's in 1880, it can be further established that the pair spent 50 or more years 
on the stage, with at least 18 of those years overseas. In briefly recounting their careers following the Hagans' return to 
Australia just before Christmas 1929, Everyone's even refers to them as having once been Tivoli favourites. It is 
perhaps of no surprise, either, that as fulltime professional variety artists they were forced to raise their family within a 
travelling show business environment. Indeed, three sons, Vic, Jack and Will, continued to work in the entertainment 
industry well into their adulthood.   
 The career of Martyn Hagan typifies the ingenuity, perseverance and talent of so many local variety practitioners 
of the pre-1930s era. While some of his peers may have reached greater heights and received more recognition, few 
lasted on the stage for as many years as he and his wife. In a time when there was no social security to fall back on, the 
Hagans managed to ride out even the depression years in Australia and have enough enthusiasm for their craft to travel 
the world for almost two decades competing for employment against the best variety artists of their time. Hagan's 
longevity may well be down to the fact that he could turn his hand to all manner of entertainment genres over the course 
of his career, while also carving out a reputation as stage manager, business manager, company leader and entrepreneur. 
Although possibly best remembered by his contemporaries as one of the country's leading sketch artists, which he 
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performed with Lucy Fraser, Hagan also specialised in Irish singing (on broad comedy lines). In this respect the Theatre 
proposed in 1916 that Hagan was also one of the best Irish comedians Australia had seen (Oct. 1916, 45). During the 
mid-to-late 1890s, too, he and his wife were accorded much acclaim through their pantomime performances, which saw 
them engaged by no less than Williamson and Musgrove, George Coppin and Harry Rickards to play dame and 
principle boy roles.  
 The first record of Martyn Hagan appearing on the variety stage to date is at a benefit held at the Brisbane School 
of Arts, in which a production of Brisbane after Dark was staged.  Lucy Fraser, on the other hand is known to have 
already been engaged by Samuel Lazar at the Theatre Royal (Syd) in Dec. 1879, and the following year by Kelly and 
Leon at the Opera House (Syd). It was with Kelly and Leon that she appeared in the Sydney season of Marcus Clarke's 
controversial burlesque, The Happy Land (31 Jan.). Over the next decade Fraser is known to have worked for a number 
of leading variety organisations including the Cottier's Peoples' Concerts (Protestant Hall, Syd ca. 1885), Frank Smith 
(Alhambra Music Hall, Syd, ca.1885-86), George Barr (Haymarket Music Hall, Syd, 1888), H. Florack's Federal 
Minstrels (Haymarket Theatre, Syd, 1889) and George Rignold (Her Majesty's, Syd, 1889). During her time with 
Florack's Minstrels, Fraser worked alongside the cream of local variety talent, namely Harry Clay, Beaumont Read, 
George Turner, J. S. Porter, Edward Lawler, Frank York and Sam Keenan. Although she is known to have worked with 
Martyn Hagan at least as early as 1888 (with Ryan, Fanning and Hagen's XLCR Co and at the Haymarket Theatre under 
George Barr), they only occasionally appeared on the same bills during the early 1890s. From 1895, however, the 
names Hagan and Fraser are almost always linked. 
 In 1881, following on from his Brisbane engagement at the School of Arts, Martyn Hagan took up an engagement 
at the Victorian Hall in Sydney, continuing on there into 1882. During his time at the Victoria Hall he appeared in a 
wide variety of productions including burlesque pantomimes (Aladdin and Company Ltd, 1881) and opera (Ages Ago, 
1882). His employment duties also included that of stage manager. By September 1885 his emerging reputation earned 
him a start with F. E. Hiscocks Federal Minstrels during the company's season at the Academy of Arts (Syd). Over the 
next few years Hagan furthered his career prospects by securing engagements in Sydney with John F. Sheridan (Gaiety, 
ca. June 1886), Frank M. Clark (1887-88) with whom he was also engaged as stage manager, and Rose Clifford's 
Bohemian Musical Comedy Company (Academy of Arts, ca. May 1888). With Clifford's company he appeared in a 
production of Lance Lenton's musical entertainment, High Jinx (19 May). Another engagement during this period was 
with Edwin Palmer's Seven Stars Company, which opened at the Academy of Music in Brisbane on 1 January 1886. 
Hagan, who had been appearing at the same venue under lessees Smith and Duval during the previous months, was cast 
in Palmer's opening production Nine Points of the Law (a comedietta by Tom Taylor). The Brisbane Courier notes of 
his performance as Redoment Rollingstock: "Mr Martyn Hagan showed a distinct improvement upon any previous 
appearance he has made in Brisbane. His impersonation was not faultless but there is evidence in his acting of careful 
study" (2 Jan. 1886, 5). 
 The first of Hagan's known entrepreneurial endeavours uncovered to date was in mid-1888 when he joined forces 
with Perry Ryan (ex-F. M. Clark) and Charlie Fanning to form the XLCR Minstrel and Burlesque Company. The 
company season at Sydney's Protestant Hall included artists such as Lucy Fraser and Charles and Will Bovis. By the 
end of October both Hagan and Fanning were on the opening bill of George Barr's Haymarket Theatre (Syd) season, 
with Hagan again employed as performer/stage manager. Also in that company were well-known music director, Herr 
Von der Medhren, Lucy Fraser and Frank York. As specialist sketch and farce actors Fanning, Hagan, Fraser and York 
appeared regularly in the company's finales, which included for example the popularly-received "Going Home in a 
Barrel" (27 Oct.).  
 In late 1889 Hagan formed a company to play a season at the Darlinghurst Hall (Syd). Among the star-studded 
company were Slade Murray, Steve Adson, Alf Lawton, Herr Von der Medhren, James R. Walsh (ex-Walsh and King), 
Will Bovis, Alf Edwards and the Faust Family. As stage manager and interlocutor his role was very much a leading one 
despite the high profile reputations held by the others in the company. The following year Hagan was engaged by Frank 
Smith to open his burlesque and comedy season at the Royal Standard (Syd, 5 Apr). The company's premiere 
production was John F. Sheridan's Fun on the Bristol, with Hagan starring as Captain Cranbury. He would regularly 
revive the production himself over the course of the next ten years, specialising in the famous Widow O'Brien role. 
With Hagan in that company was former business partner Perry Ryan, then working an act called The Ryans (with his 
wife Lulu). 
 Among the highlights of Hagan's next five year period were his appearances with Dan Tracey, George Rignold 
and Williamson and Musgrove's pantomime company. During this period he and Lucy Fraser often appeared on the 
same bills, but do not seem to have been working as regular on-stage partners. With Tracey in 1891, Hagan specialised 
in burlesque productions, a number of which were written or adapted by Percy St John (including Black-Eyed Susan, 
Cinderella and Faust Up-to-Date). The company around this time included, Lucy Fraser, Harry Clay, Frank York, Ida 
Tauchert (soon to be wife of Jack Kearns), Alf M. Hazlewood, English variety star, Tom Sadler, Wal Rockley, the 
Leslie Brothers, Bertha Fanning and Professor T. W. Rhodes (music director). At the end of the year Hagan joined 
Maggie Moore, Frank Ayrton, Joe Tolano (Nat Phillips' uncle), the Leslie Brothers, George P. Carey and Frank 
Harcourt in staging Babes in the Wood for George Rignold at Her Majesty's (Syd). The Rignold pantomime season was 
followed by an engagement with the Oriental Minstrel and Specialty Company from around February. Hagan was again 
in exulted company, performing songs, specialty acts and farces with Hosea Easton, Fred Dark and J. S. Porter. 
Headline artists during the company's season at the Sydney Opera House included The Fausts (Feb.) and Slade Murray 
(Mar.). A few months later Hagan took up an offer to appear with Up-to-Date Minstrel Company at the Gaiety (Bris), 
alongside Slade Murray, Edwin Shipp and George A. Jones (ca. May), and by year's end he was once again performing 
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pantomime, this time in George Coppin's Sinbad the Sailor (1893/94).  After a season with Harry Barrington at the 
Alhambra Music Hall (beginning Aug.), Hagan accepted an offer from Williamson and Musgrove to appear in their in 
their 1894 pantomime Cinderella (Lyceum, Syd). Also in the cast was Lucy Fraser. 
 In early 1895, following the Sydney season of Cinderella, Hagan and Fraser were booked by Williamson and 
Musgrove to tour the pantomime around Australia, taking on the principal boy and dame roles (see Brisbane ca. June). 
In later years a contributor to the Theatre recalls their time with Williamson and Musgrove, but mentions instead 
Sinbad the Sailor (which may be the result of faulty memory as no evidence has been found of them appearing in that 
production). The writer does note, however, that the company toured all the leading towns and cities of Australia over a 
period of many months – which more aptly describes the Cinderella tour (Nov. 1916, 52). Coming off their Williamson 
and Musgrove engagement Hagan and Fraser spent the second half of 1895 in Sydney playing a season with York and 
Jones at the Empire Theatre and Bondi and Coogee aquariums. They then toured Queensland and elsewhere with the 
McLean and Hagen Gaiety Company over 1896 and 1897 prior to securing a dual contract with Harry Rickards. 
 Although only a few of Hagan and Fraser's Rickards appearances have been identified to date there are several 
reports in later years which indicate they had a much longer association with him. The first of their known engagements 
at the Tivoli (Syd) was in April 1897. They followed this with a season at his Melbourne base, the Opera House (ca. 
June). They were again at the Sydney Tivoli from March 1898 after having played a brief season at the Bijou (Melb) as 
principal boy and dame in a Robinson Crusoe Christmas pantomime. The Tivoli season saw Hagan star as Dame 
Hubbard in Jack the Giant Killer (22 Mar.). Rickards then sent the pair on tour to Western Australia in April, along 
with the popular acrobatic duo Albert McKisson and Jack Kearns (along with Kearns' wife, Ida Tauchert). The Western 
Australia circuit included the Cremorne Gardens, Perth, and the Murchison goldfields. One review from their time with 
Rickards records: 
 
Mr Martyn Hagan and Miss Lucy Fraser proved themselves admirable society sketch artists. They provided 
enjoyable diversion in the programme by rendering their popular "Naming the Baby" sketch, as an encore to 
which they gave "The Bogie Medley." The audience was most liberal in the applause it bestowed on these 
favourites ("Cremorne Theatre" 3). 
 
After ending their engagement with Rickards, Hagan and Fraser temporarily settled in the state putting together a 
number of companies that specialised in various forms of variety. These included the Hagan and Fraser Variety 
Company (New Pavilion Theatre, Fremantle ca. July), the Musette Musical Comedy Company (Bijou, Fremantle ca. 
Aug.), a reformed XLCR Burlesque and Specialty troupe, which included Billy Speed and George A. Jones (Bijou, 
Fremantle), the Hagan and Speed Company (Ye Olde Englyshe Fayre, Fremantle, ca. Nov) and the Martyn Hagan 
Company (Theatre Royal ca. Dec.). With Billy Speed they staged traditional vaudeville as well as a number of more 
expansive productions, including the comedies A Cup of Tea, One Night's Rest (written by Speed), and The Widow 
O'Brien's Trip to Chicago (19 Nov.). The popularity of the company was assured, too, through the presence of several 
well-known Australian performers - not the least being W. B. Warner. A West Australian theatre critic writes of Hagan's 
performance in their combined adaptation of John F. Sheridan's famous works (Fun on the Bristol and A Trip to 
Chicago): 
 
In the title role Mr Martyn Hagan gave further testimony of his versatility, and proved he had merited the 
eulogiums passed upon him in his representations of the eccentricities of the garrulous widow, and the local hits 
were thoroughly enjoyed (21 Nov. 1898, 12). 
 
After having spent several months together Hagan and Fraser parted company with Billy Speed during the first week of 
December. Although the couple are known to have remained in Western Australia at least until early 1899, no details 
have yet been located concerning their whereabouts until 1901, and indeed specific details from that period on have 
become harder to find. 
 Martyn Hagan's Musical Comedy Company is known to have toured New Zealand in early 1901, a tour which 
included the Federal Theatre, Wellington ca. January.  "Hamer," a contributor to the Theatre's December 1916 issue 
notes that at this time, however, they were doing the 'smalls' and faring much less well that they deserved. "Things were 
occasionally so bad," he writes, "they had to be a juggle the fares." Hamer goes on the record: 
 
On one of these occasions an actor recently in Sydney (being the unfortunate member who drew the blank ballot 
to see who was to do without a ticket) had to dodge the ticket collector by doing a long journey in the lavatory of 
the train. At another time the old man of the company was induced - the bribe being bottled beer, and the 
alternative being left behind - to travel in a piano case…. On another occasion (a sea trip from Russell to Thames) 
Martyn hurried the company on board at the last minute and explained about the absence of fare money 
afterwards. It was adjusted by an arrangement about the house-takings at Thames. Although Hagan had some 
disastrous experiences he must have been a good tutor, for at least two of the young New Zealanders who served 
an apprenticeship with him have made good in America" ("Hard Up" 55). 
 
Despite the hardships they encountered Hagan and Fraser were aware that their future livelihood required them to put 
on good shows. Evidence of their professionalism can be seen by the fact that Percy Dix, the leading variety 
entrepreneur in New Zealand around the turn of the century later engaged them to tour (1903/04). Back in Australia in 
1905 they were secured by Frank M. Clark to play a season at his Gaiety Theatre (Melb), along with their son Jack. 
While Jack is known to have been re-engaged by Clark around November that same year, and appeared under Harry 
Rickards at the Melbourne Opera House in late 1909 (see 2 Oct.), no further details have yet been found on Hagan or 
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Fraser regarding their careers in Australia until 1910 - apart from Lucy Fraser's name being included in the 1905 
Imperial Music Annual. This was in recognition of her rendition of the song, "Goodbye and God Bless You, Kathleen" 
(SMH: 7 Oct. 1905, 2).  
In 1911, shortly before the couple departed for overseas Martyn Hagan appeared in Bland Holt's film, The Double 
Event, which was produced by Amalgamated Pictures. Hagan and Fraser's last Australian appearances found so far 
include the People's Concerts in Melbourne in February 1910 and April 1911 (the latter engagement saw Fraser sing by 
special demand "The Young Brigade" while Hagan performed "The Irish M.P."). Three months later they appeared as 
the headline act for several weeks under James Brennan's management at the Theatre Royal (Brisbane) with son, Jack. 
The season was billed as their last before they departed Australia on 31 July.   
Of their children it has been established that Jack's career between 1905 and 1912 saw him engaged by Ted 
Holland (1905), Harry Rickards (1909-11), William Anderson (1909-10), James Brennan (1911) and the Fullers (1912).  
His engagement with Anderson included an Australian tour with the entrepreneur's pantomime, The Babes in the Wood 
(in the role of Simple Simon). One of their other sons, Vic is also known to have appeared with Roy Rene in the 1910 J. 
C. Williamson production of The Whip (see Mo Memoirs 40-1).  
In July 1915 the Theatre reported the whereabouts of the Hagen family via one of the Fullers' American agents, 
Roy D. Murphy, who mentioned in a letter to the magazine that they had performed in Chicago around late April and 
that they had been in America by then for several years" (38). Although it has been established that Vic was associated 
with his parents for many years as they toured America and the United Kingdom, it is not yet clear if Jack followed 
them, and if so when and for how long. 
The ephemeral nature of popular culture celebrity can be demonstrated in the situation of Martyn Hagan and Lucy 
Fraser. Despite having built formidable reputations in the country over two decades, a mere four years after their 
departure from Australia in 1912 the Theatre magazine received a communication from one of its readers then residing 
in England. The substance of the letter was to question the authenticity of many "so called" Australian performers who 
seemed to be cropping up on the boards of the principal vaudeville theatres of England and American. "I say so-called, 
the writer argues, "for the majority of the names are quite unfamiliar…but still they come!" Among the names 
mentioned was Martyn Hagan. "I do not wish to do Mr Hagan an injustice," he went on, but does any Theatre reader, I 
wonder know of this comedian who has [supposedly] made a name for himself in Australia. I confess I don't" (Oct. 
1916, 45). The magazine's theatre critic confirmed that the couple had indeed left Australia around 1912 and that as of 
October they were performing in London. "That they are still able to make an honest crust on the stage is I consider a 
fine tribute to their personal character and professional ability." The critic also pointed out that not only were Hagan and 
Fraser "Australians in the truest sense of the word [but] that to thousands in Australia their names are as well-known as 
those of J. C. Williamson and Harry Rickards - or Hugh D. McIntosh and Chidley" (ibid, 45). Another contributor, J.G. 
concurred with this assessment, claiming that "it would be hard to find bona fide Australian artists who are better 
known than Martyn Hagan and Lucy Fraser… there were no more popular performers than these two a few decades 
ago" (Nov. 1916, 52).  Although the "Does Anyone Know Them" letter allowed additional light came to bear on 
Hagan's past and present movements, the issue demonstrates how easily variety performers' career achievements could 
disappear from the public and historical record once they ceased their careers in the country.  
 In late 1929 Martyn Hagan, Lucy Fraser, their son Vic and his wife Edna arrived back in Australia after some 18 
years touring the world variety circuits. In noting that the quartet would be presenting an Irish sketch called "Back in 
Old Tyrone," Everyone's reported on the return of these "old Rickards favourites:" 
 
During his absence abroad, Martyn Hagan toured nearly every vaudeville circuit in America and England, not 
forgetting a trip or two across to the Malay States. Back in his native country, where he will probably reside 
permanently, he finds the show business not just the same show business as in 1912 but anticipates that it will 
adjust itself in due course, and reiterates other prominent showmen recently returned from abroad by saying that 
in time the talkie vogue will subside, as in other countries (4 Dec. 1929, 48). 
 
Of their son, Vic, Everyone's records that he had returned to Australia some two years previous for a short time to 
recuperate after having suffered a recurrence of health problems the result of been severely gassed during the First 
World War. According to the interview he had served with two of his brothers in the Canadian forces (all three of them 
having been engaged in the theatre near the Canadian border at the time war broke out). He also indicates that he was 
extremely disappointed that none of the brothers were allowed to join their Australian compatriots even though at one 
stage all were posted to London, and that another brother, who survived his war experience without a scratch, was killed 
in a car accident en route to an Armistice Day celebration. Despite his health problems Vic Hagan still managed to 
carve out a career in variety for at least two decades after the war, touring the world with his parents and on his own.  
Of his career, Hagan notes that he had toured India with a musical comedy company which went over well despite 
having to adapt the story and dialogue for the Hindu speaking audience. His arrival back in Australia was also the first 
opportunity he had had to sing in an Australian radio broadcast. 
 
FURTHER REFERENCE: 
"Cremorne Theatre: Re-Appearance of Rickards' Tivoli Company." WA: 11 July (1898), 3. 
"Does Anyone Know The?" TT: Oct. (1916), 45. 
"Hagan's - Early Doings, The."  TT: Nov. (1916), 52. 
"Hard-Up Hagans, The." TT: Dec. 1916, 55. 
"Opera House, Cinderella, The."  BC: 24 May (1895), 5. 
Rene, Roy. Mo's Memoir's (1943), 40-1. 
"Round the World in 18 Years." E: 4 Dec. (1929), 48. 
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NAT HANLEY   
 
English-born comedian, musician, revue writer, company leader. The earliest of Nat Hanley's 
engagements found to date are in 1914 when he appeared on bills for Dix-Baker, J. C. Bain and 
Harry Clay. As a solo performer his act often included whistling and impersonations while playing 
the piano. Throughout his career he also partnered other well-known artists, including Jack "Porky" 
Kearns and Arthur Elliott. Hanley produced revues for Andy Kerr at the Gaiety Theatre (Syd) in 1919 
and was a member of Reg Thornton's K-Nut troupe between 1919 and 1921. His own Nat Hanley 
Revue Company operated between 1922 and 1924, and he appeared with Fullers Fantastics 
Company in 1924. He was also briefly a member of the George Wallace Revue Company (1924). He 
returned to running his own company - Nat Hanley's Zigzag Revue Company around 1926-ca. 1928), 
touring Australia and New Zealand for Fullers. The Nat Hanley Revue Company appeared on Clay's 
and Union Pictures circuits around 1929. 
  
While little is known of cockney pianist and comedian Nathaniel Hanley prior to 1914, it is clear that by that year 
he had established a considerable reputation on the Australian variety stage. Several references to Hanley being a 
"yiddisher," combined with the fact that he did not perform a traditional Hebrew comedy turn (a la Julian Rose and Roy 
Rene, for example) indicate that his cultural background was Jewish.  As to when Hanley arrived in Australia, this also 
remains unknown, although it can be surmised that it was probably early to mid-1914. What is more clear, however, is 
that his stage act mostly involved piano playing (which he performed to much renown in white gloves), comic 
monologues and whistling. Advertisements in Australian Variety circa July 1914 refer to Hanley "and a piano (that's 
all)," while also promoting him as "the originator of whistling while smoking one to eight cigarettes" (29 July 1914, 6). 
Indeed throughout his career the two most common descriptions are: "the man with the white gloves" and "the original 
whistling pianist." The Theatre magazine noted in 1919, too: "Nat Hanley's strong card is his whistling. With this he 
captivates the entire house" (Oct. 1991, 29). The following month it said of Hanley, "[he] is a very versatile comedian. 
Most entertaining is he at the piano, and in addition he gives a well-sustained, remarkably good representation of an 
ape" (28).   
 Hanley's earliest recorded theatrical engagements in Australia are those with Dix and Baker at the Victoria 
Theatre (Newcastle) in June 1914. The following month he was with J. C. Bain at the Princess Theatre (Sydney), before 
again returning to the Dix-Baker circuit in August. He is believed to have remained with them up until at least the end 
of the year. One item of interest concerning Hanley's season at the Victoria relates to a celebrity boxing match between 
the pianist and fellow comic/singer, Arthur Farrell. After five rounds, the referee (singer Ted Herberte) awarded the 
bout to Hanley. This was apparently met with a mixed reception from their seconds, and the promoters - comedians 
Porky Kearns and Ted Tutty, both of whom somehow, according to the writer, managed to lose money on the result? 
(AV: 16 Dec. 1914, n. pag.). Hanley also found brief engagements in 1914 with other leading Australian B circuit 
managers, the most notable being Harry Clay. His association with Clay was to be a regular one up until the company 
folded at the end of 1929.   
Although mostly known as a solo performer, Hanley often joined forces with other artists for brief periods. The 
earliest of these partnerships is believed to have been with Jack "Porky" Kearns during mid to late 1914. Around this 
period, too, he was part of a comedy and novelty act known as The Watts. He performed for a period with Frank 
Sidney's troupe (ca.1916), interspersing musical numbers between their various acrobatic, tumbling and strength acts. 
Other known partnerships were with Muriel Dale (1917), Arthur Elliott (1922). 
During August and September 1919 Hanley was given the task of writing a season of revues for the Gaiety 
Theatre (Sydney), then being run by Andy Kerr. Two of these productions were Bombs and Beauties and Cinder Bella. 
A short time later Hanley's name became associated with Reg "the Kangaroosta" Thornton's K-Nuts. The initial K-Nuts 
troupe (possibly abbreviated from Kangaroosta's Nuts) included Thornton, Hanley, Les Shipp and Ern Crawford. 
Hanley stayed with the K-Nuts until around 1921. During this two year period Thornton, Hanley, Shipp and Crawford 
left and re-joined the company at various times depending on other engagements. The K-Nuts company secured strong 
support from the public, particularly along the south-west NSW circuit that Thornton had established especially for the 
enterprise, and it was regularly engaged by Harry Clay for his Sydney suburban circuit.   
Between early 1922 and mid-1923 Hanley toured his own troupe, the Nat Hanley Revue Company around 
established circuits like Harry Clays, presenting vaudeville and revue. Several of these he wrote himself. One of the 
earliest of Hanley's revues was Cowboys and Cowgirls, in which he played the part of Arizona Jack. In the revue one of 
the troupe's leading comedians, Harry Coyle, played a character called Dopey. Before too long Hanley created the 
character, Bluey, and with Coyle as Dopey they established another popular Australian comic partnership in the vein of 
Stiffy and Mo and Dinks and Oncus. Other long-standing members of the troupe were Arthur Elliott, Tom Arnold, 
Connie Graham and Winnie Edgerton. There are several references in the trade journals around this period, too, 
indicating that Hanley had also begun incorporating banjo playing into his act. 
Sometime in mid-1923 Hanley disbanded his own troupe in order to take up a contract with the Fullers'. By June 
the following year he was part of their Fantastics Revue Company (the troupe included among others, Jack Kearns, 
Vince Courtney, James Caldwell, and Vaude and Verne). He is also known to have been a member of George Wallace's 
Revue Company for a brief period (ca. Sept. 1924). By 1926, however, he had again formed his own troupe, known this 
time as the Zigzag Revue Company, touring throughout Australia and New Zealand for the Fullers up until early 1928.  
Hanley then secured a solo engagement with the Fullers' London Revue Company, which saw him performing his own 
turn as a novelty pianist and as an accompanist for artists such as Catherine Stewart, Marie Ward, Grace Boyd and 
Gordon Norville. 
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Details of Nat Hanley's career from late 1928 onwards remain somewhat sketchy at this point in time. The last 
reports found to date indicate that he again headed his own revue company, playing the Union Pictures circuit in early 
1929, before returning once more to the Harry Clay circuit around May.  No information concerning his career after that 
date has been located for this survey. 
 
MUSIC THEATRE WORKS:   
BOMBS AND BEAUTIES  [revusical]  Txt. Nat Hanley; Mus. [n/e] (1919);  CINDER BELLA [revusical]  Txt. Nat Hanley; Mus. [n/e] (1919); 
COWBOYS AND COWGIRLS  [revusical]  Txt. Nat Hanley; Mus. [n/e] (1922);  THE STOWAWAY  [revusical]  Txt. Nat Hanley; Mus. [n/e] 
(1922); HELLO EVERYBODY  [revusical]  Txt. Nat Hanley; Mus. [n/e] (1922); 
 
 
 
FRANCIS HART 
 
Librettist, journalist, arts patron. Born in London. Francis Hart immigrated to Australia in 1880, 
becoming a well-known and highly controversial West Australian journalist. He founded several 
theatre and operatic societies in the state, including the Perth Amateur Operatic Society. He also 
established a close association with West Australian governor, Sir William Robinson and with 
whom he collaborated on various musical works. Hart and Robinson scored much success with the 
song, "Unfurl the Flag" and the operetta, The Handsome Ransom. 
 
 The son of an English surgeon and accomplished litterateur, Francis Hart was born in London around 1859 and 
educated at Queen Elizabeth's School at Ipswich (Suffolk, Eng). As a student he distinguished himself by his work ethic 
and at age sixteen secured a position as prefect at the school. After completing his studies Hart undertook private tuition 
so as to prepare his entry into medicine, the career he had determined he would undertake. His plans were changed, 
however, after he suffered a severe accident during a football match. As Hart recalls in an interview with Table Talk, 
while recuperating at Sydenham he began attending music concerts and theatre productions on a regular basis and this 
led to him becoming 'stagestruck.' It was an affliction which remained with him all his life (20 July 1894, 3). Hart also 
decided around this time to travel to Australia, his intention being to pursue his interest in theatre.  
 Upon arriving in Western Australia in 1880, aged twenty-one, Hart realising that a fully professional career in the 
country would be very difficult and he subsequently secured employment as a journalist for the Fremantle Herald. His 
earliest articles were given the by-line "Telephone Papers." He later took up a position editing The Victorian Express, 
which was published out of Geraldton. During his four years in that town he met and married an Englishwoman who 
had previously written for the West Australian, and together the pair invested a good deal of time in the local 
community. The musical society they established eventually boasted a membership of over a hundred people, a huge 
number for a town the size of Geraldton. Although well viewed by many within the community, Hart's distinctly radical 
tendencies, bent towards overturning the then political order of things and substituting a free constitution, also saw him 
make some enemies. He eventually returned to Perth, becoming assistant editor of the West Australian. A disagreement 
with the paper's policies forced him to move to Fremantle, however, and it was here that he revived the Fremantle 
Herald. Before too long, however, Hart once found himself embroiled in political manoeuvring, and as editor of this 
new voice of the people spoke his mind. In one particularly sensitive power struggle he found himself championing the 
side of Chief Justice Onslow against the then governor Sir Frederick Broome. The heated battle, for which Hart fought 
strenuously, also left him in the position of being, "for the time, the best hated man in the community" (TBT: 20 
July1894, 3). Fortunately for Hart, Broome eventually left the West and was replaced Sir William Robinson, whose 
passion for music and the arts was similarly shared by Hart and the two became friends. His close relationship with the 
new governor not only allowed Hart to make Perth his home once again, but led to him becoming a leading member of 
the Perth community - both as a journalist and arts patron. It was during Robinson's final term that the pair collaborated 
on a number of songs and at least one full scale work, an opera titled The Handsome Ransom (later Predatoras).  
Hart's involvement in the theatrical, musical and social aspects of Perth saw him establish the Perth Amateur 
Operatic Society (and for whom he played many leading roles). He also wrote countless editorial articles, conducted a 
press agency and compiled Western Australia in 1891. Sponsored by the Government it was published in 1892. Little 
more has been discovered concerning Francis Hart's life or career, although according to a West Australian review of 
The Handsome Ransom, it was "not [his] first attempt at libretto writing" (12 Jan. 1894, 3). In this respect is believed 
that Hart' had previously provided the words for a cantata performed at the Perth Exhibition.  
 While the extent to which Hart and Robinson collaborated is unclear at this stage, it is known that they worked 
together on the creation of a number of popular songs. Their most successful work in this field was the patriotic number 
"Unfurl the Flag." The song was not only a huge hit in terms of sales of music but was also incorporated into a number 
of theatrical productions over the next decade or so. It is with the The Handsome Ransom / Predatoras however, that 
Hart's name is most prominently linked with that of Robinson. Writing of the librettist's contribution one critic records: 
"We think he has never produced so sustained a character as that of Mr Potts, [indeed] the libretto throughout shows 
most careful preparation, accompanied by a just recognition of the exigencies of the lighter operatic stage" (TBT: 20 
July, 3). The only clues found to date concerning his possible movements post-1894 are contained in the 
aforementioned Table Talk article which suggests that Hart, whose "tastes and proclivities [were] distinctly 
cosmopolitan and metropolitan," was contemplating a permanent move to Melbourne (ibid, 3). It also indicates that he 
may well have been planning to return to London to carry out some business on behalf of Western Australia. 
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MUSIC THEATRE WORKS: 
PREDATORAS; OR, THE BRIGAND'S BRIDE (aka THE HANDSOME RANSOM)  [operetta] Lib. Francis Hart; Mus. Sir William Robinson (1894). 
   
FURTHER REFERENCE: 
"Handsome Ransom: Operetta at Government House."  WA: 12 Jan. (1894), 3. 
Kornweibel, A.H.  Apollo and the Pioneers. (1973), 76-80. 
"Mr Francis Hart."  TBT: 20 July (1894), 3. 
 
 
 
FRITZ HART 
 
Composer, librettist, conductor, pianist, teacher, poet. Born Fritz Bennicke Hart on 11 February 
1874 at Brockley (England). Hart studied at the Royal College of Music (London) and early in his 
career worked as librettist on Holst's opera, The Revoke. He travelled to Australia in 1909 to take 
up a contract with J. C. Williamson as music director, and during the 27 years he resided in the 
country he wrote numerous music theatre works, beginning with A Knight for a Day (1910). 
Engaged by G. W. L. Marshall-Hall as teacher at his Conservatorium (Melb) in 1912, Hart also 
formed a professional association with Alfred Hill through the Sydney Amateur Orchestral Society. 
In 1913 he became Director of the Melbourne Conservatorium, and co-founded with Hill the 
Australian Opera League. The following year hart staged the first of his seventeen Australian 
operas, Pirrette (with Hill's Giovanni) under the auspices of the AOL. He founded the Fritz Hart 
Conservatorium of Music in 1915 with the patronage of Dame Nellie Melba and completed the first 
of his Deirdre operas, Deirdre of the Sorrows in 1916. Deirdre in Exile was completed in 1926. He 
became conductor of the Melbourne Symphony Orchestra in 1927 and in 1936 conductor of the 
Honolulu Symphony Orchestra. He died in 1949. 
 
 As a child Fritz Hart's passion for composition and musical performance was encouraged through his parent's love 
of music. His mother was a talented pianist and teacher, and his father acted as choirmaster at the local church, where 
from age six Fritz began singing. In 1884, aged ten, Hart was accepted for a choristership position at Westminster 
Abbey. Following the completion of his formal schooling he first attempted several positions as clerk, before taking up 
two prestigious offers in 1893. One was to study piano and organ at the Royal College of Music (RCM) in London, and 
the other as organist for a London church. This period also saw him immersed in the world of composition and 
performance. While at the RCM Hart made the acquaintance of fellow students such as Gustave Holst, Vaughan-
Williams, Samuel Coleridge-Taylor, and John Ireland. It was Hart's friendship with Holst in particular that played a 
major influence in his development as both a composer and intellectual. During his time at the college Hart wrote the 
libretto for Holst's first opera The Revoke, along with several other smaller works including an incomplete score for 
The Magic Mirror. In the decade or so following his graduation in 1896 he worked primarily as a freelance conductor, 
an occupation which saw him involved with a variety of musical forms including musical comedy, operetta, opera and 
incidental music for drama, some of which he composed himself.  
 In 1909 Hart accepted a twelve month contract with J. C. Williamson to act as music director for the forthcoming 
Royal Comic Opera Company's Australian season (the contract was later extended for a further three years). Shortly 
before he left for Australia, however, the London Symphony Orchestra performed his much acclaimed 'Fantasy 
Overture.' One of his first works to be staged in Australia was the two act musical farce, A Knight for a Day, co-written 
with composer Raymond Hubbell and librettist, Robert B. Smith. It premiered at Her Majesty's Theatre, Sydney on 9 
June 1910. The Sydney Morning Herald wrote that although described as a musical farce, 'the term is scarcely 
comprehensive enough. The play is a sort of olla podrida, for the authors have furnished a mixture embracing burlesque 
extravaganzas, pantomime, rollicking farce, picturesque ballets and a resplendent transformation scene. It abounds in 
absurd situations' (11 July 1910, 3). Two years later Hart took up a position at George Marshall-Hall's Conservatorium 
in Melbourne during the director's prolonged absence overseas. The Sydney Morning Herald reports that Hart's decision 
to abandon 'the primrose path of dalliance,' had been undertaken so as 'to follow his art more seriously' (14 Dec. 1912, 
5). Among his works from this period are two song cycles - one containing fourteen songs written to words by Robert 
Herrick, and the other a seven song collection to the words of William Blake. 
 In 1912 Hart was invited to play with the Sydney Amateur Orchestral Society, then under the direction of Alfred 
Hill. Their relationship was such that the two men played together on numerous occasions and later founded the 
Australian Opera League in an attempt to establish not only greater opportunities for local composers and musicians but 
also an Australian operatic tradition. The following year the position of Director of the Marshall-Hall Conservatorium 
of Music was offered to Hart after acting head, Eduard Scharf, left for the University of Melbourne Conservatorium. 
The decision to make a commitment to both the Conservatorium and to Australia in effect became a turning point in 
Hart's professional career. He saw not only the possibility of establishing a truly Australian school of music, in the way 
that George Grove and Hubert Parry had done for English music with the Royal College of Music, but realised that it 
was an opportunity to get his own works performed.  
 The first of Hart's Australian-written operas, completed in 1913, was Pierrette. This was staged, along with Alfred 
Hill's opera Giovanni, in Sydney and Melbourne the following year. Both operas were presented under the auspices of 
the Australian Opera League. Unfortunately although both works were well received by critics and the public alike the 
AOL was put on hold soon afterwards when the war was declared, and never managed to be revived afterwards.  
 By 1915 Fritz Hart's Conservatorium of Music had attracted the patronage of Dame Nellie Melba, and under her 
guidance it became an acclaimed singing school. The close professional and personal relationship between Hart and 
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Melba also accounts for the Conservatorium becoming a significant part of the Australian music landscape for many 
years. Around this time, too, he involved himself in numerous facets of the art music industry including, for example, 
acting as a judge for the first Musical Association of New South Wales annual prize for composition (BC: 8 Dec. 1917, 
2). He also continued to devote his attention to the Conservatorium, to public performance and to his own compositions 
for the remainder of his time in Australia.  
 In 1927 Hart was appointed conductor of the Melbourne Symphony Orchestra (MSO), a position he held until 
1933. The Age wrote of him during his second year at the helm of the orchestra: "Impetuous in his ardour, Mr Hart 
imparts an infectious enthusiasm that lays slack and conventional thinking low. A high standard is clearly regarded as 
requisite for the presentation of important works to a public certain to find its musical conscience quickened" (16 July 
1928, 11). Hart's association with the MSO, then still an amateur organisation, saw a variety of innovative ideas put into 
practice, several of them being supported financially by businessman and philanthropist, Sidney Myer. Hart organised 
regular concerts for the orchestra during this period, with these being well supported by the Melbourne public. 
Numerous, too, were charity concerts in aid of societies such as the Workless Winter Buffet and the Unemployed 
Bureau in St Kilda in August 1928. By the early 1930s, however, competition from the rival Melbourne University 
Conservatorium (then under the directorship of Bernard Heinze) and the effects of the depression created conditions 
that led to the gradual decline in the fortunes of Hart's school and both the MSO and his Conservatorium were 
eventually absorbed into the Melbourne University Conservatorium. Thereafter Hart began a series of visits to Hawaii 
as guest conductor of the Honolulu Symphony Orchestra, which in 1936 turned into a permanent position, along with a 
professorship at the University of Hawaii. He retired as conductor of the HSO in 1949, dying later that same year aged 
seventy-five.  
 Of Fritz Hart's twenty operas as composer, beginning with Pierrette in 1913 and ending in 1947 with the Hawaii-
composed work The Vengeance of Faery (1947), seventeen were written in Australia. Among the best remembered 
today are his Deidre operas, Deirdre of the Sorrows (1916) and Deirdre in Exile (1926). His other operas are: The 
Land of Heart's Desire (1914), Riders to the Sea (1915), Ruth and Naomi (1917), The Fantastics (1918), Malvolio 
(completed in 1913, but not staged until 1919), The Travelling Man (1920), The King (1921), Esther (1923), The 
Woman Who Laughed at Faery (1924), The Forced Marriage (1928), St George and the Dragon (1930), The Nativity 
(1931), and Isolt of the White Hands (1933).  
 As a composer, Fritz Hart left a large legacy of other successful works behind, with most of these also having 
been composed in Australia. No doubt the influence of singing (and singing teachers) within his own pedagogical career 
played a vital role in the five hundred or so songs he wrote (Hart has claimed that he wrote as many as two or three 
hundred more, but burned many of them). Peter Tregear argues that the 495 that still exist in documented form, 'makes 
Hart the most prolific of English art song composers of the twentieth century' ("Songs," 59). Some of his more popular 
works in this area include: "The Song of Mary" and "The Gilly of Christ." As a teacher he was also responsible for 
playing a significant part in the development of hundreds of successful composition students, several of whom, 
including Esther Rolfe, Margaret Sutherland and Peggy Glanville-Hicksall, became leading Australian composers in 
their own right. As well as being a composer, music director and noted conductor he wrote several unpublished novels 
and the lyrics to many of his own songs. A volume of his poems was published in 1913 under the title, Appassionata: 
Songs of Youth and Love. At least three of his poems also appear in the Bulletin. 
 
MUSIC THEATRE WORKS (written during his residency  in Australia): 
A KNIGHT FOR A DAY [musical farce] Txt. [n/e]; Mus. Fritz Hart (1910);  PIERRETTE  [opera]  Lib/Mus. Fritz Hart (1914);  THE LAND OF 
HEART'S DESIRE [opera]  Txt. [n/e]; Mus. Fritz Hart (1914);  RIDERS TO THE SEA [opera]  Txt. [n/e]; Mus. Fritz Hart (1915); DEIRDRE 
OF THE SORROWS  [opera]  Txt. [n/e]; Mus. Fritz Hart (1916); RUTH AND NAOMI [opera]  Txt. [n/e]; Mus. Fritz Hart (1917); THE 
FANTATSICS [opera]  Txt. [n/e]; Mus. Fritz Hart (1918); MALVOLIO [comic opera]  Lib (after Shakespeare)/Mus. Fritz Hart (1919);. THE 
TRAVELLING MAN [opera]  Txt. [n/e]; Mus. Fritz Hart (1920); THE KING [opera]  Txt. [n/e]; Mus. Fritz Hart (1921); ESTHER [opera]  Txt. 
[n/e]; Mus. Fritz Hart (1923);  THE WOMAN WHO LAUGHED AT FAERY [opera]  Txt. [n/e]; Mus. Fritz Hart (1924); DEIRDRE IN EXILE  
[opera]  Txt. [n/e]; Mus. Fritz Hart (1926); THE FORCED MARRIAGE [opera]  Txt. [n/e]; Mus. Fritz Hart (1928); GEORGE AND THE 
DRAGON [opera]  Txt. [n/e]; Mus. Fritz Hart (1930); THE NATIVITY  [opera]  Txt. [n/e]; Mus. Fritz Hart (1931);  ISOLT OF THE WHITE 
HAND [opera]  Txt. [n/e]; Mus. Fritz Hart (1933). 
   
FURTHER REFERENCE: 
Clifford, Hubert.  NGDM: 8 (1980), 260. 
"Grand Opera: Deirdre in Exile - Fritz Hart's Success."  A: 23 June (1928), 23. 
Gyger, Alison. Opera for the Antipodes (1990), v. pags. 
Hart Collection, VPAM Archives, 1921. [D233, D388, D527] 
"Knight for a Day, A."  SMH: 11 July (1910), 3.              [see also advert. - SMH: 9 July 1910, 2] 
"Music and Drama."  SMH: 14 Dec. (1912), 5. 
"Orchestral Concert: A Popular Success." A: 16 July (1928), 11. 
Tregear, Peter. OCAM: (1997), 260. 
---   "Fritz Bennicke Hart."  SAJ: Autumn (1994), 9-10. 
---   "Fritz Hart and the 'Celtic Twighlight' in Australia."  LR: 45.1 (2001), 173-78. 
---   "Songs of Fritz Bennicke Hart."  In  One Hand on the Manuscript. (1995), 55-64. 
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MORITZ HEUZENROEDER 
 
Composer, musician, librettist. Born in Ottersberg, Germany on 15 July 1849. Moritz 
Heuzenroeder immigrated to Australia in 1872. Associated with the South Australian German 
Club and founder of the Adelaide Harmonie Society, he also wrote and produced several 
operettas in Adelaide in the 1880s including Singvogelchen and Onkel Beckers Geschichte (1882) 
and Faust and Grechen (1883). Heuzenroeder completed The Windmill comic opera in 1891 and 
collaborated with Harry Congreve Evans on the opera, Immomeena (1893). He moved to Barossa 
Valley town of Tanunda in early 1897 but died unexpectedly later the same year. 
 
 The youngest son of a German doctor of medicine, Moritz Heuzenroeder developed a passion for music through 
childhood piano lessons, and eventually undertook a course in advanced composition theory at the Stuttgart Royal 
Academy of Music (Germany). In 1872, shortly after having completed his studies, he immigrated to Australia, a 
decision which was perhaps influenced by his visit to the country seven or more years previously. Upon arriving in 
Australia he settled in Adelaide and quickly established himself as a teacher of singing and piano. Perhaps not 
surprisingly many of his friends were ex-patriot Germans and he subsequently became closely associated both 
personally and professionally with organisations such the South Australian German Club.  
 In 1882 two of his operettas, Singvogelchen and Onkel Beckers Geschichte were staged by an amateur company 
in Adelaide's Albert Hall (the latter on 3 Nov.). The following year he wrote the comic opera Faust and Gretchen 
(1883) for the German Club. That year also saw Heuzenroeder present an acclaimed series of concerts at the Victoria 
Hall in Gawler Place for Adelaide's upper social circle, which included the state governor Sir William Robinson, a keen 
patron of music and composer in his own right. It was around this time, too, that Heuzenroeder established the Adelaide 
Harmonie Society (AHS), an organisation for which he undertook the roles of music director and conductor. It was 
through the AHS that he presented his own works, along with contemporary light operas from various composers. 
Following the completion of another comic opera, The Windmill (1891), Heuzenroeder began collaboration with local 
writer Harry Congreve Evans that resulted in the most impressive work of his career, the two act opera, Immomeena 
(1893). Although only one ballad remains from the entire score, along with a libretto booklet containing the spoken 
dialogue and lyrics, it is clear from reviews published after both the 1893 premiere and 1894 revival that the work was 
met with much approval from critics and public alike. In addition to his operatic works, Heuzenroeder also composed 
for various other music forms, including songs, patriotic odes and piano pieces.  
 In early 1897 Heuzenroeder moved to the Barossa township of Tanunda, a place he had visited many times over 
the years as both a recitalist and accompanist for touring singers. On November 9 that same year, however, he died 
unexpectedly (aged only forty-eight), leaving the local community bereft of an important musical benefactor. Indeed, 
during the short period that he lived in the area Heuzenroeder was instrumental in founding a local orchestra, along with 
a choral society at nearby Angaston. As both teacher and recitalist, too, Moritz Heuzenroeder had no doubt played a 
vital role in helping to establish the importance of music within the state of South Australia during the last decades of 
the nineteenth century. 
  
MUSIC THEATRE WORKS: 
SINGVOGELCHEN [operetta] Lib/Mus. Moritz Heuzenroeder (1882); ONKEL BECKERS GESCHICHTE  [operetta] Lib/Mus. Moritz 
Heuzenroeder (1882); FAUST AND GRETCHEN [comic opera] Lib; [n/e]; Mus. Moritz Heuzenroeder (1883);  THE WINDMILL [comic opera] 
Lib; [n/e]; Mus. Moritz Heuzenroeder (1891);  IMMOMEENA [comic opera]  Txt. Harry Congreve Evans; Moritz Heuzenroeder (1893). 
 
FURTHER REFERENCE: 
Brewster-Jones, H.  "South Australian Pioneers and Problems." AMND: 27.3 (1936), 1, 28. 
OCAM (1997), 267. 
Wood, Elizabeth. "Moritz Heuzenroeder." NGDM: 8 (1980), 541. 
---   "Moritz Heuzenroeder - A Musical Pioneer."  LNQ: 3.1 (1974), 4. 
 
 
 
ALFRED HILL 
 
Composer, musician, conductor, teacher. The composer of more than 500 works, including 12 
symphonies and more than 14 music theatre works, Alfred Francis Hill was born in Richmond, 
Melbourne, on 16th December 1870, but raised in New Zealand after his family moved there c 1871. 
Hill published his first composition, "The Organist," at age 16, and later studied music at the Royal 
Conservatorium, Leipzig (1887-91). After he returned to New Zealand in 1891 he set up a teaching 
academy and became the conductor for the Wellington Orchestral Society (1892-96). His interest in 
New Zealand's indigenous music and customs saw him begin composing Maori-influenced works in 
the early 1890s, beginning with The Whipping Boy (1893) and the cantata, Hinemoa in 1895. Both 
works were collaborations with Arthur H. Adams. The pair later worked together on Ali Baba and the 
Forty Thieves (1898) and Tapu (written 1899 and first produced in 1903). Hill's comic opera Lady 
Dolly (libretto by Margery Brown) staged by J. C. Williamson in 1900, and A Moorish Maid (with J. 
Youlan Birch) produced in New Zealand in 1905. From the late 1890s onwards Hill travelled 
frequently backwards and forwards across the Tasman before settling permanently in Australia in 
1912. He soon afterwards became Principal of the Austral Orchestral College, a co-founder of the 
Sydney Repertory Society, and in 1913 co-founder of the Australian Opera League (with Fritz Hart). 
The AOL staged his opera Giovanni in 1914. Hill became Professor of Theory and Composition at the 
NSW Conservatorium of Music in 1916, and Chief Conductor for the NSW State Symphony 
Orchestra in 1922. His music theatre works include The Rajah of Shivapore (1917), Auster (1922) 
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and The Ship of Heaven (1933). He also composed music for several Australian films, notably Broken 
Melody (1938) and Forty Thousand Horsemen (1940). Hill died in 1960. 
  
 A gifted violinist and composer of over 500 compositions comprising comic operas, film scores and a variety of 
classical genres from string quartets to full orchestra works, Alfred Hill was both the first fully professional New 
Zealand-based composer and the man most responsible for introducing the country's indigenous music to western styles 
of composition. His pioneering efforts not only led to the promotion of Maori music in New Zealand and Australia but 
also assisted his own career advancement. Indeed, he is now seen as the most significant composer of the antipodean 
region during the early 1900s, with his influence being seen in the development of key mid-twentieth century Australian 
composers like John Antill and Roy Agnew.  
 Alfred Hill's interest in Maori music came about as a result of having spent much of his early life in New Zealand. 
His father, an amateur violinist and Bristol-based hat-maker had initially sailed for Australia to attempt his luck on the 
gold fields but found more success with his instrument than he did finding gold. The family moved to Auckland when 
Alfred was about 18 months old and later settled in Wellington where the father set up his own hat-making business on 
Lambton Quay. It was while living in Wellington that Hill's father formed several small amateur orchestras, with each 
ensemble invariably made up of family members. At one stage the family even toured a Christy Minstrel-style show 
called Hill's Brigands. Alfred Hill's siblings included brothers, Edward (described as a fine tenor), Charles (an 
accomplished flautist), John (also regarded as a gifted musician), and a sister Mabel, who excelled as an artist. It was 
Mabel who designed the cover of Alfred's first published work, "The Organist," which he composed in 1886 at age just 
sixteen (Thomson, "Alfred Hill" 217-18). During his childhood Hill learned the cornet and violin, playing the former 
instrument with Martin Simonsen's opera company at the age of nine, and the latter on tour with Charles Harding's 
Grand Opera Company at age fourteen. Realising that his sons Alfred and John were exceptional musical talents, and 
that they had moved beyond the point where local music teachers could help them, Alfred's father arranged to send the 
brothers to Europe. The opportunity was in part realised through the generosity of the Wellington public who raised the 
additional money required through a benefit concert.  
 In 1886 Alfred and John travelled to Leipzig where they studied at the Royal Conservatorium of Music between 
1887 and 1891. There they were able to involve themselves in the cultural and artistic climate of one of Germany's 
major centres during one of its more significant periods of transition. Alfred studied violin under Hans Sitt (1850-1922). 
He later claimed that Sitt had a significant influence on his career as both a violinist and composer. During his time at 
the conservatorium Alfred won numerous awards, including the Helbig Prize, and eventually graduated with an honours 
diploma in teaching and performance. The letter accompanying his Performer's Diploma (Reiferzeugniss) noted that 
Hill's "exemplary energy, diligence and perseverance, assisted by good inborn talent enabled him to make a 
professionally very valuable progress in his musical education... the delicacy of invention, great fertility of resource, 
and tasteful instrumentation, for which his works are distinguished, bear no light testimony to his ability as a composer" 
(qtd in McCreadie "Some Backgrounds" 188). During his time at Leipzig, Hill also wrote his first cantata, 'New 
Jerusalem' (SMH: 24 Dec. 1910, 4). After graduating from the Leipzig Conservatorium he was invited to play second 
violin with the Gewandhaus Orchestra, which he did for a short period under the conductorship of such composers as 
Brahms, Grieg, and Tchaikovsky.  
In 1891 Hill returned to New Zealand, setting himself up as a violin teacher, recitalist, chamber musician, and 
conductor of choirs and orchestras, notably the Wellington Orchestral Society (1892-96). The mid-to-late 1890s also 
saw him collaborate with writer/journalist Arthur H. Adams, and with whom he shared an interest in Maori culture. The 
two men began to study seriously the music, customs, history and stories of New Zealand's indigenous people, and 
subsequently went on to create several Maori-inspired works during the 1890s - including two string quartets, the 
cantata Hinemoa (1895), and a comic opera, The Whipping Boy (1893). Interestingly, despite his fascination for 
drawing upon the musical materials of Maori culture, Hill's compositions are heavily dependent on conventional 
western music forms - particularly his romantic comic operas. This can be seen, for example, in the music theatre works 
Hinemoa, Tawhaki, Tapu and Teora, which lay "largely within the conventional harmonic and formal patterns of 
Leipzig traditionalism." In this respect, as Andrew McCreadie further notes: "the influence of [the Leipzig tradition] is 
perceptible in [Hill's] own classification of his works as 'romantic comic operas'" ("Some Backgrounds" 206). While the 
music of the Maori people was an obvious passion in Hill's life, his interest in Maori and culture and the people is said 
to have been genuine and deep. As John Thompson notes, the feeling was mutual, the Maori people "trusted him as he 
moved amongst them, noting down songs and hakas" (8). Hill's encouragement of their music and arts, something he 
did throughout his life, was particularly significant in works such as Hinemoa. Another cantata, Tawhaki, completed in 
1909, is also based on Maori themes (SMH:  24 Dec. 1910, 4). No production of this work has yet been located, 
however.    
This early period in New Zealand was not without its trials, however. Hill suffered a good deal of criticism from 
both within and outside the Wellington Orchestral Society due to his firm artistic stance. At one stage this lead to his 
controversial decision to refuse to conduct for a visiting virtuoso, the Chevalier de Kontski (Thompson "Question of 
Authenticity" n. pag.). After resigning his position with the Wellington orchestra he joined Ovide Musin's ensemble, 
then visiting New Zealand, and toured with them to Sydney. When the troupe disbanded in March 1897, Hill remained 
in Sydney for several years teaching and conducting ensembles such as the Sydney Liedertafel (for whom he was 
appointed conductor in early 1898) and the Great Synagogue Choir. During this period he also frequently performed at 
various high profile concerts, notably as a member of specially organised string quartets. On 22 October 1898, for 
example, Hill presented the ballad from Hinemoa during the last of a series of Pleyel Concerts at the Y.M.C.A. Hall. 
Miss Ruby Bowring was the featured vocalist. (SMH: 15 Oct. 1898, 2). His comic opera Lady Dolly (1900) was staged, 
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too, with the assistance of members of the Sydney Liedertafel. While his application that same year for the 
professorship in music at Auckland University was unsuccessful, in Australia his reputation was becoming increasingly 
more high profile. One highlight of Hill's early years in Australia occurred when he conducted the Commonwealth 
Celebrations choir of eleven thousand voices and ten brass bands on New Year's Day 1901.  
Although residing in Sydney, Hill nevertheless criss-crossed the Tasman on a regular basis between 1902 and 
1911, either writing or conducting musical comedies and operatic works through his employment with J. C. 
Williamson. In 1903 he wrote the music for the highly successful pantomime Sleeping Beauty (Theatre Royal, Syd) and 
had the first performance of his romantic comic opera, Tapu staged. His final collaboration with Arthur Adams, the 
work had been initially written sometime around 1897-98 and accepted for production by Williamson. Adams is said to 
have been offered a position as Williamson's literary secretary partly on the strength of his libretto. When Williamson 
decided to delay Tapu's premiere due to other commitments, notably his touring production of The Geisha, Hill 
eventually tired of the wait and subsequently gave Pollard's Opera Company permission to stage the work in New 
Zealand during its 1903 tour (it is also believed to have been staged by the company in Tasmania). When Williamson 
did eventually decide to produce the opera in Australia in 1904 Adams had by then left his employ. Unbeknown to the 
librettist, Williamson hired David H. Souter rework the text, while Bert Royle was engaged to write additional lyrics to 
accompany some new music scored by Hill. Angered by what he saw as an infringement on his rights as the originator 
of the work, and more so because he deemed the revised work vastly inferior, Adams voiced his low opinion of 
Williamson (and Australian theatre managers in general) on a number of occasions in his career as a critic and editor. 
He was also supported by Hill over the Tapu issue, with the composer later claiming that the Pollards' production was 
the superior one. Tapu was mooted for an English and European tour for Tapu by Williamson (in arrangement with 
Robert Courteneidge) but this never eventuated.   
 Sometime around late 1904/early 1905 Hill moved back to New Zealand to collaborate with music and drama 
critic, J. Youlin Birch on the romantic opera A Moorish Maid; Or, Queen of the Riffs. It was given its theatrical 
premiere in New Zealand in September 1905. Although the Auckland and Wellington seasons were critically and 
financially successful, producer George Stephenson found it necessary, as J. C. Williamson did with Tapu, to 'improve' 
on the original for its Australian tour, and either rewrote the libretto himself or employed someone else (as yet 
unidentified) to do it. In an interview with the Theatre magazine in 1914, Hill concurred with Adams that these early 
experiences writing for the musical theatre stage were less than fruitful for the creators, both creatively and 
financially:
25
 
 
There is no money in writing music, absolutely none. What have I made out of my compositions? I received ₤100 
from the late J.C. Williamson for the producing rights and half the music rights of Tapu. As you know, the opera 
didn't succeed. Mr Williamson had always faith in the music, but he couldn't get a satisfactory libretto. The 
Moorish Maid also suffered from a bad book and even as it was we took ₤1000 in a week with it in Auckland, 
and it did the same thing in Wellington…. Apart from the little I got out of this, and the straight-out fee I received 
for Tapu composition has brought me nothing" (Mar. 1914, n. pag.).  
 
Hill's passion for Maori music resulted in several new Maori songs between 1904 and 1906. Among these was 
"Waiata Poi" (with lyrics based on a Maori myth). Arguably his most popular in that genre, John M. Thomson claims 
that the song kept John McIndoe's Dunedin press busy meeting the demand for New Zealand's first international sheet 
music best-seller ("Alfred Hill" 213).  Another of his songs was performed to critical acclaim in Sydney during June 
1905 by Watkin Mills of the Watkin Mills Company. The Brisbane Courier reported that the song, "Tangi," written 
especially for Mills, and published by Boosey and Co (London), is a "dramatic lament for the dead, beginning by deep 
exhortations to mourn… and rising to a tempestuous climax on Wagnerian lines." Sung with "whole-hearted fervour," 
the song "went with admirable abandon" (17 June 1905, 12). Back in New Zealand in 1906 Hill began conducting New 
Zealand's first professional orchestra in a highly successful series of concerts at the Christchurch International 
Exhibition (1906-07). He is believed to have also begun composing the music to a libretto by W. H. Beattie on the 
subject of Don Quixote around the same time. Although no details of a staging of this work have yet been located, the 
Theatre magazine records in July 1909 that Beattie's 'book' for Don Quixote in La Mancha, despite being a "very 
awkward subject for the stage" demonstrates that as a librettist he "has a great talent" (11).   
By 1912 Hill had slowed down his trans-Tasman movements, deciding to reside more or less permanently in 
Sydney from that time onwards. In some respect his unsuccessful attempt to establish an institute for the study of Maori 
music in Rotorua in 1910 may have been a factor in his decision to live in Australia. In Sydney he became principal of 
the Austral Orchestral College, and viola player for the Austral String Quartet. He also conducted concerts at the Town 
Hall for the Sydney Amateur Orchestral Society around this time, performing with other distinguished professionals 
including Fritz Hart, Cyril Monk and New Zealand soprano, Rita Lyons. Leading local amateurs such as tenor Arthur 
Appleby and Austral College graduate composer Roy E. Agnew were also elevated into the public domain through 
Hill's efforts. In 1913 he founded the Australian Opera League with Hart as part of an attempt to create an Australian 
operatic tradition. While Hill was concentrating his energies on establishing the AOL and his latest opera, Giovanni, his 
London representative, Cunningham Bridgeman, was working hard to raise the composer's profile in English circles. 
Bridgeman had been instrumental in having Hill's Maori Symphony produced at the Sydenham Crystal Palace in 1912, 
and on 23 January 1913 he staged A Moorish Maid, under the subtitle, Queen of the Riffs, at London's Savoy Hotel. 
With a strong cast, including diva Rosina Buckman, the comic opera was enthusiastically received by both the audience 
and the London critics. Speaking to 150 invited guests after the curtain, New Zealand's High Commissioner, Sir Joseph 
                                                          
25      See Arthur H. Adams entry in this appendix for further details (713). 
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Ward "warmly extolled Mr Hill's talents, and expressed the hope that [the composer] might yet, whilst he remained 
alive, be recognised amongst British composers." Whether the opera was staged in London following this production is 
not yet known. It is also unclear whether a proposed City Operatic Society, production (a joint venture between the 
Austral Operatic Society and the City of Sydney Musical Comedy Company) went ahead either. Despite several 
advertisements calling for amateur actors and singers being published in the Sydney Morning Herald during February 
and March of 1913, no details of a revival have been located in the paper over the following months.  
 
 
 
Alfred Hill 
Green Room Nov. (1922), 16. 
(Courtesy of the Fryer Library, University of 
Queensland) 
         In February 1913 Hill completed another Maori-influenced 
opera, Teora, the Weird Flute, and indicated that it would possibly be 
his contribution to the first evening of opera staged by the newly 
formed Australian Opera League. It is not believed to have been staged 
until 1928 (details of this performance are yet to be located). The 
opera is known to have been broadcast by the ABC on 2 December 
1929, however. The programme was produced under the direction of J. 
M. Post. Midway through 1913 the Sydney Repertory Society (which 
Hill had co-founded with advisory board members including Arthur 
Adams and David Souter) began presenting regular entertainments at 
its new theatre in Grosvenor Street (it was previously known as 
Federation Hall). These concerts, which involved both music and 
drama, utilised some of the best amateur talent available in Sydney. 
Typical of these evenings was the first Caleb Porter and Alfred Hill 
Saturday Night Soiree Musicale, presented on 31 May 1913, and billed 
to include: "song, stories, wit, humour and dramatic excerpts" (SMH: 
31 May 1913, 2). The idea behind this enterprise, according to Hill, 
was "to get together and train a little body of earnest, sincere amateurs, 
who will act on this stage of ours the works of some of those men who 
seem to have pierced a little more deeply into the heart of things than 
others" (SMH: 2 June 1913, 3). The second concert, staged on 7 June 
1913, saw Rita Lyons present the soprano ballad from Hill's cantata 
Hinemoa. On 18 July the company even staged a revival of The 
Moorish Maid over a short season. The cast included seasoned 
performers such as Marcia Boulais and Vivien Ross-Browne. 1913 
also saw Hill appointed to the Advisory Committee establishing the 
N.S.W. Conservatorium of Music (it was eventually founded in 1916). 
In 1914 the Australian Opera league presented Hill's Giovanni and Fritz Hart's Pierrette in Sydney and 
Melbourne to mixed critical attention. The company folded soon afterwards, however, due in part to the advent of the 
First World War.  Not content to remain within the confines of music, Hill had his one act play Wattle Tree Farm 
staged on 28 July 1914 at the Repertory's theatre. During the year he also co-founded the Musical Association of New 
South Wales (later becoming its president), and continued to actively push for both a New Zealand Conservatorium of 
Music and for the foundation of an institute of Maori studies at Rotarua.  
In January 1916 Hill was invited to take up the position of the first Professor of Theory and Composition at the 
NSW State Conservatorium (he had been involved with the advisory committee for the establishment the 
Conservatorium for some two years). The following year his comic opera, The Rajah of Shivapore premiered in 
Sydney, include. Among its prestigious cast were Alice Bennetto, George Whitehead, Frederick Ward, while the 
orchestra performed under the baton of the composer. It toured to several major Australian centres and incited a number 
of burlesque versions over the next few years. The Brisbane Courier's "Music and Drama" column also records that Hill 
had already begun working on another opera, this time based on dramatic poem by Mrs E. Congeau (1 Dec. 1917, 12). 
Five years later that opera, Auster, premiered in Sydney for the first time on an Australian stage. 
In early 1922 Hill was also appointed deputy conductor for the N.S.W. State Orchestra's tour of New Zealand, 
and in September was elected to the position of chief conductor of the State Symphony Orchestra. During a visit to 
London in 1926 he recorded several of his compositions with the Mayfair Orchestra for HMV, including "Waiata Poi," 
"Tangi," the lake music from Hinemoa and "Waiata Maori." When ABC Radio station 2FC gave its premiere broadcast 
on 17 July 1929, Hill performed for the occasion as part of a State Conservatorium string quartet - the other musicians 
being Gerald Waklen, Gladstone Bell and Lloyd Davis. In 1935 he established his own Academy of Music, an 
institution which was to concentrate on the study of harmony, counterpoint, chamber music and opera. This enterprise 
failed to live up to its expectations, however, and eventually closed in January, 1937. From that point onwards Hill 
devoted himself fulltime to composition. Several pieces of music he composed during his later years were incorporated 
into locally produced motion pictures, with one of these being Ken G. Hall's The Broken Melody (1938). Loosely based 
on F. J. Thwaites novel about a talented violin player who falls on hard times before eventually finding fame and 
fortune through the love of a woman, the film's operetta scenes and main violin theme were scored by Hill (with all 
other incidental music by Horace Keats).  During the 1940s he also contributed additional incidental music to Charles 
Chauvel's Australian classic Forty Thousand Horsemen (1940) and another Hall film Smithy (1946). Two New 
Zealand film productions also had their scores composed by Hill, the first, which was filmed at Lake Tapu in 1930, was 
commissioned by American producer, Alexander Marky, who apparently took off with the film stock and Hill's score. 
The other score was for Rewi's Last Stand, produced in 1938 for New Zealand film pioneer, Rudolph Hayward. 
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Alfred Hill died on 30 October 1960, aged almost ninety.  During his lifetime he had written more than five 
hundred compositions, including twelve symphonies, numerous concerti, a mass, seventeen string quartets and eight 
operas. On his death his manuscripts were donated by his widow, Mirrie Hill, to the Australian Broadcasting 
Commission's Federal Music Library. His papers were given to the Mitchell Library and his books and instruments to 
the NSW State Conservatorium. The composition award which now bears his name was also founded by Mirrie Hill in 
memory of her husband. Further recognition of his services to Australian music were accorded him, too, when he was 
made an Officer of the Order of the British Empire (1953) and appointed Companion of the Order of St Michael and St 
George (CMG) in 1960. Hill's strengths as a composer have generally been regarded as laying in his ability to construct 
pure melodic lines, and though the charm and fluency of his overall composition style. Sir Bernard Heinze once said 
that "composition in Australia owes much more to Hill than any other person who has ever written music here (qtd. in 
Atkinson et al, 110), a factor which can be seen in the fact that his career spanned the period in which traditional 
European music and early twentieth century Australian music first began to separate. It has also been argued that Hill 
may well have been able to carve out a career in Britain and Europe had it not been for illness and the advent of World 
War I at a time when his reputation and music was being promoted in good light. As Jeremy Commons, an authority on 
opera of the period has notes, Hill's melodic qualities and sense of form would have ensured that the composer held his 
own alongside his European contemporaries (see Thomson "Alfred Hill" 220). 
   
MUSIC THEATRE WORKS: 
NEW JERUSALEM [cantata] Lib. [n/e]; Mus. Alfred Hill (n. yr); THE WHIPPING BOY [comic opera] Lib. Arthur H. Adams; Mus. Alfred Hill 
(1893, unperf);  HINEMOA  [cantata] Txt. Arthur Adams; Mus. Alfred Hill (1895); ALI BABA AND THE FORTY THIEVES  [pantomime]  Lib. 
Arthur H. Adams; Mus. various [n/e]; Add Mus. Leon Caron, Alfred Hill and George Pack (1898);   LADY DOLLY [comic opera]  Lib. Margery 
Browne;  Mus. Alfred Hill (1900); THE SLEEPING BEAUTY AND THE BEAST [pantomime] Lib. Monty Grover; Mus. Alfred Hill (1903); TAPU 
[romantic opera] Lib. Arthur H. Adams; Add Lib. David Souter; Mus. Alfred Hill (1903);   A MOORISH MAID  [comic opera] Txt. J. Youlin Birch; 
Mus. Alfred Hill (1905); DON QUIXOTE DE LA MANCHA [opera]  Lib. W. H. Beattie; Mus. Alfred Hill (1909);  TAWAHAKI [cantata] Lib. 
[n/e]; Mus. Alfred Hill (1909); TEORA, THE WEIRD FLUTE [opera] Lib. [n/e]; Mus. Alfred Hill (1913); GIOVANNI  [opera]  Lib. Harriet 
Callan; Mus. Alfred Hill (1914);  THE RAJAH OF SHIVAPORE [comic opera] Lib. David Souter; Mus. Alfred Hill (1917);  AUSTER  [opera]  
Lib/Mus. Alfred Hill (1922); THE SHIP OF HEAVEN [music theatre] Txt. Hugh McCrae; Mus. Alfred Hill (1933). 
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RICHARD HENGIST HORNE 
 
Author, seaman, poet, playwright, public servant, magistrate, journalist.  Richard Henry Horne (aka 
Richard Hengist Horne) was born on 31 December 1802 in Edmonton, London, and pursued a 
seafaring career in his youth. After returning to England he settled in London and turned to writing. 
He published a number of acclaimed works of poetry, prose as well as plays - notably Orion (poem), A 
New Spirit of the Age (prose) and an adaptation of The Duchess of Malfi (play). Horne travelled to 
Australia during the early gold rush era and took up a number of positions in the public service. He 
successfully staged one of his earlier plays, The Death of Marlowe (1837) at the Melbourne Theatre 
Royal in 1860, and collaborated with several Australian-based composers throughout the decade, 
including Dr Joseph Summers, Charles Horsley and Carl Schmitt. Best known works from this 
period are the masque, The South Sea Sisters (1866) and the cantata Galatea Secunda (1867). Other 
known works include a lyric drama, Prometheus the Firebringer (1864) and the opera Cazille. Horne 
returned to England in 1869, dying there in 1884. 
 
 A writer and editor whose career saw him work in a variety of genres including drama, fiction, poetry, literary 
criticism, book reviews, social commentary, and children's fiction, Richard Horne's personal life was equally varied in 
its pursuits. Upon graduating from the Sandhurst military college he applied for a position with the East India 
  793 
 
 
Company. When his application was rejected Horne travelled to Mexico and served for several years as a midshipman 
in the Mexican navy. After leaving the navy he sought work as merchant seaman, basing himself in America, but 
eventually returned to England to embark on a literary career. His first poem to be published appeared in the Athenaeum 
in 1828. Over the next two decades Horne published several books and plays, and acted as editor for the Monthly 
Repository (1836-37). At one stage he published in that magazine an account of his earlier adventures when travelling 
the world. Two of his earlier successes were the poetical tragedies, Cosmo de Medici and The Death of Marlowe. 
Horne also published a wok entitled An Exposition of the False Mediums and Barriers Excluding Men of Genius 
from the Public. In this work he advocated the establishment of a literary and artistic society for the permanent support 
of men of superior ability in all departments of human genius and knowledge (A: 21 Jan. 1928, 26). Another notable 
publication was the two volume work The History of Napoleon.  
In 1843 Horne published what was to become his most critically and publicly acclaimed poem, the epic Orion. 
Indeed, it sold out its first three editions in a very brief time, in part because it captured the public's imagination and 
also because Horne placed several whimsical demands on the publishers, chiefly that it be sold at one farthing a copy, 
that not more than one copy should be sold to the one person, and that it should not be sold to a person who 
mispronounced the title. Following the publication of Orion, Horne published A New Spirit of the Age, the prose work 
for which he is best remembered. Containing essays on the men and women whom he considered best represented the 
literary spirit of the age, Horne was given a good deal of assistance in the writing of this work by Elizabeth Barrett 
Browning, with whom he had long been friendly and in correspondence (this correspondence was published in 1877 
under the title Letters of Elizabeth Barrett Browning Addressed to Robert Hengist Horne). A New Spirit of the Age 
met with severe criticism when it was first published because of its outspoken judgement on some of its subjects. At 
least four of Horne's plays are known to have been staged in London during this period, along with a re-written version 
of Webster's The Duchess of Malfi, which is believed to have been produced over the course of some fifty years in 
Australia, England and America.  
In 1852 Horne travelled to Australia as did countless others in search of a fortune in the Victorian goldfields.  
Having no luck as a miner, he found employment in a number of short-lived posts, including that of Commander of the 
Victorian Gold Escort (1852), Assistant Commissioner of Crown lands for the gold fields (1853-54), and some time 
later as territorial magistrate. His erratic behaviour saw him eventually dismissed from the civil service, however, and 
so in the late 1850s he returned to his career as a writer, a move which naturally included journalism. One of Horne's 
tragedies, The Death of Marlowe, which had premiered in London in 1837 when he was thirty-four years old, was 
successfully staged at Melbourne's Theatre Royal in July 1860, and led to Horne being offered the opportunity of 
having a new work staged in the city. Although his five act comedy in blank verse, A Spec in China, lasted only two 
nights after being severely criticised in the local press, he remained undeterred by this setback and continued to 
concentrate his efforts towards writing, albeit while employed as a warden at the Blue Mountains goldfield near 
Trentham. It was there that he wrote in 1864 the lyric drama Prometheus the Fire Bringer (1864).  
 By 1866 Horne had returned to Melbourne. Within a short period he re-established himself in the city's theatrical 
and musical circles, becoming at one stage president of the Garrick Club.  As president he organised in May 1866 a 
charity entertainment at the club for the Brooke Memorial Fund. One of the items presented was a threnody (dirge or 
song of lamentation) which he co-wrote with composer, Dr Joseph Summers (ARG: 8 May 1866, 5).  In October that 
same year Horne also staged the masque The South Sea Sisters (1866), a collaboration with composer Charles Horsley. 
This was produced as one of the highlights to the opening of the Melbourne Inter-colonial Exhibition. Successfully 
received by both audiences and critics alike, it was given a second performance a few nights later.  The "Corroboree 
Chorus" from South Sea Sisters was later incorporated into Helen Benlow's drama For Sixty Thousand Pounds, first 
staged at the Princess's Theatre, Sandhurst (Vic) on 2 November 1974 [see entry in 1874 file for details]. 
In 1867 Horne again collaborated with Joseph Summers, contributing the text to the cantata Galatea Secunda. It 
was around this time, too, that he changed his middle name from Henry to Hengist (he apparently came by the through a 
Blue Mountains miner).  His collaboration with composer Carl Schmitt in the late 1860s led to the completion of a three 
act opera titled Cazille. Schmitt tried in vein to get the work staged, but succeeded only in having several excerpts from 
the work presented during a benefit concert at the Sydney Masonic Hall in 1872. Horne's failure to get Cazille produced 
was of little consequence to him by then. Having become disillusionment with his Australian experiences, he had 
returned to England in 1869. A few years later he was granted a civil list pension of £50 a year, which was soon after 
raised to £100. He continued to write, producing a number of works over the next decade or so, but none of these was to 
match his earlier success. Horne died at Margate (England) on 13 March 1884. 
 
MUSIC THEATRE WORKS: 
SOUTH SEA SISTERS [musical masque] Lib. Richard Hengist Horne; Mus. Charles Horsley (1866);  CAZILLE  [operetta]  Lib. Richard Hengist 
Horne; Mus. Carl Schmitt (1872); 
   
FURTHER REFERENCE: 
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C. E. S.  "R. H. Horne."  A: 21 Jan. 1928. 26. 
Fotheringham, Richard, ed. Australian Plays for the Colonial Stage 134-1899. (2006). 
Irvin, Eric.  "Nineteenth Century English Dramatists in Australia." TN: 30.1 (1976), 27-8. 
OCAM: (1997), 281-2. 
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CHARLES HORSLEY 
 
Composer, musician, conductor, pedagogue, music critic. Born in London (England) on 16 
December 1822, Charles Horsley studied music in Germany and was later employed in England as 
organist, composer and teacher. His early compositions include the oratorios, David and Joseph 
(both written in the mid to late 1840s). He travelled to Australia in 1861 and initially settled in 
Melbourne where he was appointed organist to several churches and conductor of the Orpheus 
Union. While in Australia Horsley collaborated with R. H. Horne on the masque, The South Seas 
Sisters (1866), composed a number of cantatas, and acted as conductor for the Melbourne 
Philharmonic Society. He returned to England in 1871 after several years living in Sydney (1867-
70). His last known Australian composition to be staged while he resided in Australia was the 
cantata, Euterpe, produced in Melbourne in 1870. Horsley travelled to America in 1873 to take up 
position as a church organist. He died in New York in 1876. 
  
 The son of composer William Horsley, Charles Edward Horsley's family was closely associated with Felix 
Mendelssohn. Taking the famous composer's advice William Horsley sent his son to Germany to study under Moritz 
Hauptmann and Louis Spohr. Upon his return to England Charles found various employment opportunities as an 
organist, composer and music teacher. His achievements during his early career include composing two oratorios, 
David (ca.1846) and Joseph (ca.1849). He was also the organist at St John's, Notting Hill in London between 1853 and 
1857.  
 In 1861 Horsley travelled to Australia, where he settled in Melbourne. He was appointed to various positions over 
the next ten years, including those of organist at Christ Church (South Yarra), St Stephen's (Richmond) and St Francis' 
(Melbourne), along with, in 1866, the conductorship of the Orpheus Union (a musical society devoted almost 
exclusively to part-singing). During his time in Australia Horsley also acted as a music critic, wrote a number of 
compositions (including several cantatas), and conducted the Melbourne Philharmonic Society. In his history of the 
society, W. A. Carne records that Horsley's association with the society was not a happy one, though.  Although 
considered immeasurably superior to most of the musicians in the colony, he was voted out of the position in 1864 "and 
suffered a further humiliating defeat when he recontested the position in early 1866" (qtd. Fotheringham 195). Richard 
Fotheringham's introduction to The South Sea Sisters (arguably Horsley's most significant Australian work), indicates 
that the composers personality and eccentricity was at part to blame for his fallout. "He was apparently a highly 
introspective individual who could forget that he was playing the organ for a church service and begin improvising." 
Fotheringham further notes that his conducting allegedly suffered from his inability to beat time clearly (195).   
 Horsley was forced to move from Melbourne to Sydney in 1867 after being declared insolvent. His bankruptcy 
was the result of heavy losses he incurred the previous year as organiser of the Melbourne Intercolonial Exhibition's 
music festival. Despite the financial problems, the highlight of the music programme was undoubtedly Horsley's lyric 
masque, The South Sea Sisters, composed to a libretto by Richard Henry (Hengist) Horne. One particular feature, aside 
from the sheer size of the cast (some three hundred singers and musicians) was Horsley's imitation of an Aboriginal 
corroboree – which the Age records was encored three times (A: 25 Oct. 1866, 7). The Argus notes, too, that it 
electrified the audience and brought forward 'thunders of applause' (27 Oct. 1866, Supp 4). Interestingly, the musical 
programme which Horsley put together appears to have largely comprised Philharmonic Society members, including its 
leading soloists (Fotheringham 195). Another of his compositions to be presented as part of the musical programme was 
"The Exhibition March." The work's popularity saw it revived several times over the next decade, one such time being a 
concert put together in early 1878 by its original organist David Lee (Melbourne Town Hall, 2 February).    
 In 1870 Horsley returned briefly to Melbourne in order to undertake a commission to compose a cantata to one of 
Henry Kendall's poem. The work, titled Euterpe was performed at the Melbourne Town Hall in August 1870 (it also 
received a performance in London in 1976). Not long after completing the cantata Horsley returned to England, but by 
1873 he had again moved on, this time to New York. It was here that he became both the organist at St John's Chapel 
and conductor for the Church Music Association. He died on 28 February 1876 in New York. 
 
MUSIC THEATRE WORKS: 
SOUTH SEA SISTERS [musical masque] Lib. Richard Hengist Horne; Mus. Charles Horsley (1866). 
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BERT HOWARD 
 
Vaudeville and boxing entrepreneur, film exhibitor. Born in 1879, The Rocks, Sydney. Known 
variously as "The Droll," and "The Lord Mayor of Poverty Point," Bert Howard worked for Harry 
Rickards, Harry Clay and J.C. Bain in his early theatrical career. Around 1910 he began running 
picture shows in the Sydney Suburbs in addition to his involvement in the boxing industry - which 
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saw him managing several high profile Australian fighters. He later formed his own vaudeville 
circuit and on several occasions joined forces with other managers – notably Frank Graham (1913-
16) and Ike Beck (1917). His ventures around this time also included a booking agency. Howard is 
known to have had an entrepreneurial association with James H. White in the late 1920s, and to 
have continued to running vaudeville, pantomime and pictures in Sydney and NSW into the early 
1930s.  
 
 One of Sydney's leading B circuit vaudeville managers and entrepreneurs - a group headed by Harry Clay and 
consisting of others such as Jacky Landow, Frank Reis and Harry Sadler - Bert Howard started out as a newsboy at 
Circular Quay. He later became interested in the fight game, trying his hand as a lightweight boxer, before eventually 
turning to management. One of his earliest managerial successes was in helping Tommy Dillon win at a tournament at 
Waterloo. As a young man Howard was taken under the wing of Harry Rickards. He initially sold song books at the 
Tivoli Theatre, and was later employed as Rickards' office-assistant and valet. He left Rickards after twelve years and 
attempted a career in vaudeville, finding regular employment with Harry Clay's newly formed company for some five 
years (ca. 1901-1906). He is also believed to have toured through Queensland with Clay on at least one occasion. 
Howard later undertook similar employment with J. C. Bain for a further five years or so.  Between around 1910 and 
1916 Howard worked the suburbs of Sydney as a film exhibitor with Humbert Pugliese,
26
 while also continuing to be 
involved in boxing management and promotion. In later years Howard claimed that he and Pugliese were the first to 
introduce moving pictures to many of Sydney's suburbs.  During that time he is also known to have been employed for 
some two years as a stage manager for the Fullers and as a manager for both Dr Richard Rowe (magician/spiritualist) 
and Norwood (an American hypnotist). Taking the advice of Clay's manager Wally Edwards, Howard originated the 
Sunday night concerts at the old Gaiety Theatre, and began presenting vaudeville and pictures around a small circuit in 
Sydney on his own. Sometime around late 1913 he joined forces with Frank Graham. The pair jointly presented pictures 
shows and vaudeville around Sydney for two years or more. 
 It is not clear why Bert Howard became known as 'The Droll' (and sometimes as 'The King Droll'), although one 
might speculate that it had to do with his personality or demeanour. Certainly by 1913 the moniker was regularly 
associated with him in the industry magazines. Australian Variety records, for example: "Bert Howard, 'The Droll,' 
wishes it to be distinctly understood that he is still in the business, despite the many knockers who would keep him out 
if they could. At present Bert is running his own show, and also works in conjunction with Frank Graham (29 Oct. 
1913, 6). A few months later the same magazine reported that "Long Bert Howard is also helping local acts get three 
regular meals and the usual bed nowanights. The King Droll is a battler who strikes adversity now and again, but he is 
some fighter, believe me" (14 Jan. 1914, n. pag.).  Although renowned for conducting his business from a doorway at 
Sydney's Poverty Point, often leaving messages in chalk on the footpath, it appears that Howard's official place of 
business was not the doorway but an upstairs office, as indicated by a par published in Australian Variety in 1917. "The 
King of Drolls appeared to be very disconsolate one day last week. On Wong Toy Sun asking the reason, the big fellow 
said: - "Here I am with a fine office, everything I want, and to think that I cannot 'bridge' it to Dr Richard Rowe right 
away. When he comes back the newness will be worn off" (16 May 1917, n. pag.).  
In June 1917, having by then split with Frank Graham, Howard teamed up with the relatively inexperienced 
vaudeville artist/manager, Ike Beck, who was known in Sydney circles as the "fashion plate" (see Ike Beck entry in this 
appendix). Together they presented vaudeville and pictures in Redfern, Mascot, Leichhardt, Burwood and Rozelle. The 
operations were known as Beck and Howard's Vaudeville Enterprises, with their business headquarters established at 9 
Commercial Chambers, 80 Bathurst Street, Sydney. The partnership did not last long, however, due, one might suggest 
to their quite different natures and experiences - with Beck being the style conscious man-about-town, and Howard a 
street fighter from the Rocks.  
After parting ways with Beck, Howard opened up his own booking agency and in 1918 expanded his operations, 
servicing suburbs such as Crows Nest, Leichhardt, Auburn, Granville and Hornsby in addition to several country 
touring circuits. In 1919, after patching up their differences, Howard engaged Ike Beck for his circuit as a vaudeville 
performer during Beck's hiatus from his own managerial activities. Howard's circuit had also by this time expanded into 
the Blue Mountains area. In 1920 his Sydney circuit was Leichhardt, Arncliffe, Lidcombe, Parramatta, and Granville. 
Howard continued as a vaudeville and picture show entrepreneur right up until at least the early 1930s, his circuit 
over the 1928 and 1929 period included, for instance; Campsie, Manly, Burwood, Bankstown, Parramatta, Earlwood, 
Granville. Around this time, too, he toured pantomimes like Beauty and the Beast through a number of regional centres 
including the Hunter circuit (ca. Jan. 1928). His troupe included well-known performers like Arthur Morley, Wal 
Rockley, Dan Thomas and Percy King. This venture was apparently going well until Howard was struck down with a 
seriously debilitating illness which required four operations and knocked both him and the tour out of action. While laid 
up his company was run by James H. White, Harry Clay's ex-Theatrical Agency manager, and a small-time 
entrepreneur in his own right. Upon recovering his health, Howard returned to his suburban circuit, continuing his 
career of thirty or so years in Sydney theatrical management. In 1929 he  claimed to have been the first manager to 
introduce revusicals to the suburbs, suggesting that if anyone wanted to argue "let's see if they can remember a company 
earlier than Arthur Morley's, On the Sands with Amy Rochelle, Jim Caldwell, the Phillip Sisters, the Dudleys, Morley 
and Bates, Will Rollow and Ted Stanley" (Howard 104).
27
 He has also claimed to have given Nellie Kolle her first 
success, prior to the English male impersonator’s metropolitan successes. Some doubt exists regarding both claims, 
                                                          
26      Pugliese was also associated with the Alhambra Theatre around this period. 
27  Interestingly, this company sounds suspiciously like Harry Clay’s No 1 Revue Company. At this point there is no explanation for such a 
similarity. Clay began presenting revues in 1916, at a time when each of those artists was known to have been in his regular employment.  
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however, as the earliest record of that production located to date is with Harry Clay (late 1915), and Kolle's first six 
years in Australasia were almost exclusively with the Fullers. 
 
 
 
Bert Howard 
"Lord Mayor of Poverty Point" 
Everyone's 12 Dec. 1928, 136. 
(Courtesy of the Mitchell Library) 
        As a fight manager, Howard gained some 
recognition for his involvement in the careers of 
Bob Whitelaw, Arthur Cripps, and Tommy 
Hanley. He also toured such fighters as Billy 
McColl, George Johns and heavyweight title 
contender Bill Squires. His involvement with 
vaudeville saw him employ a great number of 
Australian artists over the years, although in no 
way comparable to that of his fellow B circuit 
manager, Harry Clay. However, many of the 
leading artists Howard engaged were also 
associated at one time or another with Clay's, 
Rickards and the Fullers. 
         Bert Howard was well-known for his 
generous charity work during his career. As he 
himself noted, "while it makes an old showman 
like me mighty happy to hear the money clinking 
in the box-office, maybe I get more happiness out 
of hearing the chuckles when we give the 
Lidcombe Hospital a show, or the yells of the 
youngsters when we play the Boys' Farm at 
Mittagong..." (Howard 104). It appears, though, 
that like his contemporary, Harry Sadler, Bert 
Howard's had its fair share of ups and downs. He 
also attracted a good deal of criticism from within 
some quarters of the industry over the years - 
although the reasons for this are unclear. A June 
1917 par published in Australian Variety gives 
some additional insight into Howard and his 
career to that early stage: 
 
  
Success kills some people, but not so with Bert Howard, who despite the fact that he is now doing better than at 
any other period during the past ten years, has plenty of time for his less fortunate professional brethren. At the 
same time there are a few who still "knock" and the big fellow now and again has a little of this commodity 
directed against him. It would be better if some of these loafers took a leaf out of The Droll's book, and got a 
hustle on!  Whilst they are asleep he is working for himself and the new firm. When not with them he is doing 
business for somebody else. Beck and Howard are now doing fine business, and the latter says that with Ike 
behind him he is not afraid of anybody in the show business (13 June 1917, n. pag.). 
 
Two articles published in Everyone's towards the end of the 1920s also indicate that Howard's career in the suburbs 
during the early film years was one of a pioneer, and in this respect he routinely presented film and vaudeville to 
audiences who only visited the larger city-based entertainment venues on an infrequent basis: 
 
It is not generally known that Bert Howard was at one time a picture showman, and many Sydney suburbs now 
possessing an elaborate theatre saw its first films screened by the Howardscope. The Droll specialised in Sunday 
evening screenings and he numbered among his audiences of the time many who are now prominent exhibitors. 
In addition to the pictorial offering, artists helped the show along, and the favourites included Clyde Cook, Nat 
Phillips, George Sorlie, Tom Armstrong, Bronco Wallace and George Clements, who was the real big noise with 
a line-up of illustrated songs. With such films as The Life and Death of Ned Kelly and The Life of Buffalo Bill, the 
show was always good for an extension of the season to three or four nights in all centres (9 Jan. 1929, 49). 
 
I used to be a magnate in the days when the only two syllable word anyone in the picture business knew was 
'Fillum.' We had the 'Howardscope,' Harry Harrison, Joe Dunn, Daddy Franklin, and me, with Humbert Pugliese 
as operator. It was one of the first movie outfits to go on tour, with the Clement Bros, Charles Rodgers, Olive 
(Baby) Carr, Doris Tindall, Jack West, Baby Josie Johnson and Scott and Wallace as added attractions. Just as 
well we had those added attractions, because half the time we had no picture show. Plop -flop- plop! And the 
machine was a bust (11 Dec. 1929, 104). 
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JOHN HOWSON 
 
Composer, musician, singer, actor. Born in England ca.1819, John Howson arrived in Australia in 
1842. He was largely associated with the Royal Victoria and Prince of Wales theatres during the 
1840s, staging Shakespeare and contemporary works from London and America. He appeared with 
brother, Frank, in Isaac Nathan's Don John of Austria, the first opera to be written and staged in 
Australia (1847). Howson's opera The Corsair was staged in 1848. He also acted in and adapted the 
music for Maritana (1849). Howson later toured Australia with various troupes including Andrew 
Torning's company. He died in 1888. 
  
 A highly regarded tenor, trombonist, orchestrator and composer, John Howson was born into a musical family. 
His siblings included Frank (1817-1869), an actor, director and stage manager who Eric Irvin describes as the 'cleverest 
of the brothers' (136); and Emma, later Emma Albertazzi, (1844-1928), their younger sister. All three were regarded as 
especially fine singers and went on to establish high profile reputations in Australia. Although John and Frank each 
displayed a precocious talent for vocal and instrumental music, older brother Frank initially sought a military career. 
John in the meantime concentrated on establishing his credentials in the world of music and theatre. His early career 
saw him appear at several prominent London theatres including the Theatre Royal, Drury Lane. After Frank returned 
from the Carlist wars in Spain ca.1840, the pair determined to immigrate to Australia. In 1842 they accepted an 
engagement to tour Australia for singer and entrepreneur Anna Clarke. In 1843, following their extended season in 
Hobart performing in various concerts and opera, the Howsons moved to Sydney where they presented an extensive 
repertoire of drama and music theatre at the Royal Victoria (1845-1855) and the Prince of Wales Theatre (from 1855). 
Their productions ranged from Shakespeare's Macbeth, The Merry Wives of Windsor and Hamlet to more 
contemporary works like The Hunchback, The Lady of Lyons and Money. The numerous operas staged by the brothers 
included: The Barber of Seville, Fra Diavolo, The Bohemian Girl, Lucia di Lammermoor, Maritana, The Marriage 
of Figaro and La Sonnambula. Both brothers also appeared in the world premiere of Isaac Nathan's Don John of 
Austria (1847), which is itself historically significant, being the first opera to have been written and staged in Australia. 
John took the role of Phillip II, and Frank that of the protagonist, Don John.  
In 1848 the brothers presented The Corsair, an opera written by John Howson. The libretto is based on the same 
Byron poem that Verdi had founded his Il Corsaro on. Another notable production from around this period was the 
Australian premiere of Maritana (1849), for which John both arranged the music and played the role of Don Caesar. In 
1853 Frank adapted the text for a musical farce, Rogers Worried (from the Mark Lemon and B. M. Webster farce 
Keeley's Worried) which was staged at the Royal Victoria Theatre. From 1856 he and John toured the Australian 
colonies as members of a company managed by Andrew and Louise Torning. Both were engaged as actors, with Frank 
taking on the additional position of stage manger and John as music director. With the arrival of W. S. Lyster in 1861, 
the Howsons, as did many other companies staging music theatre, found their productions suddenly outclassed. As a 
consequence Frank Howson left Australia for America in 1866, touring there with his own English and Italian Opera 
Troupe. The company included four of his children. He died in the USA in 1869 from cancer. Similarly, John Howson 
found the Lyster company impossible to compete with and around the same time that Frank left Australia he also 
travelled to the USA where he established himself with a number of opera and operetta companies. He died on 16 Feb. 
1888.  
Eric Irvin, in The Dictionary of Australian Theatre, draws our attention to the passion, determination and 
ingenuity displayed by early music theatre pioneers such as the Howson who "had to cope with every imaginable 
difficulty - a shortage of sheet music; difficulty in getting and training a chorus; tenors having to sing baritone roles, 
sopranos singing tenor roles, and inadequate orchestras. More often than not operas had to be given in shortened 
versions, so as to fit in with the long programmes demanded at the time. But there were also times when [the brothers 
were] able to produce an opera as written, worth all the necessary soloists, a chorus, and adequate orchestra, and 
appropriate costumes and settings" (138). 
 
MUSIC THEATRE WORKS: 
THE CORSAIR  [opera]  Lib Adapt (from Lord Byron); Mus. John Howson (1848). 
   
FURTHER REFERENCE: 
Brewer, F. C.  Drama and Music in New South Wales, The. (1892). n. pags. 
Irvin, Eric.  Dictionary of Australian Theatre 1788-1914. (1985), 136, 138. 
Jones, Alison. "Our Forgotten Singers No 2: The Howson Family."  OA: Feb. (1995), 7-10. 
OCAM (1997), 283-4. 
Osric [Humphrey Hall and A. J. Cripps]. Romance of the Sydney Stage, The. (1996), 100-14. 
Stewart, Nellie.  My Life's Story.  (1923), 7 opposite.  Photograph of John and Frank Howson. 
Wentzel, Ann. "The First 100 Years of Music in Australia." (1963), v. pags.             [see also "Music in Australia: 1788-1888" (1969), v. pag.] 
 
 
 
JACK KEARNS 
 
Comedian, acrobat, dancer, singer, vaudeville manager, pantomime dame. Born John Edmond 
Kearns at Waterloo, Sydney, in 1872, Porky Kearns' first professional stage appearance is believed to 
have been in 1890 with the Anglo-American Frolics Company (Syd). He joined forces with American 
acrobat/comedian, Albert McKisson, after the pair met during their engagement by Alfred Dampier 
for Jack the Giant Killer (Melb, 1891). Over the next ten years McKisson and Kearns were associated 
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with J. C. Williamson, George Coppin, Bland Holt, John Fuller Snr and Harry Rickards. Following 
the decision to split (c1902), Kearns and his wife Ida Tauchert (1875-1913), the sister of Arthur 
Tauchert (and also known by the stage name Ida Rosslyn), toured as solo acts for a variety of 
managements - including Harry Rickards, Tommy Hudson, James Brennan, J. C. Bain and Dix-
Baker (Newcastle). Kearns also operated his own variety company over the years, touring mostly with 
his daughter, Vera, after the death of his wife in 1913. In 1916 Kearns teamed up with Harry Sadler 
to manage the Princess Theatre (Syd) for the Fullers. In July that year, after a season of revusical 
productions, including several of Kearns' own works, the pair presented the first Stiffy and Mo 
revusicals. Kearns continued to hold a senior position in Australian variety up until his death in 
1929. His final decade in the industry also saw him become one of the country's premiere 
pantomime dames. 
 
There is one thing I do object to - the sending of children to hotels for your booze. It isn't fair. No; we should 
have it laid on to our homes - like water or the gas (Jack Kearns).28 
 
 Knockabout variety entertainer John "Jack" Kearns, better known to the Australian public as "Porky" Kearns, 
carved out a high profile career on the Australia that spanned almost forty years beginning in the early 1890s. Along 
with Will Whitburn, Kearns became one of the key links between the great Australian minstrel comics of the 1880s and 
1890s (men such as W. Horace Bent, Charles Pope and Irving Sayles) and the "new" tradition of Australian acrobatic 
comedians to emerge in the immediate post-WWI years (notably Jim Gerald, George Wallace, Dinks Patterson and 
Arthur Tauchert). Although his career as a writer of revusicals was brief, Kearns nevertheless played a role in helping 
stimulate ideas and production opportunities during the genre's early development. While his name no longer holds any 
relevance to Australians, a survey of newspapers and industry magazines from his era indicates that he was every bit a 
household name in most parts of Australia. As Everyone's records following his death in 1929: "His passing removes 
another of the identities of the old show world and rekindles memories of the brave days when McKisson and Kearns 
were names to conjure with…. [and] it is doubtful if there had ever been a vaudeville management for who he [had] not 
worked" (18 Dec. 1929, 37). 
 Although Jack Kearns once described himself as a "Sydney native," he in fact spent much of his youth growing up 
in the mid-west NSW township of Bathurst, and later near Port Macquarie. Born John Edmond Kearns at Waterloo in 
1872, he was the second child of Thomas and Elizabeth Catherine (nee Pollard) Kearns.
29
 His father, Thomas Kearns, 
had been born in the inner city locality of St James in 1847 to Michael and Honora Kearns, but had similarly been 
raised in the Bathurst area. He and Elizabeth had been married in the nearby township Hartley in 1870, the same year 
they had their first child, Catherine. Two years later, while possibly visiting Sydney, their second child John was born. 
His next three siblings, Rebecca (1874), Francis John (1876) and Anne (1879) were all born in Bathurst; while the last 
two Kearns children, daughters Maria (1883) and Emily (1885), were born at East Macquarie.
30
 While little else is 
known about Kearns' early life, according to an interview published in the April 1913 issue of the Theatre, he spent 
some five years in the boot making trade as an apprentice/employee of John Hunter and Sons (Redfern, Sydney) before 
making his professional debut on the stage in 1890 (33). This would seem to indicate that he returned to Sydney either 
with his family or on his own sometime around 1885.   
 Jack Kearns' debut professional stage engagement is believed to have been in 1890 at Sydney's Academy of the 
Arts with the American Frolics Company. He made his first pantomime appearance the following Christmas in Alfred 
Dampier's Jack the Giant Killer (Alexandra Theatre, Melb). Also among the cast was Albert McKisson, an American 
acrobatic song and dance man, routinely described as the "Wondrous McKisson." He had previously been working a 
double act known as Crawford and McKisson. Little is known of this pairing apart from engagements with the 
American Frolics in 1890 and with Frank M. Clark at the Melbourne Gaiety Theatre in early 1891. Kearns and 
McKisson were both cast by Dampier as Spirits, with McKisson, having at that stage a more established reputation, also 
taking on the additional and more prominent role of Tarantula, the Spider King. An Age review of the production, 
which includes glowing praise of McKisson's performance, gives some idea of at least one aspect of the possibilities on 
offer in later McKisson and Kearns stage shows: "Gifted with incredible agility, whenever he clung by an eyebrow from 
the wings or supported himself in mid-air by his teeth, or leapt at one bound across the stage. The wondrous 
McKisson… evoked thunders of applause, and when he rested in difficult places or impossible attitudes by means 
apparently, of a facial expression only, the applause was tremendous and well deserved" (26 Dec. 1891, 10). Within a 
year McKisson and Kearns had formed a partnership and established themselves almost immediately as a top line act. 
They maintained this position over the next ten to twelve years and as a consequence were viewed by their 
contemporary Australian public as the most popular knockabout minstrel and vaudeville comedy act to have emerged 
on the local stage, accepting engagements with all the leading Sydney and Melbourne-based minstrel and vaudeville 
managements as well as making frequent regional and interstate tours.  
McKisson and Kearns' first known engagement following the Dampier pantomime was on 23 February 1892 with 
the U.S. Minstrels, then based at Melbourne's Victoria Hall. Advertisements (which sometimes saw them billed as 
McKisson and Krans or McKisson and Kraus) describe the pair as "premiere acrobatiques and song and dance artists."  
The US Minstrel engagement lasted through to late May, after which they undertook a country tour (NSW and possibly 
Victoria) with a company formed by Charles Fanning. While in Wagga Wagga on that tour Kearns' married Ida 
                                                          
28     TT: Oct. 1919, 28. 
29      Kearns' family published his death notice in the Age, recording his middle name as Edward, the name he also gave to his son (17 Dec. 1929, 
1). His birth certificate, however, records the middle name as being Edmond. 
30      Birth certificate registrations indicate that the family resided in East Macquarie, which lies on one side of the Coolenbang River opposite West 
Macquarie (Wells 244-5). 
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Tauchert (aka Ida Rosslyn), who had previously appearing with Dan Tracey.
31
 By September the three performers were 
back in Melbourne appearing with Tracey at the Gaiety Theatre. Again advertised as company's featured "knockabout 
comedians," McKisson and Kearns stayed with the American entrepreneur until late November/early December. The 
first year of their partnership saw them also cast as "acrobatic fiends" in George Coppin and Bland Holt's Christmas 
pantomime Babes in the Wood (Theatre Royal, Melb). The Age theatre critic wrote of their contribution: "McKisson 
and Kearns were perfectly at home in an exhibition of horse play, falling about the stage and tumbling over each other 
as much as the most exacting gallery boy could desire" (24 Dec. 1892, 10). The following year they appeared in the J. 
C. Williamson pantomime Little Red Riding Hood (Princess Theatre, Melb), with Kearns playing the dual roles of Ah 
Dude and Johnny Stout and McKisson similarly cast as Pantaloon and Johnny Green.  
 
 
 
Jack Kearns 
"The John Bunney of Australia" 
From Isadore Brodsky Sydney Looks Back (1962). 
 
 Throughout  the remainder of the 1890s the pair were offered engagements with all the leading minstrel and 
vaudeville managements, playing regular seasons in Sydney and Melbourne as well as making appearances on the 
established regional, interstate and New Zealand circuits.  Chief among those eager to engage their services was Harry 
Rickards, who is known to have featured their act at his Sydney Tivoli Theatre frequently during the mid to late 1890s. 
It was during the latter part of the decade, too, that Jack Kearns' natural comedic ability also saw him carve out a 
reputation as a top line "tambo" endman. Isadore Brodsky records in later years, that Kearns set himself apart from all 
others who played this important minstrel role, at least in Australia. According to Brodsky, Kearns "made blackface 
history" through his unique use of the tambourine as a means of punctuating the comic delivery (40).   
 Surprisingly, although McKisson and Kearns were frequently described as either a "song and dance team" or 
simply "he two knockabouts"), Kearns was not initially involved in the singing part of their act. Recalling his early 
career Kearns indicates that he had been in the "business" some seven or eight years [before] he began to include 
singing into his performances. This had apparently been forced upon him the first time he appeared on stage in an 
endman role. Kearns recalls: "One night I went on the corner through an endman being away. I had to try a song. Others 
encouraged me, with the result that I followed up singing from that time. Singing is much easier than acrobatic-work; 
and there is more money in it."  The interviewer makes a light-hearted response to this insight, however, proposing that 
there are some who "have known Mr Kearns for seventeen or eighteen years, and have not yet made the discovery that 
                                                          
31      Tauchert was the older sister of Arthur Tauchert, best remembered today as the star of The Sentimental Bloke (1919). Jack and Ida Kearns later 
had two children, Vera (born 1894) and Edward (aka King), born in 1907. 
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he can sing" (TT: Apr. 1913, 33). This suggests that Albert McKisson sang the musical numbers during their act (with 
Kearns possibly supplying spoken patter lines or retorts), and that although Kearns would later establish himself as a 
songs and dance man, his lack of vocal ability may have been a quality that initially endeared him to audiences during 
his early solo career. Certainly by the early 1900s his stage act revolved around a combination of comedy and singing. 
Indeed, one of his most frequently performed numbers around this period is said to have been the comic song, "For the 
Rent." The right of performance to this number had apparently been given to him by Fred Curren, and Kearns later 
passed it on to Tom Dawson (ca.1908), with the latter also scoring much success with it over a period of some five 
years or more. 
 It is not yet clear when McKisson and Kearns parted ways, although several references to the pair indicate that 
this must have occurred between 1901 and 1904. In a "Twenty Years Ago" column published in 1921, Everyone's 
recalls: "McKisson and Kearns were recognised as the greatest comedy knockabout artists in Australia - and elsewhere 
for that matter." In describing their act some three years later as "the greatest knockabout turn of the last century," the 
same magazine indicates that the pair enjoyed a partnership "of nearly a score of years" (24 Nov. 1924, 36). There is 
little doubt that Kearns was in great demand for pantomime and minstrel/ vaudeville engagements during the first years 
of the new century, being known to have appeared in prominent pantomime roles such as Friday in the John Fuller Snr 
production of Robinson Crusoe (Empire Theatre, Syd) beginning Boxing Day 1901. He also maintained a regular spot 
on Harry Rickards programmes up until at least June 1905, while also accepting short term engagements with other 
leading variety organizations of that period. For some three and a half years following his last known engagements with 
Rickards (late 1908/early 1909) and James Brennan (National Amphitheatre, Syd, ca. Feb. 1909), Kearns and Ida 
Tauchert/Rosslyn were engaged by Tommy Hudson to headline his Surprise Party company. The troupe is known to 
have toured China and India on two occasions. Kearns records that "Mr Hudson [was] the only man who ever did any 
good with vaudeville in the East. At Calcutta [we] used to play for five months at a time" (TT: Apr. 1913, 33). It is 
likely that Vera Kearns, who was by then about to enter her early teens, would have also been engaged by Hudson as a 
child soubrette/solo performer. 
 Upon settling back in Australia Kearns took up a two year contract with James Brennan – which he claims was a  
record for an Australian comic up until that time (TT: Apr. 1913, 33), and followed this with an extended season under 
Jimmy Bain as the Sydney-based showman's first headline attraction at the Princess Theatre (beginning c1911). 
Reviews of Kearns' performances during his time with James Brennan (he had not yet taken on the portly shape that 
gave him his popular moniker, "Porky") describe him as a very clever comic, although a somewhat down-market one at 
that. "Why does Jack Kearns wear such broken-down clothes as an endman singer" complained the Theatre in May 
1909 (18). The following year the same magazine wrote, "Kearns, the audience's prime favourite, is really hopeless as 
to appearance… What pleasure he can get out of soiled and ragged garments the Theatre is at a loss to know" (Jan. 
1910, 23).  Despite these criticisms it is obvious that the comic attracted much of the attention whenever he appeared on 
a bill. "The greatest favourite at the National, and one of whom the huge audiences never seem to tire, is clever Jack 
Kearns. When he comes on as a mother's dumpling and coquettishly shouts 'saw yer first' or 'tig' to the people," records 
the Theatre, "they are immensely tickled, and applaud him frantically. Three or four recalls are every night occurrences, 
and his last song is generally as funny as his first, which is saying a good deal" (Sept. 1909, 18). 
 In early 1911 Kearns left James Brennan, to take up a contract with J. C. Bain at the Princess Theatre. Jimmy Bain 
had been in partnership with Brennan since around 1907, being variously described as Managing Director or General 
Manager of the company operating as Brennan's Amphitheatres Limited. The Brennan/Bain split, which came about 
following Brennan's decision to amalgamate his operations with the Fullers, meant that Kearns had to decide who to go 
with. Tempted by the higher salary and "a berth for [both] Mrs Kearns and [his] daughter," he took up Bain's offer, 
becoming the manager's first, and arguably greatest, local headline attraction. Although Kearns maintained a long and 
successful association with Bain, in latter years he admitted some regret over leaving Brennan, recalling the decision "a 
great mistake" as "Brennan had treated [him] very generously" (TT: Apr. 1913, 33). Nevertheless, by 1912 Bain's 
Advanced Vaudeville Entertainers were enjoying a good deal of success in Sydney, with the company operating a small 
suburban circuit, which included (along with the Princess Theatre) the North Sydney Coliseum (later known as Clay's 
Coliseum), the Coronation Theatre (Bondi Junction) and the Acme Theatre at Rockdale. During his four years with 
Bain, Kearns worked alongside many other leading local performers including George Sorlie, Max Martin, Con Moreni, 
James Craydon, Louie Duggan, Olga Pennington and his brother-in-law Arthur Tauchert. 
        Kearns made an attempt at vaudeville management himself, securing the Parramatta Picture Palace sometime in 
March 1913. The Theatre indicates that this "isn't by any means the first time he has been in management on his own 
account" (Apr. 1913, 33). The venture did not last much beyond April though due to the serious, and ultimately fatal, 
health problems his wife began suffering around the same period. Kearns continued to maintain his presence on the 
variety stage throughout the year, notably with J. C. Bain and Dix-Baker (Hunter Valley), as did his daughter, Vera, 
then twenty and gaining much acclaim as a promising soubrette. Their lives were put on hold in December that year, 
however, when Ida Tauchert died at their residence.
32
 She was aged only thirty-eight years. Kearns and his daughter 
were left to look after the youngest member of the family, eight year old Edward. He would later live with his sister in 
Melbourne after her marriage to well-known New Zealand jockey, Ashley Reed. 
33
   
 
                                                          
32      210 Oxford Street, Paddington. 
33      Vera Kearns and Ashley Reed were married in late 1917. Although initially intending to live in New Zealand, the pair soon returned to 
Australia, settling in Melbourne, at which time it is believed Vera retired from the stage. The couple had at least one child, named Jack.  
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Ida Tauchert and Vera Kearns 
Nat Phillips Collection (Box 11) 
(Courtesy of Fryer Library, University of  
Queensland) 
        By 1914 both Jack and Vera Kearns were frequently 
appearing on the same bill, both individually and together. 
Their engagements during the next few years regularly 
alternated between the Dix-Baker Hunter circuit (which 
included the Victoria Theatre, Newcastle) and J. C. Bain's 
Sydney operations. It is clear, too, that by 1914 Kearns (who 
that year also appeared on the front cover of Australian Variety 
for the first time)
34
 was writing much of his own comic 
material, including such songs as "One Knocker to Another" (a 
collaboration with Jimmy Craydon
35
). Its first known 
performance was at the Princess Theatre in late 
September/early October. Anther popular success was "I Think 
I'd Better Shift this Scene," also performed at the Princess 
Theatre in 1914. In November that year  Kearns signed on with 
Harry Clay, then operating primarily out of the Bridge Theatre, 
Newtown. Australian Variety noted at the time: "Jack Kearns, 
whose name is a household word, is just as big a favourite at 
Clay's as when he was the riot at Bain's Princess Theatre, which 
explains for itself" (25 Nov. 1914, n. pag.). Over December and 
January Kearns' reportedly also made frequent trips to 
Newcastle in order to take part the filming of a short comedy 
fight picture, The Unknown. His association with boxing was 
not new, having by then established himself as a promoter and 
participant in celebrity boxing matches. As Australian Variety 
recorded back in 1913: "Porky Kearns and Harry Stone are 
presenting the funniest boxing bout ever known within the 
history of the Princess. Stone… concludes his entertainment 
with a one-round spar in which he has the porky one as an 
opponent… all lovers of good, clean boxing should see this 
humorous burlesque" (17 Dec. 1914, n. pag.). The Unknown, 
directed by American film maker, John E. Matthews for the 
Fraser Film Release and Photographic Company, premiered at 
Waddington's Globe Theatre (Syd) on 1 February 1915.  
 By May 1915 Kearns was ensconced in Brisbane as the headline act for Walter Morris' Merry Minstrel Company. 
The Theatre writes in its June issue that vaudeville would "have to be in a very bad way before Porky finds it 
impossible to get something to do. There isn't a more popular black-faced Australian in the Australian show-business 
today" (June 1915, 49). In August Kearns' took up an engagement in Sydney with Beaumont Smith and Leslie Hoskins, 
appearing as Bill Guff in the musical comedy Stop Your Nonsense (Theatre Royal, 14 Aug.). Australian Variety said of 
his role, in the show: "Porky Kearns doesn't need to act. His work is too natural. But the big fellow goes one better; he 
just hops on in Stop Your Nonsense, and would appear to do just as he likes. As a result, he gets any amount of laughs 
(18 Aug. 1915, 12). Typical of his line of work in both this production and his vaudeville act is his line: "I'm a scene-
shifter by trade and a beer-sinker by birth" (TT: Sept. 1915, 11). He returned to the Fullers' Princess Theatre (Syd) by 
mid-September, at which time Australian Variety wrote of his performance: "Porky Kearns is the power behind the 
throne in the farcical work at the Princess. He works in a most unorthodox fashion, and never fails to pull down a laugh 
with his improvisations" (22 Sept. 1915, 2). Within a few weeks, however, he was back in Brisbane playing the Tivoli 
Roof garden under for Hugh D. McIntosh's management. Headlining his own company, which included his daughter 
Vera, Joe Rox, Harry Little, Bert Warne and James Bell, Kearns presented a first part minstrel revival entitled 
Cloudland (16-19 Oct.). Further insights into Kearns' onstage personality can be gleaned from an Australian Variety par 
in early December, which sees him promoting his reputation as a vaudeville pugilist (and particularly the power of his 
left hook) to a fellow comic: "If I hit you on the jaw with it, then it’s the cemetery for you; and if I miss, the draught as 
it flies past your chin will give you pneumonia, so that you are up against it which ever way you go (8 Dec. 1915, 8).  
The week before Christmas 1915 saw Jack and Vera back in Melbourne to reprise their roles in Smith and Hoskins' 
Stop Your Nonsense at Kings Theatre.
36
 
The following year saw Kearns reach the pinnacle of his entrepreneurial and creative career. Up until that point in 
time his theatrical success had been almost exclusively confined to comic song and dance routines. His few attempts at 
solo management had been short-lived, possibly due in part to his lack of business acumen. This time, however, he went 
into partnership with the enigmatic Harry Sadler, and although their association only lasted around a year or so, the pair  
                                                          
34      The first issue of Australian Variety in which Kearns appeared on the front cover was the 11 March 1914 issue. In the photograph he is 
accompanied by Chaser chef, Joe Wangenheim. The caption beneath describes Kearns as Wangenheim's "Lieutenant."  He appeared on the front 
cover on three other occasions - 8 November 1916, 24 January 1919 and 25 July 1919. His photos also appear in the magazine regularly throughout 
the same period. 
35      Jimmy Craydon, father of well-known actor/variety entertainer Letty Craydon, was previously a member of the twenty-year long partnership 
of Delohry, Craydon and Holland (Ted Holland being the well-known Brisbane-based entrepreneur). In his latter years he was a well-known theatre 
manager and agent. For further details see AustLit database. 
36     The lessees were Bert Bailey and Julius Grant.  
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nevertheless came to play a significant part in the development of not only the revusical genre, but also the debut of 
arguably Australia's greatest ever comic partnership - Stiffy and Mo.  Kearns and Sadler took over the management of 
the Fullers-owned Princess Theatre (Syd) in February 1916. Kearns had over the previous month or so been on Harry 
Clay's circuit, while Sadler had only recently returned to Sydney (and the Fullers) following the closure of his 
Tasmanian and Victorian operations. The first show produced by the pair was The Brook (5-11 Feb.), a second part 
revusical staged by Kearns' own troupe (aptly titled the Jack Kearns Revue Company). This was followed by On Your 
Nut, On the River, A Dress Rehearsal, Monte Carlo and Sunny Spain. The most prominent members of the troupe 
were Peter Brooks, Billy Maloney, Violet Elliott (daughter of Maud Fanning) and her father Arthur Elliott, George 
Dean, Louie Duggan, Beattie Macdonald and Ruby Wallace. While the authorship of these revusicals has not yet been 
fully established it would seem likely that Kearns and Sadler put them together in collaboration with other members of 
the troupe. Despite drawing good audiences, the Kearns/Sadler productions did not always garner positive reviews, 
although troupe members, and notably Kearns, generally drew praise for their individual performances. A survey of 
reviews published in both the Theatre and Australian Variety indicates that the main issue of contention was the 
inconsistent quality of the storylines, a matter which the Theatre made reference to in its April issue's review of On the 
River. 
 
What a strain it must be on the collective thinking power of the combination to get a change from week to week. 
Mr Kearns was never before faced with a problem of so gigantic an order… Really [this] one act frivolous 
frivolity [sic] consists of nothing more than one member of the company after the other coming on in a song, a 
dance, or some patter, varied now and again by the performer getting the support of a chorus or the appearance of 
Harry Sadler as the comedian with a toy bucket and shovel, and pretending to shovel; sand into the bucket from 
the bare stage (Apr. 1916, n. pag.).  
 
Kearns wasn't always the recipient of favourable reviews, however, as can be seen by the criticism that followed his 
portrayal of the Irish JP in Jurisprudence, a sketch which owed much to the well-known comedy Irish Justice: 
 
Judged on his performance on March 11, he should quietly get hold of Joe Charles and give him £5 to teach him 
how to get out of the role something of the uproarious humour there undoubtedly is in it… it would - or should - 
make Mr Kearns shed a lot of his weight in shame to see Mr Charles dispensing justice, and thus learn how 
infinitely better the part can be played than he does it (TT: Apr. 1916, n. pag.).   
 
 It would seem that by May that year the pressure of constantly coming up with new revues became too much for 
Kearns and Sadler. Deciding to turn to management only, the pair announced in the week leading up to May 17 that 
they had taken a lease on the Princess Theatre and would shortly begin running the operations there independent of the 
theatre's owners, the Fullers. The Jack Kearns Revue Company subsequently disbanded so as to allow the new 
managers' time to concentrate on their entertainment strategy. For the first month or so they presented in-house 
vaudeville bills, utilising the talents of Kearns' ex-troupe members and artists on the Fullers' roster. By mid-year, 
however, and with the support of the Ben and John Fuller they contracted the Nat Phillips Tabloid Musical Comedy 
Company to open a new season of one act musical comedy. The venture was to become the most successful put on at 
the theatre to that date, with the Stiffy and Mo company (as it came to be known) being offered an extended six week 
season in order to cope with numbers of people flocking to see the shows. Realising the potential for this new variety 
entertainment the Fullers took back control of the theatre following the closure of the Nat Phillips season, and turned 
their attention towards developing more of the same. Indeed, within a year the company had upwards of a dozen local 
and imported revusical companies touring along its Australian and New Zealand circuit. Although Harry Sadler stayed 
on a few months longer at the Princess as manager, Jack Kearns returned to performing. His first engagement following 
the dissolving of the Kearns/Sadler partnership is believed to have been with the Walter Johnson Musical Revue 
Company which began its season at Melbourne's Palace Theatre on 8 November.  
 Early 1917 saw Kearns and his daughter tour New Zealand for the Fullers. They were later transferred by the 
company to appear with Walter Johnston's Town Topic Company, and continued on the Dominion circuit doing straight 
vaudeville and revusical-style entertainments. An Australian Variety reviewer noted that Kearns'  part in the company's 
A Railway Tangle was minor and that considering his ability deserved a much bigger part (4 July 1917, n. pag.). During 
their time in New Zealand Vera met jockey, Ashley Reed, and in October the pair had announced their engagement 
(AV: 26 Oct. 1917, n. pag.). By the following year Jack Kearns was once again ensconced at the Princess Theatre, 
which was again being managed by his old partner Harry Sadler.  
1918 was not a good one for Kearns, however. His daughter's move to New Zealand with his son following her 
marriage was to be the least of his concerns in a year that turned out to be highly controversial one for the 
"heavyweight" comic. The Fullers decision to lease the Princess Theatre to Harry Clay saw Harry Sadler put together a 
company to travel to Perth to appear at Fullers' Melrose Theatre as well as undertake occasional tours to the Western 
Australian goldfields. Along with Jack Kearns, Sadler engaged several leading Australian performers, notably Arthur 
Morley, Phyllis Faye and Harry Little. Initial reports suggest that the venture, which began around April, was a 
successful one as the city having been starved of quality variety entertainment for some time. In June Sadler even began 
opening venues in a number of other centres including Fremantle and Kalgoorlie (July). By mid-July, however, things 
began to unravel as word seeped out that "a big law case was coming off [later] this month." As Australian Variety put 
it, "the evidence will make even the ears of corn men open up wide. Artists throughout Australia will feel interested in 
the revelations, according to some of the know-alls" (19 July 1918, n, pag.) In early August the same magazine also 
reported that the case is "chockfull of undesirable evidence and spicy allegations" (2 Aug. 1918, 3).       
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         The libel case centred around Sadler's 
allegation that Faye (whose husband Bruce 
Drysdale was on active duty in the war) and Arthur 
Morley were having an affair. Morley's wife Elsie 
Bates was in Perth with her husband at the time, 
but Sadler had indicated to several people that the 
pair "were carrying on," and that Jack Kearns had 
seen Morley coming out of Ms Faye's adjoining 
room. During cross examination Faye said that she 
had first met Sadler shortly after she made her 
debut at Wallsend (NSW) in 1908 [aged 14], and 
that he "had frequently since then made improper 
overtures to her."  She added that she had defeated 
him in one instance by struggling with him. Sadler 
denied the allegations and produced witnesses to 
verify the fact that Morley was seen in Faye's bed. 
In addition he claimed that well-known Perth 
bookmaker, Percy Dennis, with whom he had had 
a falling out, and who subsequently engaged 
Morley and Faye for his own shows after the 
allegation, was party to inflaming the situation in 
revenge. Included in the scandal, too, was Jack 
Kearns, who the prosecution claimed was a 
"drunken scoundrel" (TT: Sept. 1918, 30).  
   
 
Jack Kearns - The Dame 
Australian Variety 30 Oct. 1919, n. pag. 
(Courtesy of the Mitchell Library) 
A decision was eventually found in favour of Phyllis Faye and she was awarded £25. The legal expenses incurred 
by Sadler are said to have been quite high. While Faye's reputation seems to have been largely unaffected, considerable 
damage to the reputations of Morley and Sadler (and to a lesser degree, Kearns) occurred. Morley's career was put on 
hold, and at one stage around late 1919/1920 he disappeared for sometime after suffering what is believed to have been a 
nervous breakdown. Harry Sadler attempted to resurrect his career in Sydney with the help of Andy Kerr (Gaiety 
Theatre), but in 1919 could finally take no more and committed suicide. 
 Despite the adverse findings, Jack Kearns returned to Sydney and went back on to Fullers' circuit, beginning with 
an engagement in November at their Grand Opera House (Syd). Kearns' earlier career experience was immediately put 
to use during the company's revival season of minstrelsy. The troupe had initially included Les Warton and Ernest 
Lashbrooke (bones) and Al Johnson and Gus Franks (tambos). Kearns' arrival saw him take over from Lashbrooke. The 
Theatre notes that "Mr Kearns has a lot in his favour besides weight. For a man of his bulk he is wonderfully light and 
quick on his feet. Further, there is no end of comedy in him of the crude, elemental order. But if he doesn't at times 
become gross then I don't know the meaning of the word" (Dec. 1918, 32). The following month Kearns accepted an 
engagement with Bert Le Blanc's Travesty Stars, which involved a season in Brisbane over the summer. With the 
company he often starred opposite veteran African-American comic, Charlie Pope (ex-Rickards' company). The 
Brisbane Courier notes of one of Kearns' solo performances - "his impersonation of different people reciting 'The 
Charge of the Light Brigade' was clever and humorous and probably was his best effort in an amusing repertoire" (23 
Dec. 1918, 4). 
 Over the next few years Jack Kearns undertook engagements with a number of managements, including Harry 
Sadler (and later Andy Kerr) at the Gaiety Theatre in Sydney (ca. 1919)
37
 and Harry Clay (ca. 1920). In December 1919 
he also starred as the dame in A Trip to the Moon (Alhambra Music Hall, Syd, 26 Dec.) a pantomime set mostly in 
Australian rural settings and included boxing kangaroos and a march of Australian industries. Following the pantomime 
he remained at the Alhambra, after being cast in George Edwards' adaptation of John F. Sheridan's musical comedy The 
New Barmaid (Alhambra Music Hall, Syd). Kearns played the head waiter, William White, opposite Edwards in the 
principal role.  From around late 1922 he and soubrette Lola Hunt toured an act on the Fullers circuit, although little 
information regarding of their partnership has yet been located. In reporting on the second week of their one month 
season at the Empire Theatre over January and February 1923, the Brisbane Courier records : "'Porky' Kearns and Miss 
Lola Hunt kept the audience in continuous merriment in a sketch in which Mr Kearns burlesqued a female role. It was 
an item without a single dull moment, and was immensely enjoyed, but it one or two places could very well be toned 
down' (29 Jan. 1923, 11). In mid-1924 Kearns was engaged to play in revusicals in a troupe run by Charles Vaude (of 
Vaude and Verne fame). That company, billed as Fullers' Fantastics, also included Nat Hanley, Lola Hunt and Evelyn 
Dudley (see Fullers Theatre, Sydney). Following a season with J. C. Bain at the Hippodrome (Syd) around 
August/September that same year Kearns most likely continued finding engagements on a semi-regular basis (most 
likely in Sydney where it is believed he had settled). He also appeared in at least three pantomimes in the mid-to-late 
                                                          
37  See for example SMH: 2 Aug. 1919, 2. 
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1920 - Robinson Crusoe (Fullers, 1924/25) and Mother Goose (1927/28). The latter production was produced by 
O'Connell and Ray. His last known appearance on stage was with O'Connell and Ray's Beauty and the Beast 
pantomime, staged at the Palace Theatre (Melb) over the summer of 1928/29.   
 Jack Kearns died in Melbourne in early December 1929. He is buried alongside his wife at the Waverley 
Cemetery (Syd).  
 
MUSIC THEATRE WORKS:   
THE BROOK  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916);  A DRESS REHEARSAL  [revusical]  Txt. Jack Kearns and 
Harry Sadler; Mus. [n/e] (1916);  MONTE CARLO  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916);   ON THE RIVER  
[revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916);  ON YOUR NUT  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] 
(1916);  SUNNY SPAIN  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916). 
 
FURTHER REFERENCE:   
Brodsky, Isadore. Sydney Looks Back. (1957). 
 
 
 
NELLIE KOLLE 
 
 English-born descriptive vocalist, pianist, male impersonator. Born Nellie Frances Colley in 
England c1892, she first toured Australia in 1912 for the Brennan-Fuller organisation and 
returned on several occasions over the next few years before settling in the country on a more 
permanent basis. Kolle was associated with a number of other managements during her early tours 
of Australia, including J. C. Bain, Dix-Baker (Newcastle), Holland and St John (Bris) and Graham 
and Howard (Syd). By 1916 she worked almost exclusively on the Fuller circuit in both Australia 
and New Zealand, establishing herself as not only one of the firm's leading pantomime principle 
boys but also one of the best-known female performers working the Australian variety stage. Kolle 
continued to tour throughout Australia and New Zealand for the Fullers up into the early 1920s. 
From 1922 onwards she also secured regular engagements on other leading circuits, including 
Harry Clay's Sydney and NSW operations. During the mid-1920s Kolle toured her own vaudeville 
show around Australia, playing many country centres including those of Western Australia. In 
1927 she toured Queensland as headline act for Clay's Bridge Theatre Ltd, and remained on that 
circuit over the next year or so. Kolle continued performing in pantomimes over this period, 
including a 1928-29 engagement with O'Donnell and Ray. She is also believed to have maintained 
her presence on the variety stage in Australia up until at least the 1940s. 
 
  That Nellie Kolle decided to pursue a career as a singer from an early age was perhaps not surprising, having 
received a diploma from the London College of Music at age ten. One report notes that even as a youth she been 
"endowed with a voice of wonderful tone and power [and] was gifted with natural stage equipment" (AV: 2 Feb. 1916, 
n. pag.). After winning first prize in a competition for juveniles, the prize being a week's engagement at a London 
suburban hall with a salary of £3, she went on to become well known around the English provinces as the leader of the 
famous Dixie Dolls.  Sometime after turning professional she changed the spelling of her last name, on advice from her 
agent Will Collins, to avoid similarity with Ada Colley (TT: Jan. 1918, 38). In 1912 she came to the attention of Ben 
Fuller and he booked her for a sixteen week Australian and New Zealand tour. Four years later Australian Variety 
would later write that although some of her efforts were rather amateurish during her early antipodean tours, she 
nevertheless earned unstinting praise and unlimited appreciation from Fullers audiences. "In this latter connection," 
notes the magazine, "Miss Kolle has found it rather awkward to, at times, keep the stage waiting whilst she responded 
to the insistent demands for encores" (2 Feb. 1916, n. pag.). Such was her reception during these early tours that Kolle 
eventually settled in Australia and maintained a presence on the variety stage right through into the 1940s. 
  Although largely associated with the Fullers up until the mid-to-late 1920s, Kolle began accepting brief 
engagements with other variety managements, notably Dix-Baker (Hunter Valley) and Frank Graham and Bert Howard 
(Sydney), from as early as 1914.  By this stage, too, it appears that she had begun to develop a more professional act, 
with reviews indicating that her appeal had begun to find greater critical support. Indeed, with most reviews of her 
performances tending to make mention of her widespread appeal, Kolle appears to have begun establishing herself as 
one of the leading principle boys and variety artists working in Australia by around 1915-1916. Reviews, critical 
comments and fan mail published during that period clearly indicate that she had by then become a major attraction on 
the Fullers circuit. One obviously bedazzled Kolle fan, writing from Auckland to the Theatre in 1915, echoed the 
sentiment of most critics along the Dominion circuit: "No individual singer has left so deep a remembrance as Miss 
Kolle. Turns have come and gone - good turns; but a return visit by Miss Kolle would be more welcome in Auckland 
than any other artist we have seen here before" (June 1915, 43.). Upon her return to Sydney in early January 1916 the 
Australian Variety critic had no doubt who was the Fullers' star attraction: 
 
 The applause hit of the bill at the National is, beyond doubt, Nellie Kolle, the clever young English 
male impersonator. Possessing an exceptionally powerful voice, with fine tone and quality, and 
rendering her songs with perfect enunciation, she was recalled a half dozen times at her opening on 
Saturday (26 Jan. 1916, n. pag.). 
 
While not as overly enthusiastic, the Theatre noted that she had finally "lost the rawness and raucousness" of her 
previous singing." The critic went on to write: "There is no art in Miss Kolle’' work. But she has had experience.... [and 
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she] lives every line she sings.... it would make the average chorus-comedian die with envy to see what Miss Kolle so 
effortlessly accomplishes. Had it only been this gifted girl's luck to come under the right direction she might long ago 
have been one of the world’s vaudeville stars" (Mar. 1916, 47).   
Over the next few years Kolle continued to draw high praise from the critics and attract huge audiences. The 
highpoint of 1916 was with out a doubt her starring role in the Fullers' The Bunyip pantomime (Grand Opera House). 
The Theatre wrote of her a few weeks into the season: "Nellie Kolle is as popular in pantomime as she is in vaudeville. 
Her numerous admirers in the latter sphere will know what that means. Such is Miss Kolle's magnetic force, to say 
nothing of her personal, individual charm, that she has at the close of her songs to tear herself away from the 
demonstratively-applauding spectators" (Jan. 1917, 22). Following the close of the pantomime she travelled to 
Melbourne to make a guest appearance with Nat Phillips' 'Stiffy and Mo' company during its debut season in the 
Victorian capital. 
  During the holiday period of 1917/18 she was again the principle 
boy in a Fullers pantomime, this being Robinson Crusoe. Australian 
Variety records in November of 1917 that her drawing potential was 
such that she had only been able to play three cities in an 18 month 
period, (the third city being Adelaide) "a record any artist would feel 
proud to claim in any part of the world" (23 Nov. 1917, n. pag.). 
 However, while Kollie's career continued to rise, not so her 
personal life. 1918 saw her face an embarrassing public scandal when 
she was sued for divorce by her husband, Graham Herbert Penrose 
Hopkins, on the grounds of desertion. The pair had married in 
Wellington in October 1912 while she was on tour in New Zealand for 
the Fullers. A theatrical manager of Phair's Buildings in Melbourne, 
Hopkins had apparently sold his business and accompanied his fiancée 
her tour, having been promised that she would retire from the stage upon 
the conclusion of her contract six months later. Given her popularity by 
the end of the Kolle not surprisingly changed her mind and accepted 
another contract. According to Hopkins, his wife continually promised to 
give up the stage, but each time a contract finished she took up another 
one. The court was told that there were two children from the union but 
that "she would not give up the stage to live a domestic life, and would 
not live with him any longer." Kolle was further recorded as saying she 
would go to Perth for her next engagement despite her husband not 
giving her his consent, and that she "was sick and tired of living with 
him." Hopkins was awarded a decree nisi by the judge (GR: 1 Dec. 1918, 
n. pag.). 
 
 Nellie Kolle 
As principle boy in Bluebeard  
(Fullers, 1921) 
Green Room Feb. 1922, 6. 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
 Despite her private life having been made so embarrassingly public, Kolle's career continued to climb leading into 
the early 1920s as she maintained an almost constant presence on the Fullers’ Australian and New Zealand circuits. In 
1922 she took on what is believed to have been her first engagement with Harry Clay, an association which saw her 
generally perform as the headline act over his circuit. During the next few years she apparently formed her own troupe, 
touring throughout Australia, including many country areas. A 1925 par in the Theatre's April issue indicates, for 
example that she was "again" touring the towns of West Australia. The following month Kolle herself wrote to the 
magazine, informing them that: 
 
I am touring the West with my own vaudeville show, using my own motor car. The combination has a 
fine reputation around the country towns visited. ... It is my intention to leave for the East next month, 
and will make the trip by car (May 1925, n. pag.). 
 
In 1926 Kolle is again known to have been working the Clay circuit, an association which lasted through to the next 
year. "Nellie Kolle is one of the shining lights at the Gaiety Theatre, Oxford Street, this week," notes Just It in 
September. "Audiences never seem to grow tired of her varied repertory of songs, in the choruses of which many of the 
audience join. The Australian favourite is well to the fore in up-to-date ditties" (23 Sept. 1926, 29). During this period 
she continued to performing in pantomimes, with her appearance in Bert "Mugsy" Desmond’s production of Puss in 
Boots being a feature attraction. Sometime during the early part of the year she came fifth in a song contest held by the 
Sydney Sun with her own composition, and later headlined Clay's return tour of Queensland under Wally Edwards' 
stewardship. Press reports indicate that, as usual, Kolle's appearance on stage brought forth thunderous applause, and 
that she could rarely escape without multiple recalls.  After leaving Clay's, Kolle's movements have become a little less 
clear  -  due mostly to the lack of interest in vaudeville by the industry magazines. It is known, however, that she 
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established an association of several years with the O’Donnell and Ray Company, who were noted for their 
pantomimes on the Fuller circuit around this time. Everyone's records in 1928: "She is one of the reasons why the 
company is playing to phenomenal business throughout Australia. A review of her role as Prince Rupert of Kingswood 
in Beauty and the Beast at the Melbourne Palace in January 1929 further notes: "Nellie Kolle as principal boy proves 
that she can hold her own with the best of them. The manner in which she works the audience up to join her in the 
singing of choruses is a tribute to personality" (16 Jan. 1929, 40). 
 
As a variety performer Nellie Kolle's gift for mimicry and her undoubted vocal ability saw he become well-known 
throughout Australia. The Toowoomba Chronicle makes it clear, too, that as a musician she had much talent. "Her 
mastery of the piano is perhaps her greatest talent," wrote the papers theatre critic. "Her touch is sure and firm and the 
result of this all too rare gift is clarity in the music which makes it a treat to listen to. She gave a very fine rendering of 
an impression of the intermezzo, Cavaleria Rusticana. Afterwards she played syncopated jazz, and accompaniments for 
her own monologues, and also gave a song 'Sydney' written and composed by herself" (19 Mar. 1927, 5). 
 Although details of Nellie Kolle's career from the 1930s onwards remain unclear at this stage, she is believed to 
have maintained a presence on the variety stage in Australia up until at least the 1940s. 
 
 
 
BERT LE BLANC 
 
American-born Hebrew comic, musical comedy actor, singer, revusical producer, film actor. Born 
Bertram Leon Cohen in 1884, Bert Le Blanc established his early career in the USA as an actor and 
variety performer. He first toured Australia in 1913 (aged 23) as principal comic with the American 
Burlesque Company and remained in the country on a permanent basis thereafter. In 1914 Le Blanc 
accepted an engagement with the Fullers' organisation and at the end of the year appeared in George 
Willoughby's Babes in the Wood pantomime, touring Australia with that production for Willoughby 
and later for George Marlowe and eventually the Fullers. In 1915 he began touring his own Travesty 
Stars Revue Company with box office-breaking success. Each Le Blanc revusical revolved around the 
character Ike Cohen (Le Blanc) and Morris Levy (played by Jake Mack). Although Le Blanc was 
associated at various times in his career with William Anderson, George Willoughby, Harry Clay, 
Birch and Carroll (Queensland) and George Marlowe among others, much of his career was 
undertaken on the Fullers' Australian and New Zealand circuits. His high profile during the war 
years was such that the Fullers' engaged his company to open two Sydney theatres for them - the 
Majestic Theatre in 1917 and the National Theatre in 1919. Le Blanc temporarily disbanded the 
Travesty Stars in 1920, working initially in comedy duo with Jack Mack (and later with Ted Stanley) 
before going solo for several years. He reformed his revusical company for a period of time beginning 
1922, and returned to the Fullers as a solo comedian and pantomime actor in 1924. The following 
year he joined the George H. Ward Revue Company, initially taking over Charles L. Sherman's roles, 
and later developing his own characters (including Abe Cohen). This association lasted until at least 
1928. Although much of Le Blanc's career after 1929 remains unclear, he is known to have been one 
of the principal attractions in the Town Topics Company (Gaiety Theatre, Sydney) around 
1929/1930. Le Blanc also appeared in Roy Rene's film Strike Me Lucky (1934), and toured a variety 
company around Sydney in the mid-1930s. Married to fellow vaudevillian Winifred Knight (1916 - ), 
he became a naturalised Australian in the late 1950s. 
  
Born in Downieville, Sierra County, California, in 1889 and raised in San Francisco, Bertram Leon Cohen, best 
known as Bert Le Blanc, began his show business career in America at an early age. After starting out in Bothwell 
Browne's Juvenile Opera Company sometime around 1905, he made rapid advancement and at one stage travelled to 
England with a vaudeville act called "Cleopatra." On returning to America Le Blanc joined several New York-based 
theatrical companies, appearing at one stage in Jessie L. Lasky's production of Birdland. He later undertook a minor 
role in the original American production of the musical comedy The Girl in the Taxi (1910). By the beginning of the 
second decade Le Blanc had also begun to establish himself as a Hebrew comic on the American minstrel circuit, and 
claims to have once worked with Al Jolson. Described in the Brisbane Courier as an "expert baseball player" who was 
at one time a member of the Camden (New Jersey) baseball team (6 Sept. 1913, 12), Le Blanc had also been married 
and divorced prior to arriving in Australia.
38
 The marriage break-up appears to have been given some publicity in San 
Francisco when Le Blanc was appearing there for a season of musical comedy and burlesque under the management of 
W. R. Hughes. At one stage during The Grafters (a burlesque later staged in Australia), Le Blanc's character is asked if 
he is a married man, to which he replies: "Well I used to be; but my wife and I don't live in harmony'. Le Blanc recalls 
that while the line ordinarily gets a laugh, when given in 'Frisco at the time I speak of, it brought the biggest shriek I 
was ever responsible for" (Theatre July 1913, 20).  
In late 1912, having spent most of the previous three under contract to Hughes, Le Blanc was offered one of the 
principal performing roles in a company that the entrepreneur planned to send on tour overseas. Operating as the 
Oriental Amusement Company of America Pty Ltd, but billed as the American Burlesque Company, the sixty-odd 
member troupe departed San Francisco on 23 November 1912 for a tour of the Pacific circuit, which included China, 
Japan, the Philippines, Australia and New Zealand.  
The American Burlesque Company arrived in Australia in March 1913. Among the other leading members of the 
troupe were several performers who remained more or less permanently in the country thereafter - these being Le Blanc, 
                                                          
38    See NSW Marriage Certificate (Bertram Leon Cohen and Winifrid Walls) 1916 / 005096. 
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Paul Stanhope, Carlton Chase and Harry Burgess. The Australian tour opened in Melbourne on 15 March, and was 
accorded such an enthusiastic reception that the company was subsequently taken over by William Anderson for the 
remainder of its stay in the country. Under Anderson's management the company played an equally successful season in 
Sydney beginning 14 June, and later undertook engagements in Newcastle and Brisbane, followed by a hurried tour of 
New Zealand. The company then returned to Australia to play Melbourne and Sydney again. Although some critics 
found the repertoire too American in its flavour and decidedly low in its content, most regarded the musical aspects as 
being the strength of the company. Among the comedians Harry Burgess, Dave Nowlin, Frank Vack and Eugenie La 
Blanc (no relation) were routinely singled out, but none received the amount of attention that Bert Le Blanc was 
accorded. As one of the troupe's principals Le Blanc very quickly established a considerable reputation with local 
audiences. Australian Variety reports, for example: "There is no mistaking the fact that Bert Le Blanc is an 
exceptionally fine Hebrew comedian. His work in the present production of A Day at the Races is particularly funny, 
thanks to the doleful yet expressive manner in which he utilises his face. For all-round success, Le Blanc has put up the 
best performance of any Jewish comedian we have yet seen" (24 Dec. 1913, 1). 
When the American Burlesque Company folded in early 1914 Le Blanc decided to remain in the country in order 
to capitalise on the success he had established throughout the previous twelve months. During his first year in Australia, 
which saw him perform in Sydney and Melbourne for the Fullers while also being leased out temporarily to other 
managements like Dix-Baker in Newcastle (c1914), Le Blanc largely performed solo comedy routines. Although 
popularly received by audiences, the act was criticised in some quarters. While one reviewer suggested that his 
projection still needed work, the consensus among critics was that he was an amusing comedian who 'would score 
better in vaudeville if he had a feeder' (AV: 18 Nov. 1914, p3). The partnership he needed came about through his 
engagement as Weary Willy in George Willoughby's 1914 pantomime Babes in the Wood (Adelphi Theatre, Sydney). 
The production, which starred Daisy Jerome as Maid Marion, saw Le Blanc cast alongside American comedian Jake 
Mack (aka Jacob Snoek) who played the role of Tired Tim. Mack, who was also a specialist Hebrew comedian, had 
only recently arrived in the country on a contract with the Fullers. The Le Blanc/Mack partnership in the pantomime 
was so successful that the pair went on to spend the best part of the next ten years working off each other in revusicals 
and vaudeville. Following its Sydney season, which ended in early February 1915, Babes in the Wood went on tour 
through Queensland (including Brisbane) and to other interstate centres around Australia. Its Melbourne season was 
staged, however, by two other theatrical organisations. George Marlow produced the pantomime at the Kings Theatre in 
late August/early September with much of the original cast still intact, before the production was taken up by briefly the 
Fullers at their Bijou Theatre.  
In an interview with Australian Variety in 1916 Le Blanc recalls the highs and lows of his first few years in the 
country: "After the [American Burlesque Company's] closing season I immediately went under the management of Ben 
J. Fuller, who put me in vaudeville, and later in [the] Babes in the Woods pantomime where I must candidly say I had 
the worst part I have ever had handed me in my theatrical career. At the close of the panto I was placed to produce the 
show now bearing my name, and which has been a record breaker everywhere. Within the past six months I have 
produced five shows and have thirty more on my list to turn out" (5 Jan. 1916, 17). The company he speaks of was Bert 
Le Blancs' Musical Travesty Company (later known as Bert Le Blanc's Travesty Stars). Put together in mid-1915 with 
backing from the Fullers, the troupe began breaking box office records for the organisation in every city they played. 
Much of the company's success can be put down to the partnership between Le Blanc and Mack who together created 
Ike Cohen and Morris Levi, two Hebrew characters who nevertheless encapsulated the larrikin traits favoured by the 
contemporary Australians popular culture which packed the theatres wherever they played. 
Le Blanc's Travesty Stars Revue Company toured constantly throughout Australia and New Zealand between 
1916 and 1920, providing them with the opportunity to rival Nat Phillips' Stiffy and Mo Revue Company as the Fullers' 
most popular revusical company operating during the war years. Typical of the reviews of the company's shows around 
this time was a 1915 Australian Variety report on Central 3251 (later known as In Old Seville) at the Bijou Theatre, 
Melbourne. "It scored immense throughout with the customers," wrote the critic. "A bright, breezy combination of 
singing, dancing and gagging, it put the punch into the bill solid. Bert Le Blanc and Jake Mack have still a long vein of 
genuine humour, and they had the house any how with real laughs right through" (28 July 1915, 13). Among his other 
popular hits staged between 1916 and 1920 were: The Gay Mrs Cohen, At the Exposition, Keep it Dark, Then They 
Woke Up, Fuzzy Wuzzy and In Watts (adapted from the earlier American Burlesque Company hit, The Grafters). 
The level to which Le Blanc's popularity rose in Australia is demonstrated by the fact he appeared on the front 
cover of Australian Variety on four occasions during this period - once in 1916 and three times in 1917. He and his 
company also received considerable coverage in both major industry magazines (Australian Variety and the Theatre) 
and within metropolitan and regional newspapers throughout the country.
39
  Such was the demand for Le Blanc's 
services that not even his publicised wedding to fellow vaudevillian Winifred Knight
40
 in Sydney on 27 May 1916, 
allowed him a break. The couple spent their honeymoon in New Zealand while touring the Fullers' Dominion circuit. 
Sir Benjamin and John Fuller also thought highly enough of Le Blanc that they engaged his troupe to open two theatres 
for them - an honour not even accorded Stiffy and Mo during their career. The first opening occurred on 2 June 1917 
when the Fullers began operations at their newly built Majestic Theatre in Newtown (later known as the Elizabethan 
Theatre). The second occasion was on 8 March 1919, when they opened the newly refurbished National Amphitheatre, 
                                                          
39  As the above photograph also records, Le Blanc had appeared on the front cover of the Theatre Magazine during the American Burlesque 
Company's tour of Australia. 
40  The couple's marriage certificate indicates that Winifred Adeline Walls (also aged 26) was a widow.   
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which was renamed the National, but became better known simply as Fullers Theatre. Le Blanc's choice of production 
for the grand opening was one of his most popular revusicals, Do it Now (TT: Apr. 1919, 27). 
 
 
 
Bert Le Blanc 
Theatre June 1913, 1. 
(Courtesy of the Fryer Library, U of Qld) 
 
The Travesty Stars movements throughout 1918 provide an insight into the schedule the company was required to 
maintain for the Fullers. The troupe, which by then included Lance Vane (brother of Jim Gerald), Lillian Colenzo and 
Will Raynor, continued its Brisbane season (beginning late November 1917) up until the end of January. It then 
transferred to Melbourne, followed by engagements in Adelaide, Northern NSW (including Broken Hill), Kalgoorlie, 
Perth (under the management of Harry Sadler) and Fremantle. The troupe then returned through Kalgoorlie (including 
two nights in the suburb of Boulder), Adelaide, Melbourne, and by early November was back in Brisbane where it 
remained until late January 1919.  
For the Australian theatre industry, and the population in general, 1919 became an enormously trying year due to 
the Spanish influenza epidemic which swept the world killing millions of people. Nearly every theatre company or 
troupe was affected by the epidemic, either through performers or their close family members being infected. By March 
that year most enclosed venues, whether in metropolitan or regional centres, along the more densely populated east coat 
of Australia were finding audience numbers drastically reduced as public concern spread. At the beginning of April, 
barely three weeks after Le Blancs' company opened the Fullers' New Theatre, legislation was enacted which forced 
public spaces like theatres to cease operations. Although the Fullers' were able to quickly satisfy the new health 
requirements for theatre ventilation, and thus reopened by mid-May, several of the company's members were still in 
recovery. The Fullers' complex and tight circuit schedule also meant that the Travesty Stars was unable to complete its 
Sydney season. Effectively in limbo for several weeks awaiting its appointed time to tour New Zealand, Le Blanc and 
Mack were able to put together a well-received "Yiddisher" comedy/singing/patter act at the Fullers Theatre for several 
weeks. 
The Travesty Stars' New Zealand engagement lasted just under a year - a respectable tour by Fullers' standards to 
that time (by the mid 1920s companies such as Stiffy and Mo, Jim Gerald and George Wallace were able to extend their 
tours to around 18 months). However, after completing the circuit, Le Blanc announced that he had disbanded the 
Travesty Stars and returned to Australia with Jake Mack to work their double act. The pair also temporarily left the 
Fullers organisation to work for Harry Clay at the Princess Theatre, followed by a Queensland tour for Birch and 
Carroll (c May-July). Returning to Sydney by August the pair once again accepted an engagement on the Clay circuit, 
where it is believed they continued to perform throughout the remainder of the year.  
It appears that Le Blanc and Mack maintained the same formula throughout their partnership. A 1919 Theatre 
review of Do it Now indicates, for example, that while Le Blanc had no end of admirers and received plenty of laughs, 
Mack was "much the funnier of the two" (Apr. 1919, 27). The Theatre provides a further insight into the onstage 
relationship between Le Blanc and Mack in its June 1916 issue:  
Mr La Blanc [sic] and Mr Mack are, in short, an ideal pair. As Hebrews they are entirely different. Mr La Blanc 
is stiff and stolid - or rather those are the qualities he seeks to get out of his characterisation. On the other hand 
Mr Mack is as lissom as an eel, and as light-headed as a rabbit. Mr La Blanc more or less acts the part of Mr 
Mack's feeder. Thus it is a generous arrangement from Mr La Blanc's point of view, for Mr Mack is given every 
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opportunity of scoring with the audience, even at the expense of Mr La Blanc. Evidently Mr La Blanc is more 
concerned in the success of the show as a whole than in any individual personal triumph (40). 
 
Although Bert Le Blanc was considered one of the country's foremost comedians he in fact did not take on the 
role of principal comic in his revusicals, working more often than not as Jake Mack's feed. This was "a generous 
arrangement from Mr Le Blanc's point of view', suggested the Theatre's vaudeville critic, X-Ray, 'for Mr Mack is given 
every opportunity of scoring with the audience, even at the expense of Mr Le Blanc" (June 1916, 39). Not all of the 
dialogue between the two was weighted in favour of Mack, however. As the following gag demonstrates Le Blanc's 
sense of larrikin humour undoubtedly struck a chord with Australian popular culture audiences, even though he was 
playing a Hebrew. In the skit Le Blanc (a diner in a restaurant) questions the waiter (Mack):  
 
"What do you charge for bread?" 
 "Nothing." 
 "And for the gravy?" 
 "Nothing." 
 "Then bring me some bread and gravy" (ibid 40). 
 
In 1921 the Le Blanc/Mack partnership parted ways for a short period of time, with Le Blanc teaming up with one 
of Clay's leading comics Ted Stanley to present revusicals and comedy sketches. Everyone's indicates that Clay's 
audiences found the pair well up to expectations, writing: "A rather clever travesty dealing with the mishaps of two 
woebegone sailors occupies the first half of the bill, the fun makers being Bert Le Blanc and Ted Stanley" (10 Aug. 
1921, 15). Sometime between August and October 1922 Le Blanc and Mack returned to America, where they are said 
to have obtained "a big list of new revue scripts" which they intended staging in Australia. After arriving back in the 
country in October the pair reformed the Travesty Revue Company with a "specially selected supporting [ensemble] 
and a fine range of scenery and wardrobe" (BC: 23 Dec 1922, 16). The new troupe debuted with George Marlowe at the 
Grand Opera House (Sydney) before returning to the Fullers circuit at Christmas. Although details concerning the 
company's movements after their season in Adelaide (beginning ca. 23 Dec. 1922) are unclear, it is believed that Le 
Blanc disbanded the troupe within twelve to 18 months. He continued to tour the country over the next few years as a 
solo act and in 1924 was back on Fuller time. One of the year's highlights was his role as performer and co-writer of the 
pantomime, Mother Goose, which was staged at the Majestic Theatre, Newtown.  
1925 saw Le Blanc return to revusicals after taking up an offer from American comedian George H. Ward to 
appear in his company, which had by then been touring the Antipodes for some five years (E: 14 Jan. 1925, 36). While 
details are yet to be located concerning his early association with the troupe, by late 1927 he had not only taken over the 
roles previously played by Ward's off-sider, Charles L. Sherman, but had also helped develop a number of new 
productions. He is also believed to have created an updated version of his iconic Hebrew character Ike Cohen, who was 
now known as Abe Cohen. Mixed in among classic Ward revusicals like Right Turn, In Wrong, Out West, Some Hotel 
and Bombs and Beauties were new Ward/Le Blanc shows like: The Lure of the Ring, Cohen's Vacation, Keeping Fit, 
Hotel Topsy Turvey and A Trip to Morocco. Le Blanc is believed to have remained with Ward's company up until at 
least 1928. 
Although much of Le Blanc's career after 1928 remains unclear, he is known to have been one of the principal 
attractions in the Town Topics Company (Gaiety Theatre, Syd) around 1929/1930. In 1931 he and Jake Mack were 
engaged by George Marlowe to appear in his Christmas pantomime, Babes in the Wood (beginning 19 Dec.), and they 
followed this in mid-January 1932 with feature appearances in a revue and pictures programme at the same theatre 
(beginning 18 Jan.). A few years later Le Blanc was cast as the character, Lowenstein, in Roy Rene's film Strike Me 
Lucky (1934). He also toured a variety company around Sydney in the mid-1930s. One of the performers in that troupe 
was a young Peter Finch (who later went on to find international fame as a stage and film actor, appearing in more than 
50 Australian, English and Hollywood films). As to his later years, John West records in Theatre in Australia that when 
Le Blanc was old enough to qualify for a pension "he got himself naturalised and voted in his first election in his late 
sixties - a fact of which he was quietly proud" (121). This is believed to have occurred in the early to mid-1950s. 
         For much of his career Le Blanc portrayed characters with strong Hebrew characteristics. In a 1913 interview 
with the Theatre magazine he defended his style of work saying that there was nothing wrong in presenting a member 
of his race from the stage in a light humorous manner. "The trouble" he declared, 'is that some so burlesque the 
character as to make it offensive to members of the Jewish race. I avoid doing that.... [My] stage humour is of the dry 
kind...My idea is that a laugh got by something told in an easy, quiet, dry manner is worth three laughs secured by a 
performer as a result of his having to make a hard strained, noisy appeal to them" (July 1913, 20). Le Blanc's other 
endearing comedic trait was his wilful mispronunciation of words. "Flavour" for "favour" was one of the words that 
always gets him a big laugh', records one of the Theatre magazine's writers. "Another word he gets a lot out of is 
'explanalatio' for 'explanation"' (July 1913, p20). Other examples of Le Blanc's word play include: "So-and-so was a 
civilised engineer" and "he was a cowyard" (TT: Dec. 1914, 52). A 1913 Sydney Morning Herald review of The 
Grafters sheds similar light on the comedian's style of delivery, suggesting that Australians found him endearing not 
just for the larrikin attributes imbued in his characters, but also for his self-deprecating humour and unpretentious 
outlook on life. The critic writes:  
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Mr La Blanc [sic]... comes on in rags and the 
remains of an awful peaked-cap and delivers 
himself of many droll ideas only half-clothed in a 
truly horrible lingo which is doubtless the dialect 
of the typical Russian Jew. 'I explanalation you' or 
'I ask you simplicity' are his usual forms of 
address, and in confidence (he has the voice of a 
fog-horn) he reveals that 'his horrible-scope tells 
him that one day in the near future he will die in 
his infancy' (16 June 1913, 4). 
 
An analysis of reviews published during the course of the 
Travesty Stars time together indicates that while Le Blanc 
and Mack were the stars, the troupe's popularity was also 
largely in response to the experienced support ensemble. 
This is a factor that was similarly significant in the success 
of Stiffy and Mo. Both Le Blanc and Nat Phillips have 
acknowledged the importance of the performers who 
supported them, and were keenly aware that they needed 
experienced and versatile performers capable of handling 
any type of performance situation - especially 
improvisation. In a 1916 interview with Australian Variety 
Le Blanc draws attention to this aspect of his success 
when he says: "I am very fortunate in securing the 
services of the people whom I have. To my way of 
thinking no man should attempt to produce unless he is a 
capable actor, and [and he should be] not be afraid to do 
the same things he is telling his actors to do" (5 Jan. 1916, 
n. pag.). In 1917, the company contained a number of 
well-known artists including Carlton Chase (ex-American 
Burlesque Company), Essie Jennings (wife of Jim Gerald, 
who was overseas on active duty), Le Blanc's wife Winnie 
and of course Jake Mack. The following year the company 
secured the services of Queenie Paul and her future 
husband, Mike Connors. Connors was then working in a 
duo with Fred Witt, and the pair would also often present 
a turn in the first-part vaudeville section. In 1919 Essie 
Jennings and Lance Vane were briefly joined in Sydney 
by Jim Gerald for the Fullers' Theatre season. 
 
 
 
"The Speculators" 
(American Burlesque Company) 
Frank Vack (L) and Bert Le Blanc (R) 
Theatre Aug. 1913, 17. 
(Courtesy of the Fryer Library, U of Qld) 
With regard to Le Blanc himself, the numerous reports published in newspapers and industry magazines around 
the country between 1915 and the early 1920s indicate that he was one of the most popular comedians and revusical 
writers of his era. The Theatre notes in this respect: "Even if as loud-voiced as ever, Le Blanc is a man whom the gods 
love" (June 1921, 17). An Everyone's review that same year provides further evidence of this when it reports: "The 
tabloid offerings of Ted Stanley and Bert Le Blanc [at the Gaiety] are greatly relished at this popular Oxford Street 
house" (7 Sept. 1921, 15). In Charles Norman's semi-autobiographical recall of variety entertainment in Australia, When 
Vaudeville Was King, the veteran performer refers to Le Blanc as one of the original "nut" acts to tour Australia. 
According to Norman performers like Le Blanc and Mack were "sometimes impossible to describe":  
 
Even if you had a script of their act it would avail nothing, for how could it indicate the falls of Jake onto his 
blown up rubber stomach, which Bert, in his fury, would kick right in the centre. Jake would then bounce all 
over the stage till he came to a stop. This would bring on the sniggering, coughs, squeaks and spontaneous 
business as he tried to get back on his feet and right side up. It all depended on the performer's appeal. Their 
Jewish songs in harmony had to be heard to be believed. Newspaper reviewers had a hard time finding new 
ways of saying "excruciatingly funny" and winning the lion's share of laughter and applause" (48).41 
 
FURTHER REFERENCE: 
"American Musical Burlesque Artists Discuss their Respective Specialties."  TT: July 1913, 20-22. 
"Chat with Bert Le Blanc, A."  AV: 5 Jan. (1916), 17. 
"Le Blanc's Revue Co."  TT: June (1916), 39-40. 
Norman, Charles. When Vaudeville was King. (1984), 48. 
"Our Front Cover." AV: 7 June (1916), n. pag. 
"Theatrical Wedding."  AV: 31 May (1916), n. pag. 
West, John. Theatre in Australia. (1978), 121. 
 
                                                          
41      Although  photograph on page 810 is of Bert Le Blanc and Frank Vack during their American Burlesque Company tour, it is possible that Jake 
Mack, as described by Norman, also used a similar blow-up suit during his time with the Travesty Stars.  
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MUSIC THEATRE WORKS: 
THE GAY MRS COHEN  [revusical] Txt. Bert Le Blanc; Mus. [n/e] 
(1915);  FUZZY WUZZY [revusical]  Txt. Bert Le Blanc; Mus. [n/e] 
(1915);  AT THE EXPOSITION  [revusical] Txt. Bert Le Blanc; Mus. 
[n/e] (1915);   IN OLD SEVILLE (aka CENTRAL  3251) [revusical] 
Txt. Bert Le Blanc; Mus. [n/e] (1916); ); IN WATTS [revusical] Txt. 
Bert Le Blanc; Mus. [n/e] (1916); KEEP IT DARK (aka COHEN 
AND LEVI IN PARIS) [revusical] Txt. Bert Le Blanc; Mus. [n/e] 
(1917);  THEN THEY WOKE UP [revusical] Txt. Bert Le Blanc; 
Mus. [n/e] (1917); WHAT'S THE USE  (aka COHEN AND LEVI AS 
PAWNBROKERS) [revusical] Txt. Bert Le Blanc; Mus. [n/e] (1917);  
DO IT NOW  [revusical] Txt. Bert Le Blanc; Mus. [n/e] (1918); 
COHEN AND LEVI AT MONTE CARLO [revusical] Txt. Bert Le 
Blanc; Mus. [n/e] (1918); GET THE HABIT [revusical] Txt. Bert Le 
Blanc; Mus. [n/e] (1918); DR DIPPY'S ASYLUM [revusical] Txt. 
Bert Le Blanc; Mus. [n/e] (1918); HIGH LIFE ON DECK [revusical]  
Txt. Bert Le Blanc; Mus. [n/e] (1921);  CAN YOU BEAT IT?  
[revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1922);  WY WURRIE? 
[revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1922); HOLCUM-
JAZZBO [revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1922); KEEP 
LAUGHING [revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1922); 
RAZZLE DAZZLE [revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1922);  
STEP LIVELY  [revusical]  Txt. Bert Le Blanc; Mus. [n/e] (1924); 
MY BOY JOHNNY [revusical] Txt. George H. Ward and Bert Le 
Blanc; Mus. [n/e] (1927); THE LURE OF THE RING [revusical] 
Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] (1927); 
KEEPING FIT [revusical] Txt. George H. Ward and Bert Le Blanc; 
Mus. [n/e] (1927); COHEN'S VACATION [revusical] Txt. George H. 
Ward and Bert Le Blanc; Mus. [n/e] (1927); KLU-KLUX-KLAN 
[revusical] Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
(1927);  THE SUFFRAGETTES [revusical] Txt. George H. Ward 
and Bert Le Blanc; Mus. [n/e] (1927); OH BOY [revusical] Txt. 
George H. Ward and Bert Le Blanc; Mus. [n/e] (1927); VARIETY 
ISLE [revusical] Txt. George H. Ward and Bert Le Blanc; Mus. [n/e] 
(1927); HOTEL TOPSY TURVEY [revusical] Txt. George H. Ward 
and Bert Le Blanc; Mus. [n/e] (1927); IN MEXICO [revusical] Txt. 
George H. Ward and Bert Le Blanc; Mus. [n/e] (1927); A TRIP TO 
MORROCCO [revusical] Txt. George H. Ward and Bert Le Blanc; 
Mus. [n/e] (1927). 
 
 
 
 
"Then and Now" (1922) by Bert Le Blanc 
(Courtesy of the National Library of Australia) 
 
 
 
STANLEY McKAY 
 
Entrepreneur, actor, manager. Born Henry Stanley McKay in Tumut (NSW) on 9 October, 1879. After 
founding the Sydney Muffs in 1903, Stanley McKay steered the amateur theatre company over the 
next six years in his position as manager and principal actor. In 1909 he turned professional, 
producing and co-starring with Scottish tragedian, Walter Bentley in an acclaimed revival of Hamlet. 
The success of this venture led to him establishing and touring his own pantomime and Shakespeare 
companies around Australian and New Zealand under canvas. A 1910 Queensland tour, co-produced 
with Harry Clay, led to his company's expansion through artist lessee arrangements with the Fullers 
(procuring their rostered performers like Jim Gerald, Essie Jennings, Bruce Drysdale and Phyllis 
Faye for several years at a time). During his early career McKay was also associated with on 
occasions with Birch and Carroll (Qld), and George Stephenson. He operated two separate touring 
companies up until 1916, at which time he enlisted in A.I.F. After serving at the front in an artillery 
unit for some two years McKay returned home and set about re-establishing his theatrical career 
throughout Australia and New Zealand. He continued to be associated with regional touring (with 
occasional metropolitan seasons) in his own right through until at least the 1950s and continued to 
work in the industry after this, albeit as a partner with other entrepreneurs. In 1964 McKay was the 
oldest working theatrical showman in Australia. Among his life achievements, Stanley McKay claims 
credit as being the first person to produce a pantomime in Canberra (1926) and predates both Philip 
Lytton and George Sorlie as a tent show entrepreneur. He also toured under the auspices of the 
Victorian and NSW education departments at times during his career. McKay died in Sydney in 1974 
 
Considered one of the most enterprising actor/managers during the first three decades of the twentieth century by 
his Australian contemporaries, Stanley McKay  was one of the first showmen in the 20th century to tour pantomime 
around Australia and New Zealand using tents as his theatre space (this being some five years prior to Philip Lytton). 
The Morning Bulletin (Rockhampton) notes in an article on McKay in 1971, that his "memoirs are studded with the 
names of the great ones in Australian stage life over more than half a century" (n. pag.).  Those he was closely 
associated with include: Sir Ben Fuller, Walter Bentley, Edward Carroll and George Birch, Kate Howarde, Harry Clay, 
George Wallace, Jim Gerald, John Cosgrove, Nellie Ferguson and her mother Helen Furgus, Frank Neil and Nellie 
Stewart. Among the numerous tributes accorded McKay during his extraordinarily long career as a showman are two 
particularly frequent comments - that he had a seemingly inexhaustible energy level and that his good nature was such 
that he never lost a friend. McKay's popularity as a manager can also be seen by the length of time that the various 
members of his companies stayed with him - even under the harshest of travelling conditions. 
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       Stanley Mckay was born in the southern NSW highlands of Tumut and educated at the local public school, where 
he developed an early love of drama, particularly Shakespeare. A few weeks after completing his schooling he moved 
to Sydney to take up a position with the Bank of New South Wales. He was employed in this position for some nine or 
ten years, an experience that no doubt played a significant role helping him successfully manage the financial aspects of 
his later entrepreneurial career. These early years in Sydney saw McKay involve himself in local amateur theatre 
activities first as an actor and eventually as actor/manager. Although many of the details surrounding his movements 
around this stage of his career remain unclear, it has been established that he founded the Sydney Muffs amateur theatre 
company in 1903, some six years prior to quitting his position with the bank.
42
 
The Sydney Muffs first ever performance was at the Criterion Theatre in July 1903 (TT: June 1906, 13) with the 
staging of Henry Hamilton's domestic drama, Harvest. At least one critic later said of the production that it was 
possibly the finest amateur performance ever staged in Sydney to that date.
 
Over the next few years the company's 
repertoire included drama, comedy, farce and even vaudeville. The first review of a McKay/Sydney Muffs production 
located as part of this survey is a 1904 Player magazine report on a production staged at the Queen's Hall (Syd): 
 
The Queen's Hall was the scene of operations by the Sydney Muffs on the 23rd of August, when a very creditable 
amateur rendering of T. W. Robertson's great comedy, Caste was given under the direction of Col. D'Orsay 
Ogden…. H. Stanley McKay must be congratulated on his capital character sketch of Sam Gerridge (15 Sept. 
1904, 22). 
 
The following month, the same magazine recorded, "H. Stanley McKay and his band are resting after their production 
of Caste, but a new piece will be put in rehearsal almost immediately. A Tragedy will probably be staged, with the 
balcony scene from Romeo and Juliet as a forerunner (P: 15 Oct. 1904, 22).  Under McKay's leadership the Sydney 
Muffs established a considerable reputation in amateur circles from quite early on, leading to frequent reviews being 
published in the Player and Theatre magazines. In this respect, one of Theatre's critics noted in November 1905:  
 
The Sydney Muffs have not evinced their usual activity of late, their efforts being restricted to suburban 
performances. Rumour however speaks of their reappearance at the Criterion Theatre on Dec. 21st, but the 
name of the piece selected has not been made known. Stanley  McKay is still the moving spirit in all the club's 
undertakings, which have lately assumed a Shakespearian bent with much success (7). 
 
Of the Muffs' early productions, much praise was accorded The Private Secretary (see P: 15 May 1905, 26; and 
TT: June 1906, 9). The troupe's many Shakespearian scenes, including The Merchant of Venice, Romeo and Juliet and 
Macbeth, were also often accorded positive criticism. The Theatre wrote of McKay's role as Shylock, for example, that 
in undertaking "this big step up from Gerridge" he showed much promise and versatility (TT: Sept. 1905, 13). A June 
1906 Theatre overview of the company to that date indicated, too, that a performance of Tobin's masterpiece, The 
Honeymoon (Theatre Royal) was one of their best all-round productions. 
         The Sydney Muffs toured regularly around Sydney during this early period, often raising money for city and 
suburban charities. Some £400 is said to have been raised by mid-1906, a not inconsiderable amount for an amateur 
theatrical society (TT: June 1906, 13). An advertisement placed in an October edition of the Sydney Morning Herald 
provides additional insight into the movements of the Muffs, with their suburban tour prior to the Christmas vacation 
travelling from Mosman Town Hall, to the Liverpool School of Arts, Medlow Baths Hydro and finally the Criterion 
Theatre. An al fresco performance of As You Like It was also to be given at the A.N.A. Exhibition (28 Oct. 1905, 2). 
One particular highlight of the year was the troupe's December 14 production of Caste at the Palace Theatre which was 
said to have been packed - due in no small part to Nellie Stewart's guest appearance at the top of the bill, performing 
"'Op O' My Thumb'" (see TT: Jan 1906, 23; June 1906, 13).  
While largely associated with the Sydney Muffs, McKay also appeared with the Thespian Bankers (aka the Bank 
of New South Wales Musical and Dramatic Society) on a number of occasions. One such production was in August 
1906 when the troupe presented The Pickpocket (TT: Sept. 1906, 19). It was through his involvement with the Muffs, 
however, that McKay was given the opportunity to present his best work. The Theatre also notes that "much of the 
success of the [company] is due to the energy displayed by their genial manager, Mr Stanley McKay" (June 1906, 13). 
The extent to which the company members expanded their abilities under McKay was also reported in the same article, 
when attention was drawn to the success of one of the troupe's original members, Lillian Bethell, who within a year of 
leaving the troupe had gone on to secure constant work in the English provinces and Scotland (13). The company was 
also invited to produce The Amateur Burglar (Criterion Theatre, 1-2 August) by the emerging dramatist, W. J. Curtis 
(see Curtis' file in this appendix). McKay notes in later years that he owed a great deal to the manager of his bank, Mr J. 
J. Phillips, who allowed him much leeway when schedules were tight: 
 
 
                                                          
42       A letter by Charles Cabot (dated 1974) held in the National Library's McKay Collection contains a brief biography on McKay. Several dates 
referred to conflict with information provided both by McKay (earlier in his career) and with official records, however. Cabot claims, for example, 
that McKay quit his job with the bank when he was 22 years old, while McKay states in 1910 that he had been with the Bank of NSW for nine years 
(TT: Nov. 1910, 10). He reconfirmed this in the Theatre magazine interview published in September 1916 ("What About the Rabbits"), stating that he 
resigned from the bank seven years ago "after ten very pleasant years" (if Cabot's claim were correct McKay would have implausibly begun his 
banking career at 11 years). It is more probable that he left the bank at 32 - the age he was in 1909. Cabot also claims that McKay's was born in 1877, 
which is two years earlier than that certified on his birth certificate. Of additional concern is the fact that the letter leaves out many of McKay's 
significant achievements - notably the 1909 Walter Bentley engagement and his founding of the Sydney Muffs troupe. As a source of information its 
accuracy must therefore be treated with caution. 
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My theatrical experiences even in those days frequently 
called me away from the city, chiefly weekend trips to 
the Blue Mountains; and I well remember waiting for 
hours so that I could approach [him] for the half day's 
leave necessary on the occasions my train on the 
Monday not arriving in Sydney much before midday… 
He never refused! I put it down, however, to catching 
[him] at the opportune time (McKay 41). 
 
 1907 and 1908 saw McKay and the Muffs continue 
to raise the bar in so far as their performances were 
concerned. A highlight of 1907 was their short season at 
the Palace Theatre, beginning 18 December, which saw 
them produce Pocock's operatic drama Rob Roy in 
collaboration with the Highland Society of NSW. The 
production spared no expense, including a full orchestra 
and 40 voice choir (TT: Dec. 1907, 18). The following 
year, on 11 July, the Muffs gave Arthur H. Adam's play, 
The Tame Cat its world premiere at charity matinee at the 
Criterion Theatre. McKay later said of this venture that the 
play was a "clever comedy of manners' and that the one 
show resulted in a profit of £285 ("What About the 
Rabbits" 41). In the same Theatre article, McKay also 
makes mention of the fact that the Muffs staged in the 
Australia the first ever "Australian Shakespeare Festival" 
(although no specific date is given). Presented at the 
Palace Theatre in Sydney, the company produced four of 
the Bard's plays. "On the last day of the season," he recalls, 
"we played As You Like It in the afternoon and Romeo 
and Juliet at night, both with the same cast. In these 
productions Elsie Prince made a hit as Rosalind and Juliet" 
(41).  
 
 
 
Stanley McKay 
as David Garrick. 
Theatre Aug 1909, 22 
(Courtesy of the Mitchell Library) 
 
In late 1908 the Muffs revived The Merchant of Venice "on a very complete scale at the Royal Standard (11-13 
Nov.). The theatre was then being leased and managed by Harry Clay (with whom McKay would later form several 
successful, though invariably brief, alliances). It is reported that "the resources of our foremost amateur dramatic 
company club are so powerful that the management were able to present a new Portia every night" (TT: Dec. 1908, 
19).
43
  Of McKay's role as Shylock, the same critic wrote, it is "well and favourably known to play-goers. He realised 
more than ever the implacability, fierce-hatred, and subtle cunning of the old Jew, and his acting in the trial scene was 
very fine" (19).  
 Stanley McKay's final year with the Sydney Muffs began where the previous year had left off. "The Sydney Muffs 
production of Romeo and Juliet at the Palace during [last] month," wrote a Theatre critic," has brought them any 
amount of kudos… Mr Stanley McKay may well congratulate himself on the result of his labour" (Mar. 1909, n. pag.). 
A little over a month later the magazine further praised the "Stanley McKay-Sydney Muffs Easter week performance" 
of Uncle Tom's Cabin at Clay's Standard Theatre, especially praising the acting of Fred Stephenson, the 19 year-old 
son of long-time member, Clara Stephenson. Another member of the company was Stella Chapman (a leading Sydney-
based elocutionist and pedagogue since 1905).
44
  Plays toured by the company around this time also included, The 
Shaughraun, East Lynne and David Garrick. The latter play was given its debut by the company before a crowded 
Criterion house on 4 June. In proposing that McKay undertook possibly his most difficult role, that of Garrick, the 
Theatre's critic wrote: "He played with fire and refinement (an unusual mixture), and the great role was happily 
sustained" (July 1909, 19). The company's reputation by this stage was such that McKay was able to call on 
professional actors form time to time to strengthen the line-up. With David Garrick, for example, he obtained the 
services of Ruby Coxhead, late of the Pollard Company, and whom the critic noticed brought much experience in acting 
and make-up (19). Also among the cast was Ada Fitzgerald, daughter of barrister John D. Fitzgerald (and cousin of Jim 
Gerald). The possibility that the Muffs could no longer maintain the level of performance that McKay desired, is hinted 
                                                          
43     Elsie Prince (11 Nov.), Ella Crone (12 Nov.) and Lillian Booth (13 Nov.) 
44     See TT: 1 Sept. 1905, 10. Chapman later married actor Douglas Ancelon, who had been associated on and off with Walter Bentley from 1899 
when their two companies joined forces in New Zealand. In 1910 Chapman and Ancelon became principals of the Walter Bentley Dramatic and 
Eloctionary College (Syd). The following year the pair established their own successful teaching college in association with Palings.   
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at in the same review, however, when the critic implies that the company had not quite achieved what they hoped set 
out. "The Superiah Critic [sic] would doubtless remark that the Muffs aimed too high," he notes, "but they didn't - they 
couldn't. Instead of being jibed by boy critics of the evening press who can only act one thing - the fool, The Muffs 
should be encouraged in every possible way" (19).  
 It is believed that McKay severed his relationship with both the Sydney Muffs and the Bank of New South Wales 
sometime around late August 1909. One of his last productions with the Muffs was the one act playlet, A Martyr to 
Principle (c 25 Aug.) which he co-wrote with Sumner Locke. The Theatre records of this production: 
 
By courtesy of Mr Bland Holt, who generously lent the Theatre Royal ... the Sydney Muffs, who are ever ready 
to lend a hand for charity’s sake, staged Niobe and A Martyr to Principle in aid of St. Martha's Industrial 
Home, Leichhardt. The theatre was crowded. Niobe, which followed the original playlet A Martyr to Principle, 
was thoroughly appreciated by the audience, but the interest really centred in the curtain-raiser, which was 
written by Sumner-Locke and Stanley McKay, the well-known director of the Sydney Muffs (Sept. 1909, 19). 
 
 The most significant factor to influence McKay's decision to turn professional was very likely the success he 
achieved in presenting Walter Bentley at the Criterion Theatre for ten nights beginning 13 July. The previous month 
Bentley had been passing through Sydney on his way to Adelaide for a brief season under J. C. Williamson (which 
included The Silver King). Aware that the Criterion was to be vacant for two weeks beginning a few days after the 
expiration of Bentley's contract with Williamson, McKay approached the eminent Scottish actor with a view to staging 
Hamlet on his return. As luck would have it Bentley was planning to return to Sydney in order to prepare for his 
forthcoming tour of Queensland under Harry Clay's management, and agreed to McKay's proposition. The young 
entrepreneur was seriously handicapped in terms of preparation, however, as he had only two and a half weeks to 
prepare the production, and without the lead actor present until three or four days prior to opening night. According to 
the Theatre, however, "it proved to be the most successful Shakespearian season Mr Bentley ever played" in Australia 
(Nov. 1910, n. pag.). As the magazine's critic wrote in the August edition: "It is good for a big city to get a shock now 
and then; and, by Jehosophat it got one in the Walter Bentley season" (18). The company McKay put together provides 
further insight into his standing within the Australian theatrical community - including as it did such high profile 
performers of the day as John Cosgrove (Claudius), Johnson Weir (Ghost), Helen Furgus (Gertrude), her daughter, 
Nellie Fergusson (Ophelia) and George Titheradge (Horatio). 
 Some six weeks after the Bentley season Stanley McKay's newly formed Shakespearian and Comedy Company 
left for Wollongong where they staged a season of drama that included The Merchant of Venice and The Soldier's 
Bride (Town Hall, beginning 3 Sept.), returning to Sydney for a brief season at St George's Hall (Newtown) two weeks 
later. The following month a three week tour of the Northern Rivers was undertaken. Commencing at Ballina (11 Oct.) 
the circuit then included the townships of Coraki, Lismore, Grafton, Maclean, Casino and Murwillumbah (TT: Oct. 
1909, 23).  That same month McKay was invited to join a distinguished group of local dramatists to form the Australian 
Dramatic Authors Association. Convened by T. Hilhouse Taylor, the meeting is believed to have been attended by E. 
Lewis Scott, Agnes Haddon Chambers and Sumner Locke (TT: Nov. 1909, 17). During December, McKay returned to 
the Criterion where he staged the smash hit English comedy, Dr Bill (beginning 11 Dec.) and a revival of Niobe - All 
Smiles. Directed by and starring McKay, the season further enhanced his reputation as one of Sydney's leading 
thespians. "[He] played Dr Bill in a way that showed he had devoted considerable study to the part," wrote one of the 
Theatre's critics. "At times he tickled the house immensely by the ridiculous situations in which he found himself, 
especially in the bathroom scene" (Jan. 1910, 7). Among the cast, too, were several ex-Sydney Muffs actors, including 
Fred Stephenson and Ruby Guest, and playwright Sumner Locke. The season also saw him accorded a testimonial by 
his peers in recognition of the work and effort he had put in to not only Sydney amateur theatre over the past six or 
more years, but equally his strong commitment to local charities (SMH: 18 Dec. 1909, 17).  
 A report in the 13 August 1910 edition of the Sydney Morning Herald indicates that McKay was to open at the 
Victoria Theatre, Manly, on the 16th, with Romeo and Juliet. The company had just completed an eight month tour of 
NSW, including towns as far west as Coonamble. One of the longest seasons was apparently eight nights at Grafton, 
with a different play staged every night (16). By the 22nd they were opening in Parkes for the Race and Show week. 
The company at this time is said to have comprised among its actors, Fred and Clara Stephenson, Harry Saville and 
Elsie Prince, all of whom had been long associated with McKay. A few months later McKay put together the first of his 
touring pantomime companies, which led the Theatre to comment on his seemingly never-ending entrepreneurial 
expansion: 
 
Mr McKay's manifold other theatrical ventures include the organisation of the Shakespearian and Comedy Co., 
with which he just recently returned to Sydney after making the third of a most successful series of tours of the 
Northern Rivers..... So costly and exhilarating an entertainment is that now promised by Mr McKay [the Bo-
Peep tour] that he should meet with crowded houses, particularly in the country, where pantomime on the scale 
on which he is presenting it is really being seen for the very first time (Nov. 1910, 10). 
 
On Christmas Eve the company presented for the first time in Sydney their pantomime, Bo-Peep (Exhibition Building, 
Alfred Park). Written by Harry Taylor - author of Dick Whittington (1902), among others - the company by now 
included Bruce Drysdale and Phyllis Faye, Ruby Davies, Dot Ireland, and Vicky Miller - all of whom were to later 
become established high profile vaudeville performers in Australia. It is not clear whether the Sydney production was 
the pantomime's premiere or whether it had early been staged in regional NSW. McKay recalls this time of his career in 
a 1916 Theatre interview, but provides no time line: 
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I next procured a portable tent with a seating capacity of 1500 and a stage correspondingly large. At this time I 
was struck by the scarcity of touring musical shows and decided that my first venture would be one of a musical 
character. I chose pantomime for preference, as no touring company other than the late John Sheridan's (who 
played only a few towns), had exploited 'panto' through Inland [sic] Australia…. In four weeks time the libretto 
and music were written, the wardrobe's made by Zenda, scenery (including a transformation scene) painted by 
Harry Whaite, the moving theatre and the one hundred and one etceteras that go with it specially built, the 
company organised and rehearsed, and the panto produced at Mudgee, a town about 200 miles from Sydney… I 
might mention that after these preliminary necessities and the first class fares for thirty-two people had been paid 
I boarded the train solvent - and only solvent. My capital, which I carried in my vest pocket, consisted of 1/6… 
However, my credit must have been good, for the [Mudgee] shopkeepers were pleased to send along anything 
that was required (McKay 42). 
 
 The following year McKay's company went through Queensland under the auspices of Harry Clay. Advertised as 
the largest production ever toured in the Commonwealth, by all accounts much of the public's initial interest lay in the 
size of the mammoth mining tent the company used, (it is said to have by then seated some 2,000 people and taken 
several days to erect). The critical responses to the shows themselves were also overwhelmingly enthusiastic.
45
 While 
the Bo-Peep tour utilised rail and steamer for its transportation, McKay's other tours around this period involved a 
variety of methods, including stage coach, bullock wagons, cars, trucks and even sulkies. In some instances the 
distances travelled, and in the harshest of conditions, indicate how hardy these show people were. In his "What About 
the Rabbits" interview, for example, McKay recalls having to "jump" from Mackay in North Queensland to the Riverina 
in South-western NSW in order to make a certain show date - a distance of 1600 miles (42). After a year on the road the 
company once again returned to Sydney, opening at Manly in December with Bo-Peep. The Theatre suggested even 
then, that McKay's "unflagging energy must certainly bring him to the front some day as one of Sydney's biggest 
theatrical managers" (Jan. 1912, 6). 
 From 1912 and up until around 1916 McKay operated two touring companies at one time - one offering 
pantomime and the other serious drama, more often than not presenting Shakespeare. The companies toured all the 
Australian states, with the dramatic company also being known to have operated under a tent for its productions. A New 
Zealand tour was also undertaken by McKay's "Royal Pantomime Company" in 1913 (see Christchurch, 28 Nov.).  That 
same year the Theatre published a series of photographs showing McKay's company on tour through inland Australia, 
providing further insight into the conditions experienced by troupes such as his even as late as 1912. 
 Sometime around 1914-15 McKay dropped the dramatic company tours in favour of two pantomime companies, 
no doubt forced into this by the greater financial returns offered through presenting popular theatre. One of the principal 
attractions during 1914 was the company's locally written Mother Goose pantomime, which starred Jim Gerald (the 
dame) and Essie Jennings (principal boy). The pair had only recently been leased to McKay by the Fullers, initially on a 
semi-permanent basis, but the conditions they were offered saw them stay with McKay until 1916. McKay's two 
companies even toured for a while on the Fullers circuit, the itineraries including Melbourne (Lyric Theatre, St Kilda), 
Adelaide, Perth, Fremantle, Sydney (Princess Theatre) and the NSW and Queensland regions.  Ross B. Simpson, 
McKay's Sydney-based business partner, estimated that the No 1 Company (comprising 25 performers) had by itself 
travelled some 27,000 miles during the 12 month period to July 31, 1915 (TT: Aug. 1915, 33).  Australian Variety 
proposed in its 18 November issue of 1914 that McKay deserved every success for getting such a good vaudeville talent 
together: 
 
Stanley McKay’s Pantomime, Mother Goose, is showing at the Lyric Theatre, on the Esplanade, St Kilda [Melb], 
and a tidy little combination it is, too, and also Australian vaudeville artists are here getting a decent chance to 
show what they can really do, and are miles ahead of some of the imported article, which is constantly being 
pushed into Australia for a Christmas pantomime, heralded by a lot of newspaper junket and interviews, and if the 
truth is really known they come out of a small time pantomime in the 'smalls' of England. Essie Jennings, as 
principal boy is great, her beautiful figure making the society crowd look some, and her singing and acting being 
a real knock-out to this scribe...Jimmy Gerald (alias Fitzgerald) is a fair dame, and scores solid throughout, 
although some of his songs want nailing down his box. On the whole, McKay deserves every success for getting 
such good vaudeville talent together (18 Nov. 1914, n. pag.). 
 
Following their successful Melbourne season at the Lyric Theatre, the No 1 Pantomime Company settled in at the 
Fullers' Princess Theatre (Syd), opening with a new production, Old Mother Hubbard (14 Aug.), followed by revivals 
of Mother Goose and Bo-Peep. The No 2 Pantomime Company, managed by Leslie Smith, was meanwhile on tour 
through Queensland, staging the same three productions (TT: Sept. 1915, 52-3), along with an up-to-date version of 
John F. Sheridan's "great Irish musical comedy" Fun on the Bristol; Or, The Widow O'Brien (see Charters Towers 4 
Sept.). The stars of that company were Drysdale and Faye, Harry Little and Esmee McLennan. In December McKay 
sent the No 1 Company on a six month tour through the New Zealand dominions under the direction of George 
Stephenson (TT: Feb. 1916, 4).
46
 The two principal pantomimes toured were Mother Goose and Cinderella (TT: May 
1916, 10). McKay then brought the No 2 troupe back to Sydney where they opened at Harry Clay's Bridge Theatre in 
late December with their version of Bo-Peep (AV: 12 Jan. 1916, n. pag.). 
 
                                                          
45     For further details see Clay Djubal. "Harry Clay and Clay's Vaudeville Company, 1965-1930 (1998), Appendix C - 1911. 
46     See Grand Opera House, Wellington, 19 Feb. 1916. 
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Stanley McKay's Co taking Shakespeare to inland towns 
Theatre Mar. 1913, 9. 
(Courtesy of the Fryer Library, U of Qld) 
 
 In early April, around the same time that the No 1 Company returned to Australia (and according to George 
Stephenson with a "handsome balance on the right side"), McKay expressed his intention to enlist with Australia's 
armed forces. Stephenson suggested that it would be easy work for him considering the Herculean labours he had 
undertaken during the past five or six years (TT: May 1916, 10). The following month McKay volunteered for active 
duty and closed down his theatrical operations prior to undertaking military training. Most of the male members of the 
company also enlisted with McKay, including Jim Gerald, Bruce Drysdale and Leslie Smith.  McKay left Australia in 
late August as a Corporal in the Fifth Brigade (Artillery), Ninth reinforcements, having trained as a field gunner. It was 
with the 14th Light French Mortar Battery, however, that he served out the war in France and Belgium. Although 
spending a good deal of time at the front, the showman nevertheless still found opportunities to keep his hand in at the 
theatre game. The National Library letter (5244) indicates that he organised shows while in camp in Australia, while on 
board the troopship steaming to England, in camp in Salisbury, and even in France when his unit had a rest period (1). 
During his tour of duty McKay occasionally found time to write to the Theatre, informing readers mostly of his 
attempts to stage theatricals and his observations of wartime activity. Even though thousands of miles from home 
McKay still couldn't escape the old theatrical network - at one stage having his scenery painted by an old mate - who 
also happened to be the brother of Nellie Ferguson. Always one to put things in perspective McKay finished one letter 
from Belgium - in which he details recent productions of The Waybacks, Fun on the Bristol and The Merchant of 
Venice - by making passing comment that one of the greatest battles in history was raging as he wrote (Dec. 1917, 
13).
47
 After the war ended in November 1918, McKay is said to have obtained permission to remain in England so as to 
spend time studying theatrical production in London and Stratford-on-Avon. On his return to Australia he organised 
with the Victorian and NSW Education departments to tour Shakespearian plays set for current school study to high 
schools in both states.
48
 
        While much research into Stanley McKay's career between the end of the war and 1924 is still required, it is 
known that he continued touring his pantomime and dramatic companies throughout Australia and New Zealand, much 
as he had done previously - although possibly not under canvas. One season known to have been staged in Sydney in 
1922 was at the old Strand Theatre, Leichhardt, with the company then starring Bert Desmond and Mattie Jansen (see 
also Desmond file in this appendix). In 1923 McKay joined forces with Alf Coleman to again tour pantomime with a 
moveable theatre - the combined company is said to have been the largest operation based out of Sydney at that time. 
Operating under the title, "The Aldwych Theatre" - after the popular structure of the same name which became the 
vogue in London during the war - the new company's debut was at Inverell during the town's show week - with 
following destinations including Guyra, Tenterfield, Glen Innes, Quirindi and Tamworth, followed by a Northern NSW 
Rivers tour. The pantomimes staged included Bluebeard, Mother Hubbard, Little Bo-Peep and a new revue - Around 
the World (E: 24 Jan. 1923, 33). 
 It is not clear how long the Coleman/McKay association lasted. No mention of Coleman has been found in any 
reports published in 1924. An undated reference from Everyone's (ca. Oct.) indicates, however, that the company had 
reverted to playing theatres. McKay's engagements around October that year were mostly located in the Riverina and 
                                                          
47     See also McKay's letter in the Theatre Apr. 1918, 9. 
48   See McKay Collection letter and "In the World of Music and Drama" SYM: 2 Feb. (1921), 14. 
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south-western regions of NSW (including Wagga ca. 25 Oct.; Gundagai 26 Oct. - 2 Nov.). The company at that time 
included Billy and Ivy Cass, Will Raynor and Rosie Brennan. Following a tour of the western NSW (including 
Bathurst, Orange, Nyngan and Narromine) in early 1925, McKay returned to Sydney briefly in May to organise both a 
North Coast tour and a return visit to Victoria. By 1926 his organisation was touring both pantomime and opera. 
Everyone's 15 December 1926 issue notes, for example, that McKay's operations that year had been largely confined to 
New Zealand and New South Wales. Further insights into the hazards of commercial theatre touring are also provided 
in this article:  
 
During the first six months of the year, the repertoire was devoted solely to pantomime, and since July - on the 
company's return to Australia - Mr McKay arranged with Mr Walter George to present his operatic revues, which 
were so very successful for some years at the Fullers' city theatres… During the tour of the Dominion successful 
seasons were given in Auckland and the itinerary included all the most important centres in the North Island and 
also on the West Coast of the South Island… When en route from Tauanga [however]… the company had the 
unpleasant experience of being shipwrecked on "Slipper Reef" (125). 
 
 Everyone's records in an earlier issue that McKay's musical company had done excellent business at Narrandera 
(NSW) during show week, while also proposing that the company was "far above the average" (27 Oct. 1926, 5). Of 
special note, too, 1926 saw McKay accorded the honour of being the first theatrical manager to stage a pantomime in 
the nation's capital - with the ever-popular Bo-Peep being produced at the Causeway Hall, Canberra on 25 October. 
Other productions to be part of the company's 1926 repertoire included: The Geisha Girl, The King of Dunnowherski, 
Laughing Time, The Orange Girl, The Forty Thieves and The New Aladdin (E: 13 Oct. 1926, 38).  The following 
year, around May, McKay took his company back across the Tasman to once again tour the Dominion circuit. The final 
years of the decade also saw Stanley McKay's Enterprises present a number of Frank Neil's Grand Opera successes - 
notably Up in Mabel's Room and Getting Gertie’s Garter. These productions were produced under the banner - Stanley 
McKay's Musical Comedy Co (E: 12 Dec. 1928, 132). Among the company were Joe Rox, Les Shipp and Grace Quine.   
 Although no further data has been collected on Stanley McKay within the temporal parameters of this survey, 
several pieces of information had been located from later years. A photograph of McKay's Gaieties Chorus playing 
Rockhampton appears in the January/February 1987 issue of New Theatre Australia (10), while an undated article from 
1964 is held in the McKay Collection (National Library). In this brief overview of McKay's career the writer draws 
attention to both McKay's position as the oldest working showman in Australia and his generous spirit in supporting 
regional centres especially in Queensland, where he had much success over many decades. 
 
Few people know that the beautiful fountain which has proved a great tourist attraction in Townsville, and 
enjoyed by thousands of local residents was built at the suggestion of Mr McKay, and he supported his idea with 
the first donation of £500. At the same time he made a similar suggestion to the Mayor of Rockhampton, again 
supporting his idea with £500 (n. pag.). 
 
The article also goes on to note that McKay had returned to the state under his own auspices for the first time in eight 
years - "although every year he has toured as partner in productions arranged by other managements, such as the Reddy-
Benton Follies, Tibor Rudas Productions' Oriental Cavalcade and the Ziegfeld Follies (n. pag.). A 1971 article 
published in the Morning Bulletin also reflects on McKay's extraordinary career. 
 
He was always a strong believer in simple rules of living and the virtues of physical exercise and the outdoor life. 
When on tour if the distance between towns was no more than 20 miles and the weather favourable he would 
walk the journey while the rest of the company travelled by train or coach (15). 
 
 This perception of McKay as a man with unflagging energy is believed to have been with him from his youth. One 
Theatre critic writing in 1916 described him as "a man of untiring energy. To his many friends it was ever a matter of 
wonder how he contrived to keep going at the pace he worked. Yet never in the course of his association with the stage 
has he been incapacitated for a day" (Sept. 1916, 41). McKay's entrepreneurial efforts were frequently acknowledged by 
many within the industry, including the leading trade journals. He was often praised for his strong contributions as an 
actor during his early years, and for the skill with which he established the often critically acclaimed Sydney Muffs 
productions. His apparent disposition, professionalism and enthusiasm also reportedly earned him the respect and 
admiration of his fellow thespians, helping to create a theatrical enterprise which lasted some sixty years. 
 Stanley McKay spent the last years of his life at his home in the Sydney suburb of Willoughby, remaining 
relatively fit and alert until the last. "He was always a strong believer in simple rules of living and the virtues of physical 
exercise and the outdoor life. When on tour if the distance between towns was no more than twenty miles and the 
weather favourable he would walk the journey while the rest of the company travelled by train or coach" (MB: 10 June 
1971, 15). He died shortly before his 95th birthday. 
 
FURTHER REFERENCE: 
"Criterion Theatre – Stanley McKay Co. TT: Jan. (1910), 7.      [rnib] 
McKay Collection, Australian National Library (5244).  Incl. undated newspaper article: "Stanley McvKay's Gaieties of 1964." 
McKay, Stanley. "What about the Rabbits." TT: Sept. (1916), 41-2. 
"Mr Stanley McKay and Little Bo-Peep." TT: Nov. (1910), 10. 
NTA: Jan/Feb. (1987), 10.  Photograph of Stanley McKay's Gaieties.     [rnib] 
P: 15 Oct. (1904), 22.  Photograph.         [rnib] 
"Pantomime in Canberra." E: 13 Oct. (1926), 38. 
"Something about the Sydney Muffs."  TT: June (1906), 13. 
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"Stanley McKay's Companies." E: 12 Dec. (1928), 111.      [rnib] 
Sydney Muffs reviews: see also P: 15 Sept. (1904), 22; 15 Oct. 1904, 22; 15 May (1905), 26.  / TT: July1905, 15; Sept. (1905), 13; Nov. (1905), 7;  
 Jan. (1906), 9; and 23; Mar. (1906), 9; 13; Nov. (1907), 11; Dec. (1907), 7 and 18; Dec. (1908), 19; Feb. (1909), 8; Mar. (1909), n. pag.;  
 May (1909), 18; June (1909), 19; July (1909), 18-19; Sept. (1909), 19; Oct. (1909), 23.       [rnib] 
"Touring Companies - Stanley McKay's Pantomime and Opera Company." E: 15 Dec. (1926), 125. 
TT: June (1906), 14.    Photograph as Shylock.       [rnib] 
TT: Nov. (1910), 9.    Photograph.       [rnib] 
"Years of Gay Entertainment." MB: 10 June (1971), 14-15. 
 
 
 
JOHNNY MATLOCK 
Endman, comic, baritone. Possibly born in America, Johnny R. Matlock first arrived in Australia in 
1877 with Charles B. Hicks. He was later associated with leading Australian-based minstrels 
companies run by Frank Smith, Frank M. Clark, J. Billin, Dan Tracey and the Cogill Brothers. 
Matlock's experience in the USA saw him take on a leading role in helping to develop the skills of 
local artists emerging on the variety stage during the pivotal expansion years of 1880-1892. His 
career in Australia is known to have continued up until at least 1914. 
 
 A highly regarded baritone and blackface comic, Johnny Matlock's career prior to coming to Australia is 
somewhat unclear. His involvement in the Australian variety industry between the late 1870s through until the late 
1890s saw him become not only one of the country's leading minstrel artists of the era, but also one of its more 
influential. Matlock first came to Australia with African-American entrepreneur, Charles B. Hicks in 1877. Although 
not the first American minstrel troupe to tour the Antipodes, the New Georgia Minstrels are believed to have been the 
first fully-Negro minstrel troupe to visit the region.  Also in the troupe was comedian Sam Keenan who like Matlock 
remained in the country after establishing himself among the upper level of Australian-based performers. Matlock and 
Keenan were with Hicks for only a brief period in Australia as he parted company with the troupe in 1879 in order to 
return to America. Richard Waterhouse surmises that Hicks' had found himself financial straits despite having 
established the New Georgia Minstrels as the most popular touring variety company during that two year period.
49
  
 Some two years after ending their association with Hicks, Matlock and Keenan appeared with R. B. Lewis' 
Mastodon Coloured Minstrels. Along with the traditional minstrel farce, the company presented a number of second 
half burlesques. One of the more popular subjects to spoof around that period was Gilbert and Sullivan's H.M.S. 
Pinafore, and so for their Sydney Opera House season the Mastodon company staged to much success H.M.S. Pun-No-
Fear (21 May 1881). How long Matlock remained with Lewis' company is unclear, as are his whereabouts over the 
next two years. It is likely that he remained in the country for most of that time, however.  In this respect he was typical 
of many foreign minstrels who saw better opportunities for career advancement in the smaller Australia market than 
might otherwise be on offer within the enormous American and British variety industries.  
 In 1885 Matlock appeared on the bill of Melbourne's People Concerts (beginning 5 Sept). By the end of the year 
he was under contract to Frank Smith at the Alhambra (Syd). Three years later joined Frank M. Clark's troupe at 
Sydney's Academy of Music. This engagement lasted until 1891, at which time he began a season at Melbourne's 
Victoria Hall under the high profile management of J. Billin.  The following year Matlock accepted a contract with Dan 
Tracey at the Gaiety Theatre (Melb). This was followed by engagements with Cogill Brothers (1893) and Harry 
Barrington (1894). Among the key Australian artists he worked with during this period, and who in turn were to become 
leading and long-term figures in the variety industry, were: Harry Clay, Martyn Hagan and Lucy Fraser, Frank York, 
Ida Tauchert, Steve Adson, W. H. Speed, Edwin Shipp, W. B. Warner, Will Whitburn, Johnny Gilmore, Slade Murray 
and Harry and Katie Rickards. 
With industrial conditions under threat from the depression, Matlock (like most of his peers) was forced to move 
around the country on a frequent basis around the mid-1890s, finding work with whomever and wherever it was 
offered. It appears, however, that by the mid-to-late 1890s he was able to base himself largely out of Melbourne. His 
name appears on bills with such organisations as Fred Fordham (1897), the Peoples Concerts (1897-99), Dan Barry 
(1898), and the St George's Hall Minstrels (1898-99). In 1904 Matlock was once again with Frank M. Clark, although 
by this stage the once prominent entrepreneur was operating a lower-level variety company.  
 Johnny Matlock's career between 1904 and 1914 is unknown, but again, he most likely continued working in the 
local industry. Australian Variety records that he was running his own suburban circuit in 1914 but provides no details 
regarding the city (1 July 1914, 6).   
 
FURTHER REFERENCE: 
Waterhouse, Richard. "Antipodean Odyssey." (1986), 19-39. 
 
 
 
 
 
 
                                                          
49  Richard Waterhouse provides an in-depth survey of Charles B. Hicks in "Antipodean Odyssey: Charles B. Hicks and the New Georgia 
Minstrels in Australia, 1877-1880."  Hicks died in Suraboya in 1902. 
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ARTHUR MORLEY 
 
Comic, singer, writer, songwriter, poet, revue company leader, director, producer. Born 
Arthur M. Welch, Morley came to Australia in the early 1880s and initially lived in the 
Rockhampton (Qld). His early career engagements (ca.1900-1914) were with companies like 
Percy St John and Ted Holland in Brisbane and Dix-Baker in Newcastle (NSW). He came to 
prominence in 1915 as the writer/director of several original revusicals that are known to 
have been among the first staged in the country. Two of his most popular productions were 
On the Sands (1915) and Dockum Street, Woolloomooloo (1917). Morley later worked for the 
Fullers, Harry Sadler and Reg Wykeham as revusical producer, writer and performer. He also 
contributed articles and poems to Australian Variety ca. 1915-16. While on tour in Western 
Australia during 1918 Morley became embroiled in the infamous Harry Sadler/Phyllis Faye 
court action, which saw manager Sadler sued for defamation. Morley retired from the stage 
briefly in 1920 after suffering a breakdown (possibly related to the scandal) but returned in 
1922 to produce a series of productions for Reg Wykeham at the Sydney Hippodrome. His last 
known engagements were with Bert Howarde in Sydney in1928 and with George Sorlie's 
Vaudeville and Revue Company in 1931. Morley was married to fellow variety artist, Elsie 
Bates. 
 
 Renowned as one of the country's premiere minstrel basso singers and a popular revue/farce comedian, Arthur 
Morley began his theatrical career in the Queensland regional areas during the early years of the new century. His first 
recorded appearance on the professional stage found to date was on 21 June 1900, when he was engaged by Percy St 
John for the Royal Burlesque and Specialty Company's season at the Theatre Royal (Bris). As a member of the troupe, 
Morley appeared in minstrel first parts as a basso singer and in both farces and burlesques as a comedian. Such 
productions included the burlesques The Yellow Dwarf and Blue-Eyed Susan Up-to-Date and farces such as Oysters 
and The Coming Man. One of Morley's poems, published in the 29 December 1915 issue of Australian Variety, 
suggests that he was involved in the lower levels of the industry prior to 1900. Titled "Stranded – Xmas 1897" the poem 
tells of a troupe of variety performers without enough money to even rent a hall or accommodation who are forced by 
inclement weather to stay in a small country town (see Appendix I).  
 In 1911, Morley presented a one-night season (by special request) in Rockhampton, along with his wife Elsie 
Bates. The Morning Bulletin notes that although Morley had grown up in the area it had been many years since he last 
appeared on the stage in that city. Morley and Bates were advertised on Harry Clay's program a few weeks later but 
were unable to appear, forcing Clay to apologise to the audience (11 July 1911). Regarded even in 1913 as "one of the 
old school," Morley undertook a six month engagement as stage manager for the Dix-Baker organisation (Newcastle) 
that year. Two years later he and wife Elsie Bates took up an offer from Clay to appear on his suburban circuit where 
they became firm favourites at the manager's Bridge Theatre headquarters. "Handsome Arthur Morley," wrote one 
Australian Variety critic in August, "is still a landmark, and judging by his reception nightly likely to be so" (18 Aug. 
1915, n. pag.). Morley had by this stage built a reputation for songwriting, scoring hits with original numbers like "The 
Old Veteran" (AV: 11 Aug. 1915, 6). Later that same year he took up an offer from Clay to write and direct a series of 
one act musical comedies, which he staged initially under the auspices of the Royal Musical Comedy Company. One of 
the first Australian-written revusicals presented on the vaudeville stage in Australia was Morley's On the Sands (Oct. 
1915). The popularity of these early revusicals led Clay to change the name of the troupe to Clay's No 1 Revue 
Company so as to highlight the connection with his company. The troupe by then included a number of highly 
experienced and well-regarded performers, notably Elsie Bates (in the principal lead female role), Amy Rochelle, Doris 
Baker, Ted Stanley and Ted Tutty.  Australian Variety wrote of one of his productions around this time: 
 
The Royal Musical Comedy Co. opened and was responsible for the "House Full" signs being out long before the 
curtain was raised. The company was brilliant, and surpassed all previous expectations. The whole show was 
bright and catchy, and did not leave one dull moment. Each item was cleverly and effectively given with 
excellent business and comedy touches, and the strong talent was particularly good. The musical items are fresh 
and attractive, and has (sic)] none of the hackneyed quality of many of the recent revues seen at other theatres 
lately. This revue was received with most marked manifestations of approval. As for the producing and the 
staging, it was excellent with original and artistic touches, and too much praise and credit cannot be given to Mr 
Arthur Morley, as he no doubt must have worked very hard to bring off such success. Arthur in his character, 
displayed ability and talent that has only been received from such experience that he has had (27 Oct. 1915, n. 
pag.). 
 
1916 saw Morley establish himself as Harry Clay's leading revue director, with his new productions during the 
year including A Kiss in the Dark, On Deck, Not a Word to the Wife and In Old Kentucky.  The popularity of these 
works was such that Morley was forced to warn "pirates," through the trade journals that the above revues and 
burlesques were his sole property and fully copyrighted. His output during 1917 included the revusicals Who's the 
Boss, Run for the Doctor, Six O’Clock Closing, Everybody's Doing It and the pantomime Aladdin.  During the same 
year, too, Morley was reportedly "in the course of preparation for a moving picture which will run into five reels, 
entitled The Power of Man." Australian Variety reported that Elsie Bates would similarly play an important part in the 
production (2 May 1917, 8). Morley's huge workload at this stage was something that the trade magazines also 
frequently commented upon, noting that his responsibilities put him under great pressure. Not only was he required to 
create a steady stream of revues, but he also had to rehearse, produce and very often act in them as well. Although 
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Morley ended his fulltime association with Harry Clay in August 1917, it was reported that Clay had engaged him to 
purchase some revues during his forthcoming trip to America. Whether this eventuated is uncertain.  
 
 
Several months after finishing up with Clay Morley took 
up a role as producer/writer for Harry Sadler at the Princess 
Theatre (Syd). When Sadler accepted an offer to present 
vaudeville and revue at the Shaftsbury Theatre in Perth shortly 
afterwards he engaged a quality troupe from among his 
Princess Theatre company. Headed by Morley and Bates and 
including Jack "Porky" Kearns, and Phyllis Faye, the season got 
off to a particularly successful start but within a few months 
created national interest not through its on-stage performances 
but as a result of an off-stage scandal that involved Morley, 
Sadler, Faye (the company's lead soubrette), and to a lesser 
extent Kearns. The situation arose after Sadler apparently saw 
Morley leaving Faye's hotel room and accused the pair of 
having an affair. Sadler was apparently incensed because Faye's 
husband Bruce Drysdale, a vaudeville performer himself, was 
on war duty overseas. A bitter split in the troupe’s loyalties 
ensued, and as a result Morley, Bates and Faye left Sadler's 
company to join up with rival Perth entrepreneur and 
bookmaker Percy Dennis. Faye then sued Sadler, and 
subsequently all four performers became embroiled in one of 
the most infamous court cases involving the vaudeville 
industry.  A great deal of controversial evidence was presented, 
including Faye's revelations that Sadler had attempted to seduce 
her some years previously, when she was a young girl. The 
court found in favour of the plaintiff and she was awarded both 
damages (£25) and costs (said to have been very high). 
 
 
 
 
Arthur Morley 
Australian Variety 23 May 1917, 1. 
(Courtesy of the Mitchell Library) 
 
Following his Western Australian commitments Morley returned to Sydney, taking another engagement with 
Clay's, where he remained until sometime in 1919. One of his biggest successes during the period was Dockum Street, 
Woolloomooloo (which toured extensively through Queensland at one stage). In 1920 he retired from the entertainment 
industry, returning to Rockhampton with his wife, who is believed to have had a milliner's establishment there.  It is 
possible that Morley had earlier suffered a breakdown of some kind as several reports in the industry magazines 
indicate that he had disappeared for a period of time and could not be located by his wife. In 1922, however, he returned 
once again to the variety stage, appearing with The Arrivals of 1922, a company run by veteran actor/manager, Reg 
Wykeham, who was producing shows at the Hippodrome, Sydney.  Morley was again called on to write and direct his 
own revues (as well as appear in them as an actor). Two of the Hippodrome shows attributed to Morley were Ship Ahoy 
and All Ashore, both starring Sadie Gale, George Whitehead, Bert Desmond and Will and Dora Gilbert. It is unclear if 
Morley had a part in creating any other productions staged by the Arrivals troupe (see 1922 file fore details). In 1928 
Morley toured with a company run by Bert Howarde. Presenting mostly pantomime (including Beauty and the Beast) 
the troupe included Wal Rockley and Dan Thomas. Three years later he teamed up with George Sorlie to present a 
series of revusicals in Brisbane with Sorlie's newly formed vaudeville and revue company. Among the works staged 
during the troupe's season (7 Nov. 1931 - 2 Jan. 1932) were two of his earliest shows, On the Sands and Not a Word to 
the Wife along with a new pantomime, Mother Grundy. Morley played Demon Despair in the latter production. The 
costumes for the pantomime were also designed by 'Mrs Morley.' Research to date has located no other reference to 
Morley or Bates following their Brisbane engagement with Sorlie.          
Although associated with a numerous variety organisations throughout his career, it was his association with 
Harry Clay beginning 1915 that saw him reach the pinnacle of his creative and professional career. Indeed, his 
relationship with Clay over that period was essentially carried out in friendly rivalry, with both men attempting to outdo 
the other with audiences on occasion. Australian Variety records several instances when only Clay's greater experience 
(and position as boss) was able to overcome Morley's popularity: 
 
Arthur Morley sang "The Singer ws Irish" at Harry Clay's last week. This so moved old "Tad" in the front row of 
the stalls that he sent around "a small gift for the singer. It was a bright sovereign. On being told that the song 
could not be sung again in the second half, the old fellow signified his intention of being present [the next] week. 
But here's where Harry Clay gets in his dirty work. He is busy rehearsing all the Irish songs he can think of. "I'll 
be the first on the programme, too, declares Harry, "and I'll see if I can hit the old fellow for a tenner" (11 Aug. 
1915, 17). 
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The next week the magazine followed with a further report on the competitive repartee between the pair: 
 
Those young fellows - Harry Clay and Arthur Morley - are always having a go at one another. The latter, coming 
off stage after his turn at the Bridge Theatre the other evening said, "Say Harry, the audience are so used to giving 
me money for my wonderful efforts that somebody just threw sixpence up on the stage." "That's right old man," 
was the rejoinder, "They'll throw more than that before the finish." "I can bear that," was Morley's reply. "I'm the 
best looking singer for my age in Australia." "Well spare me days," said the white-haired one. "You don't half 
like yourself. Look at me - my beauty is not artificial. I need no grease paint to make me look pretty." The last 
squib was too much for Arthur, so he discreetly withdrew from the controversy" (18 Aug, 1915, 12) 
 
In addition to his career as an all-round variety performer, director and songwriter, Morley also frequently wrote articles 
and poems which were published in various magazines, notably Australian Variety. One of his earliest contributions 
was for that publication's 1915 Christmas edition. Several of his poems are included in Appendix I. 
 
MUSIC THEATRE WORKS:   
ON THE SANDS  [revusical]  Txt. Arthur Morley; Mus. [n/e] (1915);  NOT A WORD TO THE WIFE  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
(1915);  ON DECK  [revusical]  Txt. Arthur Morley; Mus. [n/e] (1916); WHO'S THE LIAR  [revusical]  Txt. Arthur Morley; Mus. [n/e] (1916);  
SAINTS AND SINNERS [revusical]  Txt. Arthur Morley; Mus. [n/e] (1916);   A KISS IN THE DARK  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
(1916);  ON THE LAND [revusical]  Txt. Arthur Morley; Mus. [n/e] (1916);  PICKING 'EM OUT  [revusical]  Txt. Arthur Morley; Mus. [n/e] 
(1916);  TICKETS PLEASE  [revusical]  Txt. Arthur Morley; Mus. [n/e] (1916); IN THE COURT OF FATHER XMAS  [pantomime]  Lib. Arthur 
Morley; Mus. [n/e] (1916); IN OLD KENTUCKY  [revusical] Txt. Arthur Morley; Mus. [n/e] (1916); A NIGHT IN PARIS  [revusical] Txt. Arthur 
Morley; Mus. [n/e] (1916);   ALADDIN  [pantomime] Lib. Arthur Morley; Mus. [n/e] (1917); RUN FOR THE DOCTOR  [revusical] Txt. Arthur 
Morley; Mus. [n/e] (1917); THE BELLE OF PARSLEY BAY [revusical]  Txt. Arthur Morley; Mus. [n/e] (1917); DOCKUM STREET, 
WOOLOOMOOLOO  [revusical] Txt. Arthur Morley; Mus. [n/e] (1917);  EVERYBODY'S DOING IT  [revusical] Txt. Arthur Morley; Mus. [n/e] 
(1917);  SIX O'CLOCK CLOSING  [revusical] Txt. Arthur Morley; Mus. [n/e] (1917);  I'LL KILL THAT KID  [revusical] Txt. Arthur Morley; 
Mus. [n/e] (1917);  WHO'S THE BOSS  [revusical]  Txt. Arthur Morley; Mus. [n/e] (1917);   HOPALONG CASSIDY  [one act revusical]  Txt. 
Arthur Morley; Mus. [n/e] (1917);  ISLAND OF SPICE  [revusical] Txt. Arthur Morley; Mus. [n/e] (1917);  MISS CHILLY FROM CHILE 
[revusical] Txt. Arthur Morley; Mus. [n/e] (1917);  HOW TO GET RID OF A MOTHER-IN-LAW  [revusical] Txt. Arthur Morley; Mus. [n/e] 
(1918); YACKA HULA HICKEY DULA [revusical] Txt. Arthur Morley; Mus. [n/e] (1918);  LORD FOR A NIGHT  [revusical]  Txt. Arthur 
Morley; Mus. [n/e] (1918); SHIP AHOY [revusical] Txt. Arthur Morley; Mus. [n/e] (1922; ALL ASHORE [revusical] Txt. Arthur Morley; Mus. 
[n/e] (1922); MOTHER GRUNDY [pantomime] Lib. Arthur Morley; Mus. [n/e] (1931). 
 
FURTHER REFERENCE: 
"Clay's Budget."  AV: 4 Oct. (1916), n. pag. 
 
 
 
NAT PHILLIPS 
 
Comedian, producer, director, manager, writer, revue company leader, singer, songwriter, musician, 
sketch artist, acrobat. Born near Brewarrina (NSW) in 1883, Nat Phillips first appeared on the 
professional stage at eight years of age. He formed a partnership with Tommy Armstrong around 
1893 and the pair later toured the USA variety circuits for two years (c1901-03). In 1903 Phillips 
teamed up with Daisy Merritt, and after two years in America they moved to the UK and Europe, 
working primarily for Stoll Moss for some six years (c1906-1912). Returning to Australia in 1912 the 
couple were contracted to the Fullers Australasian circuit as sketch artists. Towards the end of 1914 
Phillips was elevated to the position of theatre manager/producer (Melb and Syd). The following year 
he began presenting his Stiffy character in sketches with Merritt. He also began writing his own 
farces, staging these with the companies he managed for the Fullers. In July 1916 the Nat Phillips' 
Tabloid Musical Comedy Company, starring Stiffy (Phillips) and Mo (Roy Rene) debuted at the 
Princess Theatre (Syd). Phillips wrote and directed all of the troupe's early revusicals, and also scored 
a major hit with his first pantomime, The Bunyip, produced by the Fullers in December 1916. Later 
pantomimes included: Cinderella, Mother Goose, Dick Whittington (Fullers) and Beauty and the Beast 
(George Marlow). Phillips and Rene temporarily split up the partnership (1925-1926) and during that 
period Phillips teamed up with Alec Kellaway (as Stiffy and Erb. Phillips and Rene reunited in early 
1927, but after 18 months dissolved the partnership again. Phillips toured his Whirligig Revue 
Company around Australia and New Zealand from 1928, forming onstage partnerships with several 
comedians, including Alec Kellaway, Syd Beck and Joe Lawman but eventually decided to move away 
from the revusical format and concentrate on songwriting. He died unexpectedly in 1932 shortly 
after negotiating a second Stiffy and Mo reunion with Rene. 
 
         From the evidence available, Stiffy the rabittoh appears to have been the first character on the popular culture 
stage to clearly express and be identified with Australian attitudes and idioms. Nat Phillips idea in creating his alter ego 
was to present a larrikin character from the inner city heartland of Waterloo and Redfern - someone who not only spoke 
the same way as his primary audience, but who's mannerisms, thoughts and expressions were both relevant to and 
reflective of that audience. That Stiffy's widespread appeal came about at a time when Australia had only recently 
begun to consider itself as a distinct and separate nation is not surprising. Australia's early involvement in the First 
World War also played a significant role in providing a groundswell of interest around Australia for local characters 
being depicted on the stage. Stiffy's considerable popularity with audiences right from his introduction in early 1915 
indicates that Australia's popular culture audience was keen to see itself represented on stage. Audiences not only 
wanted fully rounded, immediately identifiable local characters on the stage, but one's which appeared in situations that 
had social and cultural relevance to their everyday lives. Over a period of some eighteen months to two years Phillips 
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refined and developed Stiffy's traits through a series of sketches and farces (often played out opposite his wife Daisy 
Merritt), so that by mid-1916 Stiffy had become something more than a caricature or a two dimensional stage character. 
While Phillips and Merritt certainly found success with their sketches, Stiffy required an onstage foil of equal (and 
male) dimensions that invoked the mateship and egalitarian constructs which were then helping define a type of national 
character. This missing factor was solved in 1916 when Phillips teamed up Roy Rene and created Stiffy and Mo. What 
made their partnership different from virtually ever other comedy duo, however, was that they disregarded the 
traditional straightman/comic relationship, and played off each other for laughs as comic equals. This egalitarian 
approach created an even stronger bond with audiences, because Stiffy and Mo became the embodiment of Australian 
mateship. This ideological perspective, until then overlooked by variety performers and writers, helped turn Stiffy and 
Mo not only into stars, but into Australian social and cultural icons. 
 
 
 
Nat Phillips 
Nat Phillips Collection (UQFL 9 - Box 11) 
(Courtesy of the Fryer Library, University of Queensland) 
 
        Nat Phillips' claim that he was born under a wagon in an Aboriginal camp somewhere near Brewarrina in the 
early 1880s cannot be established for certain. The north-western NSW township is certainly acknowledged in official 
records as his birthplace. As his family does not appear to have had any connections with the area, it is possible that his 
birth occurred during a tour of the area by his parents, both of whom are believed to have been involved in the 
entertainment industry at that time. In a 1914 interview Phillips records that his father had been a concert singer, and 
that his mother's family's connections with the Australian stage went back to her father, Ralph Tolano, a manager who 
Phillips claims was the first person to produce East Lynne in Australia  - this being at Sydney's Royal Victoria Theatre 
("Princess's" 39). Phillips' uncle, Joe Tolano, a popular and well-regarded actor/stage manager in Australia in the late 
nineteenth century, is known to have appeared in productions with W. B. Gill and Edmund Holloway at the Queen's 
Theatre (Syd) in the early 1870s. Over the course of the next two decades Tolano was associated with Bland Holt, 
James Rainford, George Rignold, and the Melbourne-based partnership of Hennings, Stewart, Harwood and Coppin. 
Phillips' earliest memory of being a performer was as a child of eight in the early 1890s when he appeared as an 
acrobat in an amateur "line-up show" at a site where the Sydney Hippodrome would later stand (later the site of the 
Capital Theatre). At age ten he teamed up with another youngster, Tommy Armstrong, and the pair worked 
professionally as child acrobats and dancers, touring Australia for the next ten years before deciding to try their luck in 
America. Sometime prior to leaving for the States (ca 1901), Phillips met variety performer, Daisy Merritt, who was 
then married and the mother of three small children. It is speculated that the pair may have been involved in a 
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relationship at this time. In a Theatre interview conducted in 1914, Phillips mentions that he and Merritt married prior 
to his departure for the US (Dec. 1914, 39). This claim is contradicted, however, by information gathered in later years 
by the family of Jack Phillips (Nat's younger brother), which indicates that the couple married in New York in 1904. 
Phillips' final will, made in 1931, clouds this issue somewhat, however, when he claims that he and his wife had been 
married for 24 years - suggesting that it could have been as late as 1907. What does appear to have happened, though, is 
that Phillips left for America around 1901 without Merritt. She remained in Australia performing and running her own 
dance school in Sydney (opposite the Criterion Theatre). According to advertisements placed in the Sydney Morning 
Herald in early 1903 she specialised in step and fancy dancing. 
        Nat Phillips and Tommy Armstrong are believed to have 
remained together in America for two years before deciding to go 
their separate ways. According to Phillips he sent for Merritt 
sometime prior to the break-up and they opened the night after the 
final Phillips and Armstrong performance (TT: Dec. 1914, 39). 
Phillips and Merritt spent possibly three to four years working the 
American variety circuits (c 1903-05) before heading to Britain 
and Europe. Their reputation by this stage was such that they were 
able to secure a contract with the eminent British variety circuit, 
Stoll Moss. Phillips claims in the 1914 Theatre interview that the 
contract was for 32 weeks each year up until 1916. Over the next 
six or so years the pair played virtually every syndicate hall in the 
UK and appeared on regular occasions at the Coliseum Theatre 
(London). Their act around this time had developed into a comedy 
routine that featured Phillips' piano playing and acrobatic 
capabilities. They also utilised their combined expertise in 
eccentric dancing and vocal work. When not engaged on the Stoll 
Moss circuit Phillips and Merritt toured a number of European 
circuits, playing such countries as Holland, Germany and Russia. 
For these largely non-English-speaking audiences they simply cut 
out their sketch work and relied instead on physical comedy and 
singing (ibid 39). 
 
 
Tommy Armstrong 
Theatre May 1915, 37 
(Courtesy of the Fryer Library, University of Queensland) 
 
 
In 1912 Phillips and Merritt returned to Australia to visit family on what was initially supposed to be a holiday. 
While in Sydney, however, they were offered a two week season by Ben and John Fuller. The reception they received 
the night Ben Fuller saw their act convinced him to offer them a 12 month contract on the spot. The conditions and 
prospects offered were such that they decided against taking up the four years option they still had with Stoll Moss, and 
instead went on the Fullers' Australian and New Zealand circuit for the next two years. In late 1914 Phillips was offered 
the position of manager of the Fullers' Princess Theatre (Syd), a role he undertook in addition to his nightly 
performances. Much of the press attention accorded the pair during this period was highly positive, often making 
special mention of Phillips' multi-faceted roles as manager/writer, composer and actor. As one of the Fullers' senior 
managers, Phillips' role was essentially that of director, writer, performer and accountant. The Theatre records in its 
April 1915 issue, for example, that during the past five months as manager Phillips had contrived to give audiences a 
fresh finale each week. "Mr Phillips is a strong believer in farces," writes the critic. "In all of them Mr Phillips himself 
played the principal comedy part. For acting of this kind he has a distinct gift, and in the farces he was responsible for 
some excellent - indeed memorable - character studies" (43). Three of his farces staged around late 1914 were The 
Gasman, The German Spy and The German Invasion. Phillips' position as manager at the Princess also allowed him 
the opportunity of employing four of his brothers at various times. Ray (scenic artist), Harry (stage director/mechanist) 
and Jack (manager/writer/director) and Dave (manager/ actor/ mechanist) eventually went on to carve out their own 
careers in the Australian entertainment industry. Harry and Dave Phillips worked with the Fraser Film Company during 
their early careers; while Jack followed his older brother into vaudeville management with the Fullers (his initial 
employment as the Princess Theatre's stage manager was elevated to manager from around April 1916 onwards when 
Nat and Daisy temporarily moved to Melbourne to manage the Fullers' Gaiety and Bijou theatres).
50
 Although highly 
regarded as a manager, Nat Phillips' on-stage performances with Merritt appear to have impressed the critics the most. 
In its November 1914 issue, the Theatre drew particular attention to their dancing, suggesting that the couple's "Square 
Rag" and "Seventeenth Century Waltz" were unequalled in terms of grace and charm (33, 37). Interestingly, although 
proposing that Daisy Merritt was invariably "hysterical," the same Theatre critic also suggested that if she was to 
continue forcing her voice to become louder, she ran the risk of losing "every day the little tone it originally 
possessed…" The critic went on to propose that the problem did not seem to be down to faulty production, because 
'production' is a word that can't in any way be applied to her singing" (37).  
                                                          
50    The Nat Phillips Collection (Fryer Library, University of Queensland) also holds a number of scripts and other items belonging to Jack 
Phillips. These indicate that he also wrote and directed a number of revusicals during his career. 
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Daisy Merritt and Nat Phillips  
"The People of Joy and Gladness" 
Nat Phillips Collection (UQFL 9 - Box 3) 
(Courtesy of the Fryer Library, University of Queensland) 
Some time around late 1914 Phillips began 
developing his original larrikin character, Stiffy the 
rabbit-oh, who he first introduced in sketches with 
Merritt early the next year. Australian Variety also 
records in its 10 February 1915 issue that Stiffy was by 
then being included "in a series of concluding farces at 
the Princess" (6). Whether Phillips included Stiffy in 
the act he and Merritt staged during their seven month 
tour of the East, beginning in September 1915, has not 
been established.
51
  Stiffy's popularity at that time, 
however, was such that he was forced to write to 
Australian Variety shortly after leaving Australia 
warning other practitioners that he held the Australian 
rights "to the 'Stiffy' series of sketches recently worked 
by him over the Fuller circuit… [and that it was his] 
intention to proceed against any performers infringing 
on them" (13 Oct. 1915, 12). The Nat Phillips 
Collection contains at least three Stiffy sketches from 
around this period, these being Stiffy the Steward 
(described as a nautical comedy in 3 spasms), Sowing 
the Patch, and Stiffy the Lunatic. The latter sketch is 
believed to have been among the last of his Stiffy 
farces prior to teaming up with Roy Rene.
52
 Australian 
Variety writes of Phillips' exceedingly popular 
character in its 24 May 1916 issue: "Stiffy the Rabbit-
o is a daisy. Nat is a comedian of 'Merritt.' She's a 
daisy, too" (5). 
 
Upon returning to Australia in March 1916, Phillips and Merritt opened in Perth (TT: Apr. 1916, 28), with Nat 
immediately re-introducing Stiffy to Australian audiences. Buoyed by the audience responses he began developing 
around this time several one act musical comedies based around Stiffy's exploits (these later became the first Stiffy and 
Mo revusicals). Perth was followed by a season in Adelaide around May/June. Their stay in Adelaide was cut short, 
however, when the Fullers requested that Phillips return to Sydney so he could take over the reigns of Albert and Maud 
Bletsoe's company, which had just returned from Brisbane minus the Bletsoes. Phillips put together a new troupe 
comprising members of the Bletsoe ensemble (which included an up and coming young comic by the name of Roy 
Rene) and several high profile performers contracted to the Fullers. The company quickly rehearsed Phillips' new 
shows, fine tuning the scripts so as to take advantage of the particular skills of each performer.  The vast experience 
brought to the company from seasoned variety artists like Walter Jackson (aka Walter Whyte), Maisie Pollard, Horace 
Mann and Caddy Franks, and Phillips and Merritt, meant that the ensemble were very quickly able to develop an 
onstage rapport which allowed them to work of each other during the many improvisational scenes, particularly those 
involving Phillips and Rene. The company, billed as Nat Phillips Tabloid Musical Comedy Company, opened for a six 
week season at the Princess Theatre on 16 July 1916 with What O Tonight.  Built largely around the Stiffy character, 
the script called for a Jewish off-sider by the name of Sol, which Phillips' gave to Rene. Although barely 23 years old 
Rene was confident enough even then of his position in the troupe and suggested to Phillips that his character should 
have another name. With opening night almost upon them, Rene had still not come up with a suitable moniker his 
suggestion, "Ikey" had been rejected - possibly due to it having been associated with Bert Le Blanc's popular alter ego, 
Ike Cohen). According to Rene his alter ego's name was eventually chosen when the Princess Theatre's stage doorman, 
Bill Sadler (brother of the theatre's lessee Harry Sadler), said spontaneously one day, "why don't you call yourselves 
Stiffy and Mo" (Rene 63).  
 The initial response to the Nat Phillips' season appears to have caught everyone by surprise. He followed the 
opening production with five more original revusicals (the extent of their repertoire at the time), garnering rave reviews 
from the critics and drawing large crowds to every performance. Within a few weeks of opening it became clear to the 
Harry Sadler and his partner Jack 'Porky' Kearns that they had a hit on their hands, and Phillips had his contract 
extended by a further six weeks. With no more revusicals written Phillips had little option but to begin repeating some 
of the previous shows while desperately writing new material. One of the first new shows to be staged was Yes We 
Don't (better known later as The Plumbers). This production is historically significant in that it was very likely the first 
to be developed by Phillips around both characters rather than around Stiffy. Indicative of the interest in the company 
during its first season together was Australian Variety's unprecedented decision to turn its 30 August edition into a 
special Nat Phillips Company issue. Along with reviews and insights the issue also included several photographic 
spreads, including both the front and back covers. The following issue (6 Sept.) also featured a full page photographic 
spread. A number of comments made in Australian Variety over the course of the season indicate that the Stiffy and Mo 
                                                          
51    The tour is believed to have started at the Empire Theatre, Colombo, Ceylon. 
52     The Stiffy the Lunatic manuscript indicates that it was written on 31 May 1916, barely six weeks prior to the Stiffy and Mo premiere in July. 
See Nat Phillips Archive (Fryer Library, University of Queensland), UQFL9, Box 1b. 
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partnership was but one of several factors which led to the company finding such spectacular success so quickly. 
Indeed, the most often raised factor was Phillips' involvement as writer, director, songwriter, actor and company 
manager. One critic wrote, for example: "He has impregnated the various tabloids with a fund of unadulterated humour, 
altered the choruses almost out of recognition, and arranged his dialogues so as to give each principal a chance of 
showing what he or she can do towards the success of the show," wrote the magazine's variety critic (30 Aug. 1916, n. 
pag.). The unexpected success was not without its problems, however. The pressure put on the company saw Daisy 
Merritt suffer a minor nervous breakdown in September, leaving Phillips and Rene to cover the spot with additional 
improvised 'business' until she recovered (AV: 27 Sept. 1916, n. pag.). Reviewing the company's final weeks the  
Theatre also records in its October issue that "never in its history was the Princess filled night after night for three 
months as it has been by Mr Phillips… The business he did there is easily a record for the building. It is a triumph for 
Mr Phillips that he has every reason to be proud of" (49). 
 Contrary to the long-held belief that Phillips and Rene dominated the shows through their comic interplay, it has 
now been ascertained that the entire troupe, including chorus/ballet played a significant role in elevating the company to 
Australia's leading wartime revusical company.  Indeed, the original company, which boasted the talents of Daisy 
Merritt, Maisie Pollard (who played the juvenile female roles), Peter Brooks (the "handsome" juvenile lead), and 
seasoned vaudeville veterans Horace Mann, Caddy Franks, and Walter Jackson
53
 remained together largely unchanged 
for several years, thus providing a level of continuity and experience that set it apart from all but Bert Le Blanc's 
Travesty Stars. Phillips wasn't opposed to bringing in special guests on occasion, however, with some of the more well-
known being Courtney Ford and Ivy Davis (1916), Harry Sadler (1916) and Nellie Kolle (1917). Some later members 
included: Mike Connors and Queenie Paul (c 1922-1925), Sadie Gale (1927), Amy Rochelle (c 1918-19, 1927), Vince 
Courtney (c 1918), Belle Pollard (c1921-22), Harry Ross (1927-28), and Alec and Jack Kellaway (1927-28). Perhaps 
most interesting is that a survey of reviews published in newspapers and magazines throughout the entire Stiffy and Mo 
company era demonstrates that the troupe was viewed very much as an ensemble, and that the other members were both 
highly regarded and very well-known by their contemporaries. Each performer invariably brought with him or her 
specialty acts or abilities that were incorporated into the shows as feature presentations. A study of the five manuscripts 
held in the Nat Phillips Collection also demonstrates that the stories were built just as much around the ensemble 
characters as they were around Stiffy and Mo, a factor which was significant given that each show ran for 
approximately an hour and would have lagged with audiences had Stiffy and Mo dominated the proceedings as much as 
contemporary historians have led us to believe.  Of course Stiffy and Mo were still the company's major drawcard, with 
each revusical being based around the pair. Over the years as new members came in to the troupe they took over the 
other parts as required, and either added their own stamp of personality to the established roles or were able to originate 
new roles created for them by Phillips.  
There is little doubt, however, that Nat Phillips' twenty or more years as a professional comedian provided the 
foundation which allowed both he and Rene to not only establish a unique and groundbreaking Australian comedy 
partnership but to also push the limits of improvisation into new territory. Interestingly, while Stiffy was generally seen 
as more typically Australian, even despite his strong Irish characteristics, Mo's Hebrew persona and dialect was also 
regarded as being typical of the Australian larrikin. As previously mentioned, Stiffy and Mo ideally suited the times 
because they espoused the ideal of Aussie mateship at a time when the war (and notably Gallipoli) was having arguably 
is greatest impact. In line with this fast-growing national character trait Stiffy and Mo were mates through thick and thin 
(although this certainly didn't stop them from trying to put one over each other). Infused with a sense of fatalism they 
took everything in their stride, accepting their lot in life but always on the lookout for any opportunities - legal or 
otherwise. Their innate sense of egalitarianism meant, however, that any character pretentious enough to think they 
were better than them was in for it. That almost every Stiffy and Mo revusical appears to have involved such characters 
suggests that this was a favoured theme with Australia's popular culture. Another factor in the success of Stiffy and Mo 
was that their choice of attire typified them as city larrikins (and hence they rarely changed their costumes over the 
years). Mo usually wore a singlet, an old pair of pants, a waistcoat, boots and anybody's hat, while Stiffy often sported a 
South Sydney jersey, an ancient pair of pants, an old vest and out-sized boots. "If the lot caught fire, Phillips once noted 
in an interview, "we wouldn't lose five bob between us." Rene was just as quick to point out to Phillips, however, that 
for insurance purposes he should keep in mind that the clothes represented at least several hundred quid in terms of their 
importance to the show!  (TT: Jan. 1919, 4).  
Nat Phillips' success with this new venture made a huge impression on Benjamin and John Fuller Jnr. Already 
aware of his potential as a manager/director, they subsequently commissioned him to produce their 1916 Christmas 
pantomime. Phillips was put him back in charge of running the Princess Theatre during the final months of 1916 so that 
he could work on the production, and over that period of time he collaborated with young Victorian variety entertainer, 
Ella Airlie on a script she had submitted to the Fullers which told the story of a mythical Australian bush creature 
known as the bunyip. Airlie had originally conceived the story as a revusical but without a romance angle the Fullers 
deemed it unsuitable. The original Australian setting and characters were, on the other hand, viewed with some 
optimism, and the Fullers gave Phillips the go-ahead to adapt the script into a contemporary pantomime extravaganza. 
How much involvement Phillips had in the writing of the libretto is not clear, although there was some speculation at 
the time that much of the end result was through Phillips' input, with only the bare bones of Airlie's original story 
remaining. Several songs were contributed by Airlie, however, along with those of the production's music director, Dr 
Herbert De Pinna. Actors Marsh Little, Fred Monument and Vince Courtney also provided additional songs for their 
                                                          
53    Walter Jackson (aka Walter Whyte) was well-known in opera and musical comedy circles as one of the country's foremost tenors, having 
previously been a member of J. C. Williamson's opera company, along with the likes of John Ralston and Dolly Castles. 
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particular scenes. The show, which featured Stiffy and Mo in a number of scenes, was a monumental success for the 
Fullers and firmly established Phillips as the country's most promising new variety/pantomime director. The Bunyip 
toured around the country over the next few years, mostly being presented as part of each Stiffy and Mo season. It 
continued to be revived up until at least 1924, however, in an adapted form, and without Stiffy and Mo. Over the next 
decade Phillips was also contracted by the Fullers to write and/or produce a number of original pantomimes, with these 
being Cinderella, Dick Whittington and His Cat, Mother Goose and Robinson Crusoe. Stiffy and Mo appeared in 
several of these pantomimes. In Cinderella, for example, Mo was a "bailiff who follows his job without malice" and 
Stiffy "his cobber who butts into cottage and palace" (TT: Mar. 1921, 14).  
Although known mostly for his revue writing, directing and performances as Stiffy, Nat Phillips also occasionally 
contributed songs to his productions, one such number being "Palestine," first known to have been performed in 1922 as 
part of the musical comedy revue In the Army (it was sung by Roy Rene). A song celebrating Bert Hinkler's record-
breaking flight to Australia from England was written by Phillips for Amy Rochelle, with other published compositions 
including: "Goodbye Everyone" (1920) and "Rachel Cohen" (1920, possibly co-written with Roy Rene).
54
 He also 
composed songs for both his own pantomimes and other Fullers' productions.  "Grey Hair, Grey Eyes," (co-written with 
Bert Reid) was incorporated into The Bunyip (1916), while "Baby's Rainbow Trail" became a local hit when introduced 
into his 1921 Dick Whittington pantomime. The 1920/21 revival of Frank Neil's Bluebeard also included a Phillips' 
song, "The Piccaninny's Land of Dreams."  
Between 1916 and 1925 Nat Phillips' Stiffy and Mo Company
55
 toured the country, playing in some instances 
seasons of more than six months at a time. Whenever based in any location for a lengthy period Phillips would rent a 
house away from the city so that he and Merritt could maintain some semblance of privacy. He would use morning to 
write new material before joining the troupe for rehearsals and/or matinee shows around mid-day. For the almost eight 
months the company spent in Brisbane in 1918, for example, Phillips lived in the coastal township of Cleveland, 
cementing his reputation as Australia's foremost variety producer by driving his expensive motor car into the city and 
back each day. Reviews in both the industry magazines and the local Brisbane Courier paper frequently called attention 
to Phillips' role as company leader and the exceptional and hardworking support ensemble. An example of this can be 
seen by the fact that 19 weeks into the season the company had staged 17 separate shows - all written and directed by 
Phillips (AV: 28 June 1918, n. pag.).
56
 An example of how busy their tour schedule was can be seen by the company's  
touring itinerary to December 1918 (2 ½ half years), which included: Sydney (12 and 9 weeks at the Princess, 14 weeks 
at the Grand Opera House with The Bunyip); Adelaide (12 weeks); Melbourne (33 weeks); Brisbane (30 weeks); and 
Newcastle (12 weeks). 
In 1922 Phillips and Rene released a book of jokes called Stiffy and Mo's Book of Fun. It is believed to have 
been sold largely at their shows. Not all of the material was their own, however, as they also utilised jokes that had been 
published in English and American collections over the previous years (TT: Feb. 1923, 25).  That same year also saw a 
number of new performers join the troupe, which had until then been remarkably stable. The newcomers included Mike 
Connors and Queenie Paul, Keith Connelly, New Zealander Gladys Shaw, Doc O'Brien and Ida Merton. Despite their 
continued popularity, by 1924 some level of tension began to develop between Phillips and Rene, due in large part to 
both their different natures and the close proximity they shared for nine years. Phillips, the consummate professional, 
paid much attention to detail, organising regular rehearsals and reworking any scenes or characters that fell short of his 
expectations. Rene on the other hand hated rehearsals, preferring to keep things fresh and relying on improvisation 
rather than over-production. While Phillips encouraged improvisation, he nevertheless expected his company (including 
Rene) to know when to return to the script. The strain that emerged as both men pushed the limits of each others' 
patience eventually led to the decision to part ways. A number of sources in later years have claimed that Rene's 
increasingly smutty humour led to the partnership breaking up in 1925. The final straw is said to have occurred in 
Adelaide when Rene uttered a piece of vulgarity regarding the city's nude statues forcing Phillips (or the Fullers' 
management) to sack him.
57
 However, according to Billy Moloney, Rene's humour has been remembered as being much 
worse than was ever presented. "I was able to see a lot of Mo [and] while there  was a  certain  amount of double 
entendre,  there was never a tithe of the smut that unreliable memories and distorted hearsay have attributed… actually 
one needed a dirty mind to know what was going on" As Moloney recalls Mo saying once: "Thometimeth my gath have 
a double meaning. I object to a thow vere ther ith no get-out. I leave it to the audienth to take thingth dirty if they vant 
to." As Moloney further notes the problem was that often the audience found dirt where none was intended: "Mo's 
expressive leer was no sure sign of lechery. For all his reputation, Roy Rene was most critical of other comedians' 
'blueness'" (23-4). A comprehensive analysis of reviews published throughout their career together also supports 
Moloney's claim, with mention of Rene's blue humour being found in only a couple of isolated instances, and then only 
                                                          
54  The Nat Phillips Collection also contains a number of lyrics to songs written by Phillips (see UQFL9 Box 1c). 
55   It has long been assumed that the troupe went by the name the Stiffy and Mo Revue Company (or just Stiffy and Mo). While this moniker was 
sometimes used as a short hand reference to the troupe, most official advertising, and many reviews throughout the troupe's first decade together 
routinely refer to it as Nat Phillips' Stiffy and Mo Company. The Tabloid Musical Comedy Company moniker is believed to have been dropped 
sometime around 1917. Advertisements in the Fullers own magazine, Fuller News, continued advertising the troupe as Nat Phillips' Stiffy and Mo 
Company as late as 1922. 
56  While it has been claimed that other writers (notably Vic Roberts) wrote some of the Stiffy and Mo scripts, there is no evidence that this 
occurred prior to 1925, and indeed all the shows advertised in Fuller News in 1922 indicate that Phillips was the author. 
57      Charles Norman's account indicates that prior to the disbanding of the company, and while still in Adelaide, Rene was actually sacked by the 
Fullers' manager, Bert Lennon, for making the statue joke (a topic decreed to be off-limits by Ben Fuller). There is no date given for this incident, and 
Norman indicates that the problem was resolved within a week. No mention is made of Nat Phillips finding the joke offensive (178-9). 
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towards the end of their reunion period (1927-28).
58
 Supporting Moloney's observation is the fact that this dissertation's 
comprehensive survey of reviews and insights published in newspapers and magazines between 1916 and 1925 has 
failed to find any evidence indicating that the critics or audiences saw Rene's humour as offensive. Indeed, the 'blue' 
humour myth has come about through both exaggeration and the assumption that Rene's humour in later years was 
similar to that he presented during his career with Phillips.   
        During their 18 months separation between mid-
1925 and early 1927, Phillips and Rene both worked in 
partnership with other comedians. While Phillips found 
some success when he teamed up with Jack Kellaway 
(as Stiffy and 'Erb);
59
 Rene initially changed career 
direction by appearing (to much acclaim) in the play, 
Give and Take (1925-26) opposite American comedian, 
Harry Green. He later partnered Fred Bluett (as Bluett 
and Mo) on the Tivoli circuit. When Rene renegotiated a 
contract with the Fullers in early 1927, it was suggested 
that he and Phillips should get back together again. Rene 
subsequently travelled to Brisbane where Phillips' 
Whirligig company had been playing since October the 
previous year and joined the troupe for its final few 
weeks in late February. These shows were billed as 
featuring Stiffy, Mo and 'Erb. On 19 March the re-
branded Stiffy and Mo company opened at the Fullers 
Theatre (Syd), leading Just It magazine to record that the 
reunion "almost overshadowed the Royal visit," such 
was the public's interest (31 Mar. 1927, 28). By August 
the same magazine reported that in the 21 weeks Stiffy 
and Mo had been playing in Sydney "there has never 
been the slightest let-up in the attendance- afternoon [or] 
evening" (11 Aug. 1927, 28). By mid-September, the 
company had played 300 consecutive performances, a 
house record (JI: 15 Sept. 1927, 28).  
 
 
Roy Rene and Nat Phillips (c mid-1920s) 
Nat Phillips Collection (UQFL 9; Box 11)  
(Courtesy of the Fryer Library, University of Queensland) 
Although the reunion attracted huge audiences and garnered mostly favourable responses from the critics, Phillips 
and Rene remained together for only another 18 months, ending the partnership shortly after the conclusion of their 
New Zealand tour. The reasons for the split were never made public at the time, and it has long been assumed but the 
pair parted ways due to irreconcilable personal issues. In an interview conducted in 1975, Sadie Gale records, however, 
that Phillips' decision was both a response to his dissatisfaction with the Fullers (specifically his contract) and his belief 
that he and Rene were essentially repeating themselves and that the partnership was therefore going stale. Gale also 
indicates that Phillips had become increasingly more interested in songwriting, and that this was leading him more and 
more into the territory of revue rather than revusical.   
From a historical perspective it is likely that this final period of the partnership is the one that has effectively 
helped create the myth surrounding Nat Phillips' and Roy Rene's onstage relationship, and in particular the belief that 
Rene was the lead comedian and Phillips the straightman or foil. Evidence from various contemporary sources 
contradict this notion, however, and instead indicate that both men were equals in the comedy department throughout 
their career together. A Theatre article from 1919 notes, for example: "Ignoring precedent in comedy doubles, neither 
Stiffy nor Mo works straight. Both play for laughs. There is this difference, however - Stiffy is 'a head,' and Mo is a 
would-be-sport. Stiffy relies on slang and Mo attempts it and gets tangled up in the lingual meshes so to speak" 
("Giving the Public," 3-4). Some eight years later Just It noted the same pattern in their on-stage roles: "The custom of 
stage partnerships is a comedy man and a straight man. The purpose of the latter is to feed the former. In this respect 
Stiffy and Mo are undoubtedly a rarity. Both are comedians… In turn, explains Phillips, we feed each other. Sometimes 
he is the feeder allowing me to score off him; and at other times I am the feeder - allowing him to score off me. 
Personal feelings - the jealousies that actuate so many actors go by the board" (7 Apr. 1927, n. pag.). It is believed that 
                                                          
58  An examination of the reviews published in the major metropolitan newspapers between 1916 and 1928 indicates that the issue of risque or 
offensive humour was raised only in a few instances, and then mostly during the final 12-18 months of their partnership. Furthermore whenever the 
'doubtful nature of the humour' is mentioned neither comedian is singled out, suggesting that Nat Phillips was viewed as being equally to blame. An 
item from the Bulletin's 'Sundry Shows' page in 1927 explains one reason for the occasional lowering of the comedy tone: "On Saturday Stiffy and 
Mo kept the crowded audience at Fullers' Theatre in a roar of hilarity with matter which had few objectionable features; the stuff that calls for 
managerial interference appears to creep in on some of the week nights, in an endeavour to play up to a section of the audience that least deserves 
consideration. The pair are good enough comedians to do without stuff of this sort; and the management should insist that they shall do without it" (7 
Apr. 1927, 52). Interestingly, during the 1924/1925 period no reference to 'blue' or morally contentious humour can be found in any reviews published 
in either the Sydney Morning Herald or the Argus. It is only the Age which appears at this time to have questioned the comedians' delivery, and then 
only on a couple of occasions during the company's four month season at the Bijou. In one review for example, the paper's theatre critic writes: 'Their 
work is as fresh as ever but there is still a tendency to create a doubtful type of humour' (23 Feb. 1925, 11).  
59  Several contemporary sources have claimed that Phillips formed a partnership with Joe Lawman during the Stiffy and Mo separation, but this 
is incorrect as Lawman did not join Phillips' troupe until the early 1930s. The claim that Phillips also temporarily teamed up with Syd Beck has not 
yet been confirmed. 
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the historical record has been distorted over the years due to a lack of sustained primary research into Stiffy and Mo 
combined with an over-reliance on erroneous and biased memoir. Indeed, much of what has been written appears to 
reflect only the last year or so of the Stiffy and Mo partnership, a period when Phillips interest in had lessened 
considerably, thus allowing Rene a greater roll in their shows than had previously been the case. There is certainly no 
evidence to support the claim that Phillips was Rene's foil between 1916 and up until at least mid-1927. 
Following the dissolution of Stiffy and Mo in late 1928, Nat Phillips revived the Whirligig Revue Company, 
engaging familiar faces like Daisy Merritt, Jack Kellaway and Dan Dunbar from the previous Stiffy and Mo/Whirligig 
ensembles, and began staging a type of production perhaps best described as "revuette" - a genre which appears to have 
relied less on narrative, and more on songs. The increased competition from the 'talkies', and the subsequent downsizing 
of the live theatre industry made life much more difficult for all vaudevillians, including Phillips. One of his final large 
scale productions was Beauty and the Beast, which he directed for George Marlowe at the Grand Opera House (Syd) 
beginning 26 December 1930. Around 1930/1931 Phillips engaged comedian, Joe Lawman, to co-star opposite him in 
the Nat Phillips' Revue Company (the troupe's last line-up before its leader's death in 1932). Phillips and his ensemble 
played a ten months season at the Grand Opera House, breaking that venue's box office record in the process. They later 
returned to play a short season in early 1932 (beginning 25 January). Phillips' repertoire at this time appears to be a 
combination of new revues (including Back Again, Joy Spots, Heads Off and Au Revoir) and revivals of some classic 
Stiffy and Mo revusicals - notably All Aboard and At the Grand. Following the Grand Opera House season Phillips and 
Lawman appeared in The Follies of 1932, a 'stars of the past'-show staged at Sydney's Theatre Royal (28 Mar. - 4 Apr.). 
Among their fellow veterans were Minnie Love, Stan Foley, Maurice Barling (ex-Barling and Dale), Dan Weldon and 
Winnie Edgerton. According to Sadie Gale, Phillips and Rene had agreed to reunite second time, but that this possibility 
ended on 21 June 1932 when Phillips unexpectedly died in Sydney. 
As a company leader and producer Nat Phillips was 
noted to be a stickler for professionalism. Even so, he had 
been in the business long enough to know that artists needed 
to be treated with respect, and from all reports he was more 
than able to accommodate most idiosyncrasies. Australian 
Variety records in 1917, for example, that his managerial 
style had come in for much favourable appreciation, with all 
the performers under his control appreciating his nonchalant 
manner. Phillips "is entirely devoid of affectation," wrote 
one critic. "He is, however, a very hard worker, and whilst 
he endeavours to instil the same feeling in those under his 
charge, he handles them in such a manner that he has gained 
the wholesome regard of the firm and all those connected 
with [The Bunyip] pantomime" (17 Jan. 1917, n. pag.). The 
amount of work under-taken by Phillips even over the 
1927/28 period seems not to have been reduced. M.A. Keup 
records for Just It: 
 
The medium of revue for the display of Stiffy and Mo is 
wise, as this class of entertainment is all sorts of shows and 
nothing long. The writing of the 'book' and compiling of the 
music numbers is the work of Mr Phillips (Stiffy), who must 
work all round the clock. The amount of work involved in 
weekly changes of revue, must make hard labour in the 
'cooler' a mere trifle. Not only do the company supply two 
shows a day, but they have to rehearse the revue for the 
following week. The quantity of interludes, songs, dances 
and jokes incorporated in one of the [Stiffy and Mo] revues 
reflects credit on the Napoleonic genius of the producer, Nat 
Phillips, whose ingenuity seems to know no frontiers. He 
has already proved his capacity in this class of work and also 
in pantomimes. He is the Augustus Harris of Australia" (12 
May 1927, 28).) 
 
 
Nat Phillips as Stiffy 
Nat Phillips Collection 
(UQFL 9 - Box 11) 
(Courtesy of the Fryer Library, University of Queensland 
        
 From an historical perspective it was Phillips' introduction and continued development of an urban Australian 
larrikin that was perhaps the most significant achievement. While his career rose to the very top of the Australian 
variety industry and also included more than a decade of international touring it was his Stiffy character that helped 
establish both his own iconic status in Australia and encouraged other variety performers and revusical comedians to 
similarly draw on Australian identity in the construction of their characters. As he indicates in the 1919 Theatre 
interview: "Until I brought Stiffy on the scene the Australian low-life character - the larrikin - was always portrayed as 
a [London] coster. This always appeared incongruous to me. It came about as the result of imported comic songs and 
comedy routines. I decided to try the experiment with the Sydney larrikin. Steele Rudd made Dad and Dave an 
Australian bush type. I determined to come nearer home and present a city type. I couldn't have wished for greater 
success along the line I followed" ("Giving the Public" 4). 
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MUSIC THEATRE WORKS: 
WHAT O, TONIGHT  [revusical] Txt. Nat Phillips; Mus. [n/e] (1916); A SPORTING CHANCE [revusical] Txt. Nat Phillips; Mus. [n/e] (1916); 
ALL ABOARD  [revusical] Txt. Nat Phillips; Mus. [n/e] (1916); YES WE  DON'T  (aka PLUMBERS) [revusical] Txt. Nat Phillips; Mus. [n/e] 
(1916);  WATCH THE STEP  [revusical] Txt. Nat Phillips; Mus. [n/e] (1916);   GEE WHIZZ  [revusical] Txt. Nat Phillips; Mus. [n/e] (1916); 
THE BUNYIP  [pantomime]  Lib/Lyr. Ella Airlie, with Nat Phillips; Mus. Ella Airlie and Herbert de Pinna; Add Mus/Lyr. incl. Nat Phillips and Bert 
Reid, Vince Courtney, Fred Monument, Marsh Little  (1916); AT THE RACES [revusical]  Txt. Nat Phillips; Mus. [n/e] (1917); ); SHOPWALKERS 
[revusical]  Txt. Nat Phillips; Mus. [n/e] (1917); OH DOCTOR [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); PAINTERS [revusical] Txt. Nat 
Phillips; Mus. [n/e] (1917); POLICEMEN (aka POLICE) [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); MANICURE, SIR? (aka THE BEAUTY 
PARLOUR)  [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); WHARFIES (aka ON THE WHARF) [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); 
IN A HAREM (aka THE PORTERS) [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); WAITERS [revusical] Txt. Nat Phillips; Mus. [n/e] (1917); IN 
THE ARMY (aka TWO STRIPES / SOLDIERS) [revusical]  Txt. Nat Phillips; Mus incl. Nat Phillips (1917); CHINAMEN [revusical] Txt. Nat 
Phillips; Mus. [n/e] (1918); MEXICANS (aka BULLFIGHTERS, IN MEXICO, MEXICO, IN SPAIN and TOREADORS) [revusical] Txt. Nat Phillips; 
Mus. [n/e] (1918);  A POT POURRI (aka GO AS YOU PLEASE) [revue] Txt. Nat Phillips; Mus [n/e] (1918); BABES IN THE WOODS  
[pantomime] Lib. Nat Phillips; Mus. various incl. W. Hamilton Webber, Vince Courtney and Walter Whyte (1918); DUSTMEN [revusical] Txt. Nat 
Phillips; Mus. [n/e] (1918); JOCKEYS [revusical] Txt. Nat Phillips; Mus. [n/e] (1918); IN THE SURF  (aka SURFERS / MIXED BATHING) 
[revusical] Txt. Nat Phillips; Mus. [n/e] (1918);  BLACK HAND SOCIETY [revusical]  Txt. Nat Phillips; Mus. [n/e] (1918); LORDS [revusical] 
Txt. Nat Phillips; Mus. [n/e] (1922);  IN THE HOSPITAL [revusical] Txt. Nat Phillips; Mus. [n/e] (1918); CINDERELLA [pantomime] Lib. Nat 
Phillips; Orig Mus. W. Hamilton Webber; Add Mus incl. Vince Courtney and Amy Rochelle (1919); CONFIDENCE MEN [revusical] Txt. Nat 
Phillips; Mus. [n/e] (1919); THE SANITORIUM [revusical]  Txt. Nat Phillips; Mus. [n/e] (1919); IN THE BANK (aka BANKERS / THE BANK) 
[revusical] Txt. Nat Phillips; Mus. [n/e] (1920); AT THE RECEPTION [revusical] Txt. Nat Phillips; Mus. [n/e] (1920); DICK WHITTINGTON 
AND HIS CAT [pantomime] Lib. Nat Phillips; Orig Mus. W. Hamilton Webber; Add Mus. incl. Nat Phillips (1921);  THE CLUB [revusical] Txt. 
Nat Phillips; Mus. [n/e] (1921); MOTHER GOOSE  [pantomime]  Lib/Lyr. Nat Phillips; Orig Mus/Lyr. Hamilton Webber; Add Mus. [n/e] (1922);  
IN SOCIETY [revusical] Txt. Nat Phillips; Mus. [n/e] (1922); REMNANTS  [revusical] Txt. Nat Phillips; Mus. [n/e] (1924); AT THE GRAND 
(aka BELLBOYS)  [revusical]  Txt. Nat Phillips; Mus. [n/e] (1924); SAILORS [revusical] Txt. Nat Phillips; Mus. [n/e] (1924); ROBINSON 
CRUSOE [pantomime]  Lib. Nat Phillips; Mus. [n/e] (1925);  THE BAILIFFS [revusical] Txt. Nat Phillips; Mus. [n/e] (1925);  OH AUNTIE 
[revusical]  Txt. Nat Phillips; Mus. [n/e] (1926); THE WEDDING PARTY  [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  CONVICTS IN 
CLOVER [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  LAW AND ORDER [revusical] Txt. Nat Phillips; Mus. [n/e] (1927); BUYING A 
BUSINESS  [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  THE MUSTARD POT [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  BACK 
AGAIN [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  HAVE A BATH, SIR! [revusical] Txt. Nat Phillips; Mus. [n/e] (1927);  THE CABARET 
[revusical] Txt. Nat Phillips; Mus. [n/e] (1928); AT THE HUNT [revusical] Txt. Nat Phillips; Mus. [n/e] (1928); MONEY TO BURN [revusical] 
Txt. Nat Phillips; Mus. [n/e] (1928); BEAUTY AND THE BEAST  [pantomime] Txt. Nat Phillips et al; Mus. [n/e] (1930); BACK AGAIN [revue] 
Txt. Nat Phillips; Mus. [n/e] (1932); VERY NICE, TOO [revue] Txt. Nat Phillips; Mus. [n/e] (1932); JOY SPOTS [revue] Txt. Nat Phillips; Mus. 
[n/e] (1932); AU REVOIR [revue] Txt. Nat Phillips; Mus. [n/e] (1932); PRETTY KETTLE OF FISH, A [revusical] Txt Adapt. Nat Phillips; Mus. 
[n/e] (n. yr.); STRIKE BREAKERS [revusical] Nat Phillips (possibly J. Bryant); Mus. [n/e] (n. yr). 
 
FURTHER REFERENCE: 
"Australian Pantomime: The Bunyip." TT: Oct. (1916), 19. 
AV: 30 Aug. (1916), v. pags.   [Nat Phillips Tabloid Musical Comedy Company special edition] 
Chance, Victoria. "Nat Phillips."  CTTA: (1995), 441. 
---   "Stiffy and Mo."  CTTA: (1995), 561. 
Gale, Sadie. National Archives of Australia, ABC Tape CA6879 / C528741-1, 1975). 
"Giving the Public What They Want."  TT: Jan. (1919), 3-4. 
Nat Phillips Collection. Fryer Libray (UQ). Manuscripts. 
Parsons, Fred. Man Called Mo, A. (1973), v. pag. 
"Princess's New Manager: A Performer from the Age of Ten."  TT: Dec. (1914), 39. 
Rene, Roy. Mo's Memoirs.  (1945), v. pag. 
Spotlight. "The Bunyip." TT: Jan. 1917, 22. 
Stone, Richard. "Like a Hippo and Something Else: An All-Australian Bunyip Pantomime." 
X-Ray. "Month in Vaudeville."  TT: Jan, 1915, 47; Apr. 1915, 43. 
 
 
 
PHILLIPS SISTERS 
 
Duettists/dancers/impersonations. Eileen and Bessie Phillips, daughters of Mrs Norah Phillips of 
Brisbane, were raised in Kelvin Grove, Brisbane. They began performing in southwest Queensland 
around 1911, and are believed to have toured New Zealand around late 1913 and early 1914. 
Following this the sisters began their association with Harry Clay, touring Queensland in 1914, and 
eventually spending some seven years with his company.  The Phillip Sisters also toured Queensland 
for Clay in 1916 and 1917. A popular vaudeville act they secured regular engagements with other 
leading variety firms during this period, too, including the Fullers, Dix-Baker (Newcastle), the Tivoli 
organisation, and Weston and Hill. The duo toured Western Australia with James Caldwell, Bessie's 
husband, c1921-22, and later returned to the East Coast and elsewhere with the Fullers. The 
Phillips Sisters continued to secure contracts with Harry Clay during the mid-to-late 1920s.   
 
         Not to be confused with Gertie and Hilda Phillips (who were also known as the Phillips Sisters, and who are 
believed to have been the act that toured with Harry Clay in 1904), Eileen and Bessie Phillips were born and raised in 
Kelvin Grove (Brisbane). Their stage act lasted more than twenty years, beginning with professional engagements in 
Queensland as early as 1911. It is known, for example, that they appeared on a bill with Julian Rose (the internationally 
known Hebrew comic) at Martoo's Olympia Theatre, Ipswich in March that year, billed as "Eileen Phillips and her 
Charming Little Sister" (QT: 16 Mar. 1911, 1). They toured New Zealand with an as yet unidentified company around 
late 1913 and early 1914, and upon their return to Australia were offered a contract from Harry Clay to tour 
Queensland. Returning to Sydney after their first northern tour the sisters became regulars at Clay's Bridge Theatre 
headquarters, establishing themselves as big favourites with the Newtown audiences over the next seven years.  
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        As Australian Variety records: "The Phillips 
Sisters, with attractive costumes, again performed 
exceedingly well together, and went very big; these 
two girls should make a hit on any bill, as their turn is 
well put over" (13 Oct. 1915, 12). The reception the 
sisters were receiving in Sydney, combined with the 
audience reactions to their earlier Queensland tour saw 
them offered a further two northern engagements, the 
first in 1916, followed by another in 1917. On their 
off-time with Clays they pair also secured regular 
engagements with a number of other leading 
managements, including the Fullers.   
         In 1917 Australian Variety said of the pair, they 
are "one of Australia's most versatile double acts. 
Their repertoire is an extensive one, and their work of 
a very high calibre. During the past two years they 
have been prominent on Harry Clay's circuit - a fact 
which speaks volumes for their ability" (17 Jan. 1917, 
n. pag.). This was echoed by the Theatre the following 
month: "The Phillips Sisters are great favourites with 
the Harry Clay-ites at the Newtown Bridge Theatre. 
What a captivating manner has the darker one of the 
two" (Feb. 1917, 32). Some further critiques over the 
next few years include: 
 
 
 
 
The Phillips Sisters 
(L-R: Bessie and Eileen) 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
The Philips Sisters are still very popular. Eileen's smile and Bessie's pose will never fail. Always something 
new to offer, with artistic dressings, these two clever girls never fail to score" (AV: 1 Mar. 1918). 
 
The Phillips sister who plays the girl could be much more expressive in face and gesture. Largely because of 
what she lacks in this direction may the success of the turn be said to rest wholly with the boy-attired sister. 
They had to give three numbers nightly at the Princess (Syd) during [last month]. Even then the audience would 
have had more of them if it could have got it (TT: Nov. 1918, 24). 
 
The Philips Sisters must be about the most popular pair of girls in Australian vaudeville.... the audience are 
aglow with appreciation all the time the duo are on the stage (TT: Oct. 1919 28). 
 
Bessie and Eileen Phillips had to respond to no less than three encores last Monday evening; they dress 
luxuriously in their quaint, old-fashioned minuets (AV: 13 Apr. 1921, 15). 
 
 Eileen Phillips often played the boy role in their turns, and was said to have a voice remindful of Nellie Kolle in 
the volume of her delivery, and in appearance and manner that of Effie Fellows (TT: May 1916, 51). She was also 
acknowledged for her "easy confident manner, and the way she captivates the audience" (TT: Jan. 1918, 37). In many 
respects Eileen was the one who received the most critical acclaim throughout their career. Despite the somewhat 
uneven nature of their reported talents, the two were undeniably popular with audiences around the country.  
  In 1921 the Phillips temporarily ended their seven year association with Harry Clay to take up an extended season 
at the Shaftsbury Theatre in Perth, leaving with James Caldwell (who had been married to Bessie since September 
1919) along with Ivy Davis and Courtney Ford, and the Paulastros. By 1924, however, the pair were back on Clay time, 
continuing regular engagements up until at least 1927. 
 
 
 
ROY RENE 
 
[The following entry engages primarily with Roy Rene's career up until the mid-1930s.]  
 
Comic, revusical, pantomime, film and radio actor, singer. Born Harry Van der Sluice in Adelaide on 
15 February 1892. Roy Rene made his professional debut at age 13 in Sinbad the Sailor (Theatre 
Royal, Adelaide). He worked on the Melbourne vaudeville stage from 1905 as "Boy Roy the Singing 
Soprano," and at age 16 secured engagements with Frank M. Clark (Melb) and James Brennan (Syd) 
before accepting a role in J. C. Williamson's touring production of The Whip. Between 1913 and 1914 
he was employed largely by Harry Clay to tour his Sydney suburban and regional Queensland 
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circuits. Rene left Clay's in mid-1914 to join J. C. Bain (Syd) and began developing a Hebrew comedy 
act. The following year he signed with Fullers Theatres Ltd, initially touring New Zealand before 
joining the Albert Bletsoe Revue Company (1915/16). In late June 1916 Rene was invited to by Nat 
Phillips to partner him in his newly formed Tabloid Musical Comedy Company. As Stiffy and Mo the 
pair not only became Australia's most popular comedy duo of the era but also established icon 
status in Australian popular theatre history. They remained together until 1925, touring revusicals 
and appearing regularly in Fullers' pantomimes, notably The Bunyip (1916), Cinderella (1919), Dick 
Whittington and His Cat (1921) and Mother Goose (1922). Phillips and Rene disbanded the troupe for 
18 months between 1925 and 1927, with Rene initially turning away from the variety stage to star 
opposite American comedian Harry Green in Give and Take (1925-26). He later partnered Fred Bluett 
(as Bluett and Mo) briefly on the Tivoli circuit (1926). In 1927 Phillips and Rene reunited as Stiffy 
and Mo, and went on to play box office-breaking seasons around Australia and New Zealand before 
eventually separating for the final time in late 1928. Rene married Sadie Gale in early 1929, following 
his divorce from variety artist Dorothy 'Dot' Davis (1917-1929). Together they formed Mo's 
Merrymakers and toured for the Fullers and Clay's Bridge Theatre Company (including a North 
Queensland tour). Rene joined forces with Mike Connors and Queenie Paul around 1931, presenting 
revue, and also appeared occasionally on stage with Jim Gerald, one of his arch rivals for "the mob."  
In 1933 Ken G. Hall directed Rene in his only film, Strike Me Lucky. He continued to perform on 
stage past the Second World War, and in 1946 signed a contract to appear on radio - where he 
presented his much acclaimed McCackie Mansion series. Rene died on the 22nd of November 1954 
after several years of ill health. 
 
 The son of cigar manufacturer Hyam (or Henry) Van der Sluice and Amelia (nee Barnett), Roy Rene won a 
singing competition in his home town of Adelaide at age ten. Three years later, and shortly before his family moved to 
Melbourne, he made his appearance on the professional stage as a juvenile in Sinbad the Sailor (Theatre Royal). In 
later years Rene said that it was after he arrived in Melbourne that he began to seriously study vaudeville performers on 
the Rickards circuit in the hope of making it big in that business himself (Rene 31). Over the next few years he found 
occasional work on suburban vaudeville programmes as "Boy Roy the Singing Soprano," and when his voice broke as 
"Boy Roy." Although he secured an engagement with Frank M. Clark in Melbourne while aged 16, his career during his 
teens was largely unremarkable. In 1910, however, he was noticed by entrepreneur James Brennan who subsequently 
gave him an opportunity to appear in Sydney at the National Amphitheatre. It was around this time that he changed his 
stage name from Boy Roy to Roy Rene (after the famous French clown). He remained on Brennan's circuit through 
until at least late 1911, with the engagement also including seasons in Melbourne (Gaiety Theatre beginning 15 May) 
and in Brisbane with Brennan's touring Vaudeville Entertainers Company (Theatre Royal, 18 Sept.).  
 He returned to Melbourne for around a year before accepting a minor role as stable hand and jockey in J. C. 
Williamson's production of The Whip. One of his fellow stable hands in the production was Vic Hagan, the son of 
Martyn Hagan and Lucy Fraser (see their entry in this appendix). After The Whip closed in Sydney Rene decided to 
remain in the city as he thought "there was more scope for [him] there," but in fact "found things even more difficult 
than [he] had working in the Melbourne suburbs." An accidental meeting with Harry Clay in early 1913 (possibly 
around April) changed things dramatically, however. Clay offered the young comedian a tryout at his recently opened 
Bridge Theatre in Newtown which led to regular engagements in Sydney (Rene 41-2). A few months later he was also 
given the opportunity to join Clay's touring Queensland company on its return leg south from Charters Towers. Others 
to have appeared on the tour with Rene were Ward Lear, and the up-and-coming team of Les Shipp and Jim Gaffney. 
Upon his return to Sydney Rene went back on to work at Clay's Newtown headquarters, continuing to appear there on a 
frequent basis until around mid-late-1914. Billed as a comedian and impersonator, performance reviews of Rene's 
appearances on Clay's Sydney and Queensland circuits indicate that he was a popular addition to troupe. Of his time 
with Clay's company Rene readily admits that he benefited greatly from the guidance given to him by several 
experienced Clay comedians - particularly Ted Tutty and Frank Yorke (Rene 53).   
While Rene was mostly associated with Harry Clay during the years 1913 and 1914, he is known to have accepted 
other casual engagements whenever they became available. For example, he appeared at the Gaiety Theatre (Melb) in 
November 1913 and the Lyric Theatre (Fitzroy) in January 1914. He was also one of a select group of entertainers to 
perform at a special smoke concert for the Australian Terriers Society, a club for which his brother Albert Sluice (a 
prominent bookmaker) would later hold an executive position. For this evening Rene joined other established celebrities 
such as Leonard Nelson, Alf Edwards, and Levante in entertaining the large audience of members. It is clear, however, 
that by mid-1914 Rene had established himself as a feature attraction at Clay's Bridge Theatre, with reviews often 
highlighting his singing as much as his comedy. His reputation (and personality) was such that he was included in a 
"Can You Imagine" section of Australian Variety in its 19 August issue of that year. His inclusion simply asked "Can 
you imagine Roy Rene going to Church" (n. pag.). Reviews published in the same magazine around mid-1914 also 
record:   
 
Roy Rene has established himself as a firm favourite [at the Bridge Theatre], and does much to make the first part 
go; his songs are sure winners, and he has such a way with him on stage one has to look and laugh at him, which  
is a valuable asset to such a comedian" (8 July 1914, 13) 
 
Roy Rene does not get off under four songs nightly, which says well for this performer" (15 July 1914, n. pag.) 
 
Roy Rene and Ted Tutty share the applause for the first part - neither can be separated" (22 July 1914, 6) 
 
 It has not been established when Rene ended his association with Harry Clay in 1914, but it appears that sometime 
between August and December he undertook a brief engagement with J. C. Bain at the Princess Theatre (Syd). An 
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Australian Variety review from around this period reports on one of his performances with Bain: "Roy Rene, the well-
known akim-foo comedian and the originator of that beautiful phrase, 'I haven’t got a feather to fly with,' left his end 
coat at home the other night. Being stuck up somewhat for the most desired article, he espied an old dummy used in 
farces hanging up on one of the flies. Promptly letting it down, he seized the bob-tail coat of the scarecrow and emerged 
triumphant, just as the rag went up. It fits him good so he's hanging on to it" (14 Oct. 1914, 7). Interestingly, Rene notes 
in his autobiography that until the time he was with Bain in Sydney he'd never done a Jewish act at all:  
 
I'd never thought of being a Hebrew comic. It just simply had never occurred to me. After Clay, I was working 
with Jim Bain at the Princess Theatre, the Sydney one, when the cast kidded me into doing some imitations of 
Jordan and Harvey, and the famous Julian Rose.... I was working as a cornerman, still black-face, but I had learnt 
one of their numbers, "Yiddle on your Fiddle, Play Some Ragtime," and did it. Then I did an imitation of Julian 
Rose in his act "Levinsky at the Wedding." It was supposed to be an imitation of Rose, but I was no more like 
him than a fly in the air, though somehow with a black-face the act was a riot. What started out as a joke in the 
first place turned out to be the most important thing that ever happened to me in my career. That piece of black-
face fooling led to my eventually developing into a real comic (Rene 45-46). 
 
Although Rene claims that his engagement with Bain was the start of his Hebrew comedy career, Harry Clay's 
tour advertising notes that his comic delivery was in the tradition of Rose, a reference that Australian audiences would 
have understood because the American Hebrew comedian had by then made several visits to the country. The confusion 
may well be explained by the comment Rene makes in relation to blackface makeup. It appears that while Rene did not 
use traditional Hebrew comedian make-up (of the type he is best remembered for) when working with Clay's company, 
audiences may still have associated him with Jewish in response to his ethnic background and perhaps some of the 
Jewish subject matter incorporated into his jokes and patter. 
 It was while under contract to Bain that Rene came to the personal attention of Ben and John Fuller and was 
subsequently signed to that firm. In late December 1914, shortly before undertaking a tour of New Zealand for the 
Fullers he accepted a number of engagements in Victoria (including Bendigo). It is unclear, however, under whose 
management he was under at that time. Sometime after returning to Australia the Fullers offered him a place in a 
revusical company headed by Albert Bletsoe and his sister Maud. While it has not been ascertained when Rene joined 
the company it was likely to have been prior to the Bletsoe's season at the Fullers National Theatre in late November 
1915. Among the productions staged by the troupe were Fun in a Sanatorium and In Vacation Time. Rene remained 
with the troupe up until June, at which time it appears that the Bletsoes either left or were fired by the Fullers following 
an engagement at the Empire Theatre in Brisbane.  
   Upon its return to Sydney the troupe was appointed a new leader by the Fullers. Nat Phillips, then one of the 
firm's senior managers and local headline performers, was recalled from Adelaide to take up the position. He engaged 
some new and more experienced performers (including his wife, Daisy Merritt), while keeping a few of the previous 
performers, notably Rene and dancer/choreographer Rosie Bowie, and put the company through a very quick rehearsal 
period. Billed initially as Nat Phillips' Tabloid Musical Comedy Company, the troupe made its debut on 16 July 1916 
with the revusical What O Tonight. Initially devised by Phillips' to highlight his Stiffy character, the script also called 
for a Jewish off-sider by the name of Sol, which he gave to Rene. Although barely 23 years old, Rene was confident 
enough to suggest to Phillips that his character should have another name. However when Rene had not come up with a 
suitable moniker with opening night almost upon him, the Princess Theatre's stage manager/doorman, Bill Sadler 
(brother of Harry Sadler) spontaneously suggested "why don't you call yourselves Stiffy and Mo" (Rene 63). The initial 
response to the company's debut season was above all expectations, with critical attention shared largely around the 
ensemble, although Nat Phillips as writer, director and co-star was generally given the greatest space. What Oh Tonight 
was followed by six more original revusicals, the extent of their repertoire at the time. Such was the success garnered by 
the troupe that the theatre's lessees, Harry Sadler and Jack Kearns extended the season until late October.  
In December that same year the Fullers presented The Bunyip at the Grand Opera House in Sydney. A pantomime 
with an original Australian storyline by young Victorian variety performer, Ella Airlie, Phillips contributed additional 
material while also directing the production and making a feature appearances as Stiffy alongside Rene's Mo. The 
Bunyip was a monumental success for the Fullers and further established Stiffy and Mo as the most popular Australian 
comedians of the day. The pantomime toured the country following its eventual closure in Sydney in 1917, being 
regularly staged as part of each Stiffy and Mo season over the next few years. The Fullers' also revived it without Rene 
and Phillips on a number of occasions up until at least 1924. Over the next decade Phillips was contracted by the Fullers 
to write and/or produce on average one new pantomime each Christmas. These included Cinderella (1919), Dick 
Whittington and His Cat (1921) and Mother Goose (1922). Phillips and Rene made feature appearances in each of 
these productions, always as their alter egos, Stiffy and Mo. In Cinderella, for example, Mo was a "bailiff who follows 
his job without malice" while Stiffy portrayed "his cobber who butts into cottage and palace" (TT: Mar. 1921, 14). 
 Nat Phillips' Stiffy and Mo Revue Company
60
 toured the country with few breaks between 1916 and 1925, playing 
in some instances seasons of more than six months at a time. During that time the two principal characters' wardrobe 
changed little. Mo's attire was typically a singlet, an old pair of pants, a waistcoat, boots and anybody's hat, while Stiffy 
sported a South Sydney Guernsey, an ancient pair of pants, an old vest and out-sized boots. "If the lot caught fire," 
Phillips once noted in an interview, "we wouldn't lose five bob between us;" although Rene was just as quick to point 
out to Phillips that "for insurance purposes he should keep in mind that the clothes represented at least several hundred 
quid in terms of their importance to the show!" (TT: Jan. 1919, 4). In 1923, at the height of their popularity, Rene and 
                                                          
60     See Nat Phillips entry regarding the name of the company. 
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Phillips also put together a book of humour. Titled, Stiffy and Mo's Book of Fun, the material comprised a 
combination of original jokes and some that had been published in English and American collections over the previous 
years (TT: Feb. 1923, 25).  
Despite being Australia's most popular comedy duo, some level of tension nevertheless began to rise between the 
two comics around 1924/1925, although there was never as much animosity as some people have later claimed. Indeed, 
the split was essentially the result of two men with quite different personalities having shared nine years together in 
close proximity and in need of some time apart. As the consummate professional who demanded from his troupe similar 
attitudes, Phillips was renowned for his attention to detail, high work ethic and efficiency, and maintained regular 
rehearsals so that each forthcoming production (even though most likely a revival) was given suitable preparation. Rene 
on the other hand was a more spontaneous, carefree and relaxed individual who had a particular dislike of rehearsals.  
The fundamental difference between the two men is explained in Mo's Memoirs, in which Rene mentions several 
instances where his practical jokes and disagreements with Phillips over personal issues created some level of tension. 
In reading Rene's autobiography, however, there is no indication that the two men ever had a serious falling out, and 
indeed Rene's memory of his 'old mate' is one of endearment, not of distance. Sadie Gale supports this assessment of the 
relationship between Phillips and her husband, recording in an oral history interview that there was never any acrimony 
between them (National Archives of Australia, ABC Tape CA6879 / C528741-1, 1975). Indeed, not only did Phillips 
later become godfather to Rene's son, but the two men had also agreed shortly before Phillips death to reunite for a 
second time. 
It has been claimed over the years that Rene's increasing tendency towards telling "blue" or offensive jokes on 
stage was a key factor in the pair ending their partnership in 1925.
61
 The final straw is said to have occurred in Adelaide 
when Rene uttered a piece of vulgarity relating to one of the cities nude statues.
62
 Billy Maloney suggests on the other 
hand that Rene's humour has been remembered as being much worse than was ever presented. "I was able to see a lot of 
Mo [and] while there was a certain amount of double entendre, there never was a tithe of the smut that unreliable 
memories and distorted hearsay have attributed… actually one needed a dirty mind to know what was going on" As 
Moloney recalls Mo saying once: "Thometimeth my gath have a double meaning. I object to a thow vere ther ith no get-
out. I leave it to the audienth to take thingth dirty if they vant to." Moloney further notes that the problem for Rene was 
that the audience often found dirt where none was intended. However, "Mo's expressive leer was no sure sign of 
lechery. For all his reputation, Roy Rene was most critical of other comedians' 'blueness'" (23-4). A comprehensive 
analysis of reviews published throughout their career together also supports Moloney's claim, with mention of Rene's 
blue humour being found in only a couple of isolated instances, and then only towards the end of their reunion period 
(1927-28). 
Phillips and Rene both tried other partnerships during their two years apart (1925-27) but neither managed to 
replicate the success of Stiffy and Mo. While Philips is said to have worked with Syd Beck and Joe Lawman (as Stiffy 
and Joe), only his partnership with Jack Kellaway ('Erb) has been confirmed to date.
63
 Over the same period Rene 
received much acclaim for his role as Albert Kruger in the play Give and Take opposite American comedian Harry 
Green. The comedy premiered in Melbourne on 17 October 1925 and later played several other capital cities. The 
Sydney season began on 16 January 1926 at the Criterion before transferring to the Palace Theatre on 3 April. It was 
also given a revival season in Melbourne beginning 31 July 1926. Of Rene's performance one Melbourne critic wrote: 
"Mr Roy Rene was ludicrously clever from beginning to end" (A: 19 Oct. 1925, 14), while another similarly reports that 
his delineation was extremely funny and that his "remarkable gyrations caused endless amusement" (ARG: 2 Aug. 
1925, 14). Even the Bulletin found much to applaud in his performance. Noting that Rene had never before had a set 
part, the magazine's "Sundry Shows" editor wrote: "There is no doubt about his rank as a natural comedian" (22 Oct. 
1925, 34). Further insight into Rene's presence in the play can be gleaned from the Argus's review of the initial 
Melbourne production: 
 
While Mr Green deftly provided light character comedy, Mr Rene offered the contrast of broad burlesque, much 
in the manner in which he has been appearing as "Mo" in revue for a good many years. This variety of humorous 
absurdity with its oily smiles, its poses and writhings, its quaint misunderstandings and mispronunciations, and its 
comic falls has a skill of its own, and it pleases the fancy of many theatregoers. Mr Rene had a full share of 
applause and laughter. He was allowed plenty of scope throughout the play, and Mr Green brought him forward 
to share the curtain honours (19 Oct. 1925, 14). 
 
Sometime around May 1926 Rene began a partnership with comedian Fred Bluett on the Tivoli circuit. Billed as 
Bluett and Mo they initially played seasons in Sydney and Melbourne before undertaking a national tour, which 
included Brisbane in late June/early July and Adelaide (beginning 16 Oct.). Their act comprised at least two sketches, 
The Admiral and the Sailor (aka Fun on the High Sea), with Mo as the Admiral and Bluett as a "jolly tar" who resents 
the commands of his superior; and Oxford Bags. The Brisbane Courier, in reporting that their engagement had been 
extended to a second week due to popular demand, indicates that the latter piece burlesqued "the latest mode which has 
created so much discussion" (5 July 1926, 17).
64
  
                                                          
61  See for example CTTA: (1995), 561; John West's Theatre in Australia, 125; and Kathy Leah's 'Roy Rene 'Mo' (2003), 95. 
62   See footnotes 56 and 57 in Nat Phillips entry. 
63  See note 58 in Nat Phillips entry for further details. 
64  Rene has also been linked with Mike Connors during this period, but as Connors was a member of the Nat Phillips' Stiffy and 'Erb troupe for 
most of 1926 this partnership is yet to be confirmed. 
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        Phillips and Rene reunited in Brisbane in late 
February 1927 during the last few weeks of Phillips' 
Whirligig season at the Empire Theatre. With Jack 
Kellaway still a principal member of the troupe the initial 
reunion was billed Stiffy, Mo and 'Erb. When the 
company opened in Sydney on 19 March, however, the 
billing was not unsurprisingly just Stiffy and Mo. In 
reviewing the second week of the Sydney season Just It 
records that the return of Stiffy and Mo "almost 
overshadowed the Royal visit," such was the public's 
interest (31 Mar. 1927, 28). By August the same magazine 
reported that in the 21 weeks Stiffy and Mo had been 
playing in Sydney "there has never been the slightest let-
up in the attendance- afternoon [or] evening" (11 Aug. 
1927, 28). In mid-September the company played its 
300th consecutive performance, a house record (JI: 15 
Sept. 1927, 28). Despite this success, the partnership only 
lasted a little over 18 months. While the reasons for the 
split were never made public, Sadie Gale indicates that it 
was due to a combination of factors, notably Phillips anger 
at the Fullers when he became aware that Rene was being 
paid more money (an issue she says did not have an overly 
negative impact on his relationship with Rene, however); 
and his own perception that the Stiffy and Mo formula had 
run its course and that he and Rene were simply repeating 
themselves rather than moving into new directions. Gale 
also says that Phillips' interest had by then begun to turn 
more to songwriting and revue, believing that the 
revusical format had also run its course. The partnership 
ended after a brief season in Sydney following the 
company's return from New Zealand.  
 
 
 
Roy Rene 
Theatre Apr. 1915, 35. 
(Courtesy of the Fryer Library, University of Qld 
It is believed that this last period of their career together is the one that many later commentators refer to when 
they talk about the roles Rene and Phillips took as comedy partners.
65
 In this respect it has long been assumed that Rene 
was the lead comedian and Phillips the straightman or foil. There is abundant evidence from varied primary sources, 
however, that contradicts this notion and instead indicates that both men were equals in the comedy department 
throughout much of their career together. A Theatre article from 1919 notes, for example: "Ignoring precedent in 
comedy doubles, neither Stiffy nor Mo works straight. Both play for laughs. There is this difference, however - Stiffy is 
'a head,' and Mo is a would-be-sport. Stiffy relies on slang and Mo attempts it and gets tangled up in the lingual meshes 
so to speak" (Jan. 1919, 3-4). Some eight years later Just It noted the same pattern in their on-stage roles. "The custom 
of stage partnerships is a comedy man and a straight man. The purpose of the latter is to feed the former. In this respect 
Stiffy and Mo are undoubtedly a rarity. Both are comedians… In turn, explains Phillips, we feed each other. Sometimes 
he is the feeder allowing me to score off him; and at other times I am the feeder - allowing him to score off me. 
Personal feelings - the jealousies that actuate so many actors go by the board" (7 Apr. 1927, n. pag.). It is believed that 
the myth surrounding their professional status is the result of memoir dating back to their last year together, a period 
when Phillips interest in the partnership had lessened considerably, allowing Rene to dominate the shows to a greater 
degree. There is certainly no evidence available to support any suggestion that Phillips was Rene's foil between 1916 
and up until at least mid-1927. 
A little more than a month after the Stiffy and Mo company disbanded in December 1928 Rene put together The 
Merry Monarchs. The troupe toured for several months on the Fullers' circuit presenting a first part vaudeville and 
second part revue (with the company including at that time Mayo Hunter, the Hawaiian jazz band leader and multi 
instrumentalist). Also in the company was his fiancée Sadie Gale, who although still young was considered a veteran of 
the variety stage, having been performing on stage since early childhood - first with her father, Sam Gale, and later with 
her mother (as Sadie and Gale). In April 1929 Rene accepted an engagement from Clay's Bridge Theatre Company to 
tour its Sydney circuit (E: 8 May 1929, 37). Later that year he also went through a much-publicised divorce from his 
first wife, Dorothy Claire Davis, whom he married in 1917. Dot Davis (her stage name) had been a member of the 
Stiffy and Mo Revue Company between 1917 and 1925. According to an Everyone's article which highlights the 
divorce proceedings, Rene and Gale were then receiving £70 per week on their contract with Clay's. Referred to as 
Harry Vander Sluice, Rene is said to have told the Registrar (in opposing an alimony increase from £10 to £15) that he 
held the fear "that when his Clay contract finished there would be difficulty in him securing remunerative employment 
because of the talkies" (31 July 1929, 39).  
  
                                                          
65      It is possible, too, that a similar situation may have begun to occur around 1923-25, a period in which tension between the two comics 
gradually rose and led to the first splitup. 
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Almost immediately after his divorce was granted Rene and Gale married, and subsequently spent their 
honeymoon on a north Queensland tour underwritten by Clays' Bridge Theatre Ltd (the troupe was advertised as Mo's 
Merrymakers). Reviews published in the various regional newspapers indicate that the troupe attracted large audiences, 
no doubt due to Rene's well-established (almost iconic) status and the fact that he and Phillips had rarely played outside 
the major Australian metropolitan centres during their career together. "Mo" will make his first appearance in 
Rockhampton," wrote one the Morning Bulletin theatre critic. "[He] has been credited with all kinds of gags, the same 
as car gags are hung on to Henry Ford and economic gags on to Harry Lauder. But "Mo" first and last, is a true 
humorist, and too clever to stoop to the vulgar gag. The fact of his starring for 15 years in all the principal theatres of 
Australia should be sufficient guarantee of Mo's entertaining abilities" (17 Sept. 1929, 3). A few nights later the same 
paper noted that "the humour, though undeniably broad, was of the type on which these artists’ reputations were gained, 
and was apparently expected by the crowd" (23 Sept. 1929, 3). Despite being deemed a success by the critics, Rene's 
biographer, Fred Parsons claims that overall the tour was disappointing for its star performer. According to Parsons, Mo 
had been "unfavourably compared with George Wallace, who had [once] cut cane up there for a living and that "this 
rankled with [him] especially as George had been Sadie’s first boy-friend" (27). Towards the end of the tour, too, Rene 
began to showing signs of suffering from peritonitis. After the conclusion of the Queensland tour he and Gale travelled 
to Melbourne to appear in Frank Neil's production of Clowns in Clover (King's Theatre). As with Give and Take Rene 
again worked a straight comedy role and garnered a good deal of positive criticism. Although describing him as 
"grotesquely amusing," the Argus theatre critic nevertheless suggested that not all theatre-goers would find his comedy 
inviting given too much quantity, and that he should therefore "not be expected to carry so large a portion of the show." 
The same critic similarly proposed that despite being a clever Australian comedian "Gale also appeared in the 
entertainment too often" (2 Dec. 1929, 18). Three weeks after the start of the King's Theatre season the couple joined a 
number of the other cast members in presenting matinee productions of Mother Goose, while also appearing in Clowns 
and Clover at night. While on stage in early January 1930 Rene collapsed from the peritonitis and was taken to hospital 
where he almost died. Within six months, however, he had recovered enough to again return to the stage.  During the 
interim Gale accepted an engagement with Jim Gerald's Revue Company which started a five month season at the 
Melbourne Tivoli beginning March.  
 In 1931 Rene joined ex-Stiffy and Mo members Mike Connors and Queenie Paul at the Haymarket Theatre in 
Sydney. Connors and Paul later converted the old Sydney Opera House into a new Tivoli Theatre, and it was here that 
Rene and Jim Gerald, one of his arch rivals for "the mob," appeared over the next decade or so. In 1932 Rene starred in 
his first and only film. Directed by Ken G. Hall Strike Me Lucky was a somewhat disappointing venture for him as it 
failed to compare favourably with the cinematic efforts of his other main rival George Wallace. Rene continued to 
perform on stage past the Second World War, including headline appearances with the Ernest C. Rolls Revue Company. 
One of his earliest associations with Rolls had occurred in 1935 through the revue extravaganza, Rhapsodies of 1935 
(Apollo Theatre, Melb; 2 Feb.), which also featured ex-Stiffy and Mo members Alex Kellaway and Keith Connolly, 
along with rising stars like George Moon Jnr and Will Perryman. Much of the music for that production was composed 
by Jack O'Hagan. Later that same year Rene, Mike Connors and Queenie Paul returned to Melbourne, opening at the 
Apollo Theatre on Boxing Day with revue and vaudeville. The company, which comprised such performers as Sadie 
Gale, Lulla Fanning, Maurice Barling, Max Reedy, Doris Whimp, Ronnie Hay and Chic Arnold, opened with the revue 
Go to Town. 
In 1943 Rene published his autobiography, Mo's Memoirs, with the help of Max Harris and Elisabeth Lambert, 
and two years later made his last appearance at the Tivoli Theatre (Syd) effectively marking the end of an era. The 
following year, 1946, he signed with Colgate-Palmolive to appear live on 2GB's Calling the Stars broadcast. It was as 
part of this programme that he soon afterwards began presenting his much acclaimed McCackie Mansion series of 
sketches (1947-49). Jacqueline Kent writes that as Mo McCackie Rene played "a devious, ingratiating character who 
was inclined to be obsequious to people's faces but who would mutter things about them behind their backs" (14). 
Originally slated for a six week season it eventually ran for two and a half years. Part of the success of McCackie 
Mansions was its reliance on many of the ingredients of vaudeville. Many of the show's stock phrases, notably Rene's 
"you filthy beast" and Hal Lashwood's "aaah McCackie, you've done it again" became part of the vocabulary of many 
Australians for years to come. The show also created classic Australian characters like Spencer the Garbage man (Harry 
Avondale), McCackie's young son, Harry (Harry Griffiths), and Mo's next-door neighbour, Horrible Herbie (Jack 
Burgess).  A revue, McCackie Moments, was staged in 1949 at the King's Theatre (Melb), marking Rene's final 
appearance on stage. The 1950s saw him appear in Cavalcade, opposite Jack Davey; It Pays to be Ignorant (as 
Professor McCackie); McCackie Manor (1951) and finally The New Atlantic Show (1952), which again captured a 
nationwide audience. The late 1940s and early 1950s were not good ones for Rene health-wise, however, as he battled 
against a gradually worsening heart problem. While in The New Atlantic Show he suffered a heart attack, and although 
able to recover he never worked again. He eventually died on 22 November 1954 at his home in the Sydney suburb of 
Kensington, and was survived by his wife and two children. In her entry on Rene in the Australian Dictionary of 
Biography, Celestine McDermott writes of Rene's ability as a comedian: 
 
'Mo's greatest asset was his superb timing, which enabled him to get away with the suggestive double entendre - 
he never did say anything technically obscene. Able to make his audience laugh or cry, he was the master of the 
physical nuance; his facial expression, gesture, stance and movement were welded within the black and white 
caricature of a Jewish comedian, with Australian mannerisms, delivering local vernacular with Semitic lisp (361). 
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SIR WILLIAM ROBINSON 
 
Composer, musician, British civil administrator, Vice Regal representative (Governor of Prince 
Edward Island, South Australia, Victoria and Western Australia), arts patron. Born William Cleaver 
Francis Robinson on14 January 1834 at Rosmead, Westmeath, Ireland, he spent most of his career 
as an administrator in the Colonial Office. His association with Australia saw him serve three terms 
as Governor of Western Australia. In addition to his public service career Robinson also found 
success as a composer of patriotic and sentimental ballads, notably "Unfurl the Flag." In 1894 he 
collaborated with Francis hart on the operetta, Predatoras (aka The Handsome Ransom), which was 
staged in both Perth and Melbourne.  He returned to England in 1895 following his final term as 
Western Australian Governor. He died on 2 May 1897 at South Kensington, England.   
 
 The fifth son of British Admiral Hercules Robinson and Frances Elizabeth Wood, of Rosmead, Westmeath 
(Ireland), and younger brother of Sir Hercules George Robinson, First Baron Rosmead and Governor of Hong Kong 
(1859-65), Sir William Cleaver Francis Robinson was born at his family's home in Rosmead in 1834. In 1858, after 
having completed his education at Sandhurst he entered into the service of the Colonial Office. A keen musician, 
Robinson also wrote part songs and pieces for military bands (under the nom de plume Owen Hope) during his early 
career in London. One of his first significant appointments was as private secretary to his brother (then Lieutenant 
Governor of the Caribbean island of St Kitts). He married in 1862 and four years later was appointed Governor of the 
Falkland Islands. This was followed in 1873 by his appointment as Governor of Prince Edward Island. In 1873 he was 
created a Companion of the Order of St Michael and St George (CMG), and subsequently appointed Governor of 
Western Australia. He served three terms in this position (1875-77, 1880-83 and 1890-95). Robinson was knighted in 
1877 and made a GCMG in 1887. Between 1883 and 1889 he undertook the duties of Governor of South Australia, and 
briefly acted as Governor of Victoria in 1889. 
 A leading patron the arts during his time in Australia, Robinson gave his time to numerous musical and literary 
societies including the Perth Musical Union (1992), the Adelaide Quartet Club (1883-1886) and the Melbourne 
Metropolitan Liedertafel (1883). He also lent his support to a number of composers - notably Maurice Heuzenroeder, 
Julius Hertz and G. W. L. Marshall-Hall, and writers such as journalist/librettist, Francis Hart. Along with Sir Thomas 
Elder, Robinson also headed the list of subscribers supporting the financial operations of Adelaide University's Chair of 
Music during its first five years (it later became the Elder Conservatorium).  
 Although largely remembered today for his public service and political career Robinson was an accomplished 
musician and composer who found a good deal of success, mostly in the area of ballads and popular song styles. A West 
Australian music critic records, for example: "Sir William Robinson has for many years been among the popular song 
writers of the day, and his compositions stamp him as a writer of originality and exceptional musical merit." The critic 
goes on to note that among his works Robinson had "composed several part-songs, characterised by melodic charm and 
excellent vocal part-writing, and [that] his setting of 'Brief Life is Here Our Portion' [was] deservedly one of the most 
popular of modern hymns on account of its melodiousness and expansiveness" (19 Jan. 1894, 3).  
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        While some degree of hyperbole may be present in the 
reviews - perhaps due to Robinson's powerful position - there 
can be no doubting the sales that met some of his 
compositions. One song, "Remember Me No More," is said to 
have sold in excess of 30-40,000 copies. Robinson's most 
popular composition in the Australian colonies, however, was 
the patriotic, "Unfurl the Flag," which garnered huge sheet 
music sales and was often performed on the variety stage. It is 
also known to have been incorporated into several theatrical 
productions, including the Harry W. Emmet's pantomime, 
Sinbad the Sailor, staged in Melbourne in 1884 by George 
Rignold. Christine Darrell (aka Mrs George Darrell) later 
performed it to much acclaim as Babs Berkeley in her 
husband's 1891 Melbourne revival of The Sunny South. That 
same year a series of waltzes under the title of "Valse," drew 
much praise from the Age's music critic who wrote: 'The 
composer's well-known attainments as a musicians render it 
unnecessary to say anything as to the technical correctness of 
this set of waltzes, which have in a high degree the qualities 
of grace and charm of melody whereby his numerous songs 
are distinguished. We shall be surprised if this, which is 
perhaps his first attempt at dance music, does not speedily 
attain a popularity equal to that achieved by his successful 
efforts in the line to which he has hitherto principally devoted 
himself' (28 March 1891, 15).  
 
Sir William Robinson 
(Courtesy of the Constitution Centre of Western Australia) 
 
 
Other songs known to have been composed by Robinson include: "Thou Art My Soul" (a great favourite of 
Santley, who sang it with considerable success in Melbourne); "I Love Thee So" and "The Post's Last Dream" (both 
with lyrics by Gilbert Parker). Two songs "Imperfectus" (possibly "Imperfection") and "My Rose" are also recorded as 
having sold well in London (WA: 19 January 1894, 3). A number of his songs were performed in Western Australia 
during his time there as Governor – "Remember Me No More," "Thou Art My Soul" and "Imperfectus" being 
performed, for example, in Fremantle in 1894.  
         Robinson's his first foray into music theatre as principal composer was the operetta, Predatoras, co-written with 
librettist Francis Hart. It was given its premiere in January 1894 under the title The Handsome Ransom before some 
250 invited guests at Government House in Perth. In an editorial preview the West Australian wrote: "It is of somewhat 
unique interest that a Governor of a British Colony should be the composer of an opera and should present its first 
performance in the colony of which he is ruler, and for this reason alone to-nights entertainment will elicit very keen 
interest" (11 Jan. 1894, 4). Following the Government House premiere the operetta was transferred to a hall in the city, 
where it was received with enthusiasm by the public. While holidaying in Melbourne during July of that year, Robinson 
responded to requests from friends to present the operetta in that city. That production, which featured Francis Hart in 
the role of Mr Potts, was mounted in the large salon of the Vienna Café without stage mounting, chorus or orchestra, 
and with about 100 guests in attendance. Given a new title, Predatoras; Or The Brigand's Bride, Robinson and Hart 
reworked the operetta, adding considerably to its length, a factor which according to the Table Talk critic allowed it to 
"fill the whole evening in its performance" (13 July 1894, 5). Several months later the work was re-staged (after some 
two months of rehearsal) under the auspices of J. C. Williamson and George Musgrove. Interestingly, the advertising 
for this production indicated that the operetta was being 'produced for the first time on any stage' (A: 12 Nov. 1894, 8). 
 In relation to the music, the Western Australian and Melbourne critics seem to have been divided. A drama critic 
from the Governor's home state, for example, wrote a glowingly positive three column-long review, proposing: "of the 
concerted and more dramatic parts of [Governor Robinson's] music, it may be generally said that [his] aim has evidently 
been to illustrate faithfully the situations created by the author of the libretto, and certainly the recitatives and the 
working up of the various situations are admirably done, and afford great scope to the performers" (19 Jan. 1894, 3). 
While the Melbourne critics generally found Robinson's score to be adequate, and occasionally charming, the Argus 
review proposed that in being "more in the style of the French opera comique than of the burlesque composition of the 
day... [the music was] not of a class to become quickly or widely popular" (13 Nov. 1894, 5). In agreement, the Age 
critic also suggested that the composer was "too much afraid of venturing boldly into the unknown and untried" (13 
Nov. 1894, 5).  
 Sir William Robinson retired from the Colonial Office in 1895, aged 61, having served almost forty years. 
Although some historians have rightly criticised him for being far too restrained and routine during his first term as 
Western Australia's governor (he in fact relinquished the position to take on the appointment of Governor of the Straits 
Settlement), Robinson's two later terms saw him become much more sympathetic and hands-on in helping the political 
aims of the constituents. His knowledge of the state and his remarkable administrative capabilities so impressed the 
Home Office authorities that they took much heed of his advice in helping set up the state's first legislative government. 
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One of his more important administrative efforts was therefore undertaken shortly before his retirement, when after 
returning to England he helped pass Western Australia's Constitutional Bill through the Imperial Parliament. Robinson 
died in South Kensington, London, some two years into his retirement.  
 Eric Irvin indicates in his Dictionary of Australian Theatre that Robinson wrote at least one other serious music 
theatre work, an opera called The Nut-Brown Maid (248). Although possibly completed in 1896, the year before he 
died, the work was never staged.  
 
MUSIC THEATRE WORKS: 
PREDATORAS; OR, THE BRIGAND'S BRIDE  (aka THE HANDSOME RANSOM)  [operetta]  Lib. Francis Hart; Mus. William Robinson (1894); 
THE NUT BROWN MAID [opera] Lib. [n/e]; Mus. Williamsd Robinson (1896, unpfm) 
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AMY ROCHELLE 
 
Soprano, pantomime principal boy, child impersonator, pianist, musical comedy artist. Born 26 
January 1898 in Sydney. After training at the NSW Conservatorium, Amy Rochelle made her first 
appearance on the stage in 1912 aged 14. Engaged by Harry Clay sometime around late 1914/early 
1915, she worked on his circuit for four years (including two Queensland tours, 1915/16), becoming 
one of the company's leading attractions, notably through her association with Clay's No 1 Musical 
Comedy Company. In 1916 Rochelle was also selected for the finals of the 1916 Melba scholarship. A 
brief engagement with Hugh D. Macintosh (Tivoli) in 1918 led to an offer by the Fullers to take over 
the principle boy role in their 1918/19 pantomime Babes in the Woods. In 1919 she joined Nat 
Phillips' Stiffy and Mo Company. Rochelle's association with the Fullers lasted until the late 1920s, 
and during that time she was regarded as one of the company's most popular pantomime stars, 
appearing in such productions as Cinderella (1919), Mother Goose (1922) and in later years Little Red 
Riding Hood (1928). During the 1920s Rochelle also expanded her vaudeville repertoire with child 
impersonations and as a pianist, touring for the Fullers constantly around Australia and New 
Zealand. In 1927 she joined the reformed Stiffy and Mo Company and two years later formed her 
own revue troupe in partnership with Stan Foley. Amy Rochelle continued performing well into the 
1940s, with the last record of her found to date being a season under Bruce Carroll's management at 
the Tivoli Theatre, Perth. Rochelle was married to Harry R. Kitching, the editor of Australian Variety.  
 
 Amy Rochelle's first appearance on the professional stage is believed to have been at the Sydney Town Hall in 
1912. By early 1915 she was under contract to Sydney-based variety entrepreneur Harry Clay, an engagement which 
that same year included a six month tour of Queensland. Her reception throughout that state was such that Clay sent her 
back the following year. In 1916 Rochelle was on the short list for a Melba Scholarship, but according to reports at the 
time her heavy schedule as one of Harry Clay's leading attractions meant that she was unable to make the selection 
finals. It was claimed in the trade journals that Madam Melba was contemplating a private audition to accommodate the 
new Australian "nightingale." Over the 1916/17 summer period Rochelle starred in Clay's pantomime extravaganza In 
the Court of Father Xmas, which is believed to have been her first professional appearance as a principal boy. By 1917 
she was an integral part of Clay's No 1 Revue Co, if not one of the most popular acts playing the circuit. The company, 
primarily a vehicle for Arthur Morley's revusicals, comprised some of Harry Clay's biggest stars - Ted Stanley, Eileen 
and Bessie Phillips, Will Rollow, James Caldwell, Bert and Evelyn Dudley, Elsie Bates (Morley's wife), Lulu Eugene 
and Morley himself. The company toured such popular revusicals as Dockum Street, Woolloomooloo, The Musical 
Comedy Girl, The Island of Spice, Run for the Doctor and Morley's hit from the previous year, Not a Word to the 
Wife. 
 On the 9th of June 1917 Rochelle married Harry R. Kitching, the Australian Variety editor, who also took on the 
role of her manager. Shortly after her marriage she became pregnant, but was found in the last stages of her pregnancy 
to be suffering from acute ptomaine poising. This resulted in her losing the baby a bare three days after it was born in 
February 1918. Reportedly having died several times, Rochelle spent some considerable period recuperating, finally 
returning to the stage in late 1918 through engagements with Clay's and later a brief spot on the Tivoli bill under Hugh 
D, McIntosh's direction. It was while she was appearing with McIntosh that Rochelle was spotted by the Fullers who 
sought to engage her for their company. Although only having briefly returned to Harry Clay's circuit, he recommended 
her to his competitors and she soon afterwards accepted a role in the Fullers in their 1918/19 Christmas pantomime 
Babes in the Woods (replacing Queenie Paul in January of 1919). Still effectively under contract to Harry Clay, 
Rochelle returned to the Bridge Theatre following pantomime duties and played one last brief engagement for her 
mentor. A few months later the Theatre wrote of Rochelle: 
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Queenie Paul as principal boy [Babes in the Wood, Fullers pantomime, Grand Opera House] was succeeded by 
Amy Rochelle, who is understood to have got the position on the recommendation of Harry Clay. With Mr Clay 
she had been a fixture for years. Miss Rochelle in age and appearance is still a mere girl. She has an attractive 
figure - tall and slight; and is distinctly good-looking. She speaks clearly, with full appreciation of the point in 
every line she utters and is easy and confident in all she does. Self-consciousness is unknown to her. But above 
all these recommendations is her singing. Her voice is remarkable for its pleasing quality, together with its range 
and power. Furthermore, her highest notes, flooding as it were the whole building, are taken without the least 
apparent effort. The use of her voice, however, is not free of certain vaudeville tricks; but except to the musically 
exacting her singing for this very reason must be all the more effective. While Miss Rochelle is to be 
congratulated on the chance she is getting with the Fullers the latter must similarly be congratulated on securing 
her services. For in her the firm named have an exceptionally fine principal boy. They might have sent to England 
or America without getting a performer to equal this Sydney-born girl. Certain it is that not within my memory 
has Australia seen a principal boy who in all-round qualifications for such a role can be said to surpass her (Apr. 
1919, 15). 
  
 
 
Amy Rochelle 
(author's collection) 
       Following her final engagement with Harry Clay Rochelle 
signed a contract with the Fullers that was reportedly the largest 
ever given to an Australian principle boy to that date. During 
her association which with the firm, lasted until around 1928, 
Amy Rochelle rivalled Nellie Kolle as one of the company's 
leading principal boys, playing some eight or nine Christmas 
pantomimes in a row. She also became a major asset to Nat 
Phillips' Stiffy and Mo Revue Company, which she joined 
sometime in 1919. It is believed that she spent most of the year 
with the company, performing in some of the troupe's most 
popular revusicals of that period, including The Waiters, In the 
Army and The Sanatorium.  After finishing up with the troupe 
Rochelle went briefly back to straight variety on the Fullers 
Australian and New Zealand circuit, expanding her solo 
repertoire with child impersonations and a piano act. As the 
Theatre notes at this time: "Amy Rochelle is no longer hidden 
in revue, but takes her place in Fuller vaudeville as a single 
performer. Miss Rochelle is a Sydney-sider with youth in her 
favour, and had her best opportunity to date in Fullers last 
pantomime at the Grand Opera House" (June 1920, 11). 
According to most press reports Rochelle's greatest asset was 
her singing. Indeed, she was seen by many critics of the day as 
the country's premier vaudeville soprano. For the Fullers' 
1919/20 pantomime, Cinderella, Rochelle even contributed her 
own composition. Nat Phillips was so inspired by her voice that 
he composed his song, "Bert Hinkler," (which celebrates the 
feats of the famous airman) expressly for her.    
 Rochelle retired from the stage for a brief time in 1920, returning to the Fullers for their 1920/21 Melbourne 
pantomime season, for which she again wrote a song. As with most other variety artists of the period Rochelle was not 
on an exclusive full time contract with one organisation, and so in August 1921 she began a brief engagement with John 
N. McCallum's Town Topics company at the Cremorne Theatre, Brisbane. Given a welcome to the city by the Mayor 
and an enormous turn-out of people, her opening at the Cremorne saw an equally large number of people turned away 
from 3000 seat venue. 
        The following year (1922) Rochelle returned to the Fullers, again appearing as principal boy in one of their 
pantomimes, this being Nat Phillips' Mother Goose (Hippodrome, Syd). Following this she went back on tour for the 
company on a fulltime basis. While on tour through Queensland in 1924, Rochelle's reputation was considered top 
shelf. "As a child impersonator, Miss Rochelle has no equal," wrote a Toowoomba Chronicle critic. "If one closed their 
eyes and listened, you would think you were listening to a small child of tender years singing. She has all the 
mannerisms of a child, even to the child-like cough. Her child stories are of exceptional interest, as they are original, 
and it can easily be said they have never been heard before" (15 Oct. 1924, n. pag.).  
In 1927 Rochelle rejoined the Stiffy and Mo Revue Co for its brief revival. Just It, records shortly after the new 
company made its debut: "Amy Rochelle is a great help to the show. She sings many ballads in a charming manner. As 
playgoers all know, the versatile Amy is a musical comedy star with a powerful soprano voice, and her child 
impersonations are so life-like, that they have almost become classics. She received her musical education at the N.S.W. 
Conservatorium, and owes a lot to the advice of Antonia Dolores. One chronicles with pleasure her rise in the 
profession was due to merit and hard work, and a combination of vivacity and beauty, plus a voice of unusual beauty" 
(2 July 1927, 28). Rochelle remained with the company through to its tour of New Zealand the following year, at which 
time Phillips and Rene split for the final time. 
In December 1928 Rochelle again took on the principal boy role for the Fullers, this time in Little Red Riding 
Hood (Empire, Syd). Following that engagement she joined the company's Novellettes troupe (then under the direction 
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of Walter George) and sometime around December 1929 or January 1930 formed a partnership with Stan Foley at the 
Bridge Theatre, Newtown, where they presented revues. The theatre was being leased from Clay's by her husband. 
Moving away from variety Rochelle took on the lead role in a production of The Belle of New York at Her Majesty's 
(Syd) in March 1930. The last record found to date of Amy Rochelle appearing on the stage comes from a 1947 
programme held in the Fryer Library's Nat Phillips Archive.  The programme indicates that Rochelle was part of a Will 
Mahoney's company, then playing a season at Bruce Carroll's Tivoli Theatre in Perth. Among the company was veteran 
comic, Charles "Ike" Delavale and up-and-coming performer, Peggy Mortimer (later Peggy Topano). 
 
FURTHER REFERENCE: 
"Australian Principal Boy- Amy Rochelle in Cinderella." TBT: 23 Dec. (1920), 26. 
 
 
 
SAM ROWLEY 
 
Comic, endman, monologist. Born and raised in Sydney, Sam Rowley carved out a career of more 
than thirty years on the American variety stage. He started on the professional stage in Australia 
with Maggie Moore, and later appeared at the Alhambra Music Hall (Syd) in the late 1880s/early 
1890s under Frank Smith's management. Rowley spent a number of years in America during the 
early 1890s before briefly returning to Australia. He was engaged by the Court Variety and Ballad 
Company in 1895 and later in the year starred alongside W. Horace Bent, the Leopold Brothers and 
W.A. Ball at Lawler's Sydney Music Hall.  Over the 18 years Rowley returned to tour Australia on no 
less than six occasions, and is known to have been performing in the country in 1918 and 1920. His 
Australian engagements over the years were with many leading companies including Harry Rickards, 
Percy St John, Jones and Lawrence and the Fullers.  
 
 Billed throughout his career as "The Little Man with the Big Voice" and "the Little Man with the 1000hp Voice" 
(he stood just 5' 3), Sam Rowley was born and raised in Sydney. Although no record of his name has yet been located 
prior to 1891, when he appeared at the Bondi Aquarium on several occasions, Rowley's high positioning on the 
programmes indicates that he had by then established a considerable reputation within the local industry.
66
 Indeed, one 
unconfirmed report published around 1918 claims that that he had once been a big hit during the heyday of the old 
Alhambra Music Hall (a period most likely to have been during Frank Smith's occupation of the theatre between 
ca.1885 and 1893). Rowley also records that his first start on the stage was as call-boy for Maggie Moore ("Little Man" 
31).  Sam Rowley's exact whereabouts between late 1891 and April 1895 are yet to be established. In a 1913 interview 
with the Theatre magazine he claims to have spent some twenty-five years in America, with almost nine of those years 
engaged by Sullivan and Considine. Regarding this association he further indicates that when he first worked for them 
the company had only seven theatres on their circuit but that by 1913 this number had expanded to forty-seven.  
In describing his own performance style Rowley claims that although having done remarkably well overseas his 
act his was "merely a good act" and that he was "no world beater" ("Little Man" 31). While his specialty is believed to 
have been mostly singing, story telling and political satire, as with most Australian-trained variety performers he could 
turn his hand to whatever task was required. He is known, for example, to have appeared in farces and burlesques, and 
worked on occasion as a stage manager.  
 Upon returning to Australia sometime around early 1895 (having been out of the country by then for possibly two 
to three years), Rowley took up an engagement touring with the Court Variety and Ballad Company, appearing 
alongside such performers as Fred Dark (ex-Rickards company), Billy Akarman, the Perman Trio, Florrie Forde and 
Amy Sherwood (BC: 30 Mar. 1895, 2). Later that year he secured a season at John Lawler's Sydney Music Hall 
alongside W. Horace Bent, W. A. Ball and the Leopold Brothers. Among the productions he is known to have appeared 
in was Bent's burlesque Robbery under Arms (9 Nov.). Two years later he was on a Bovis Brothers bill at the Gaiety 
Theatre (Bris). That company also starred several other artists who are profiled in this appendix, namely Horace Bent, 
Carlton and Sutton, Harry Clay and Charles and Will Bovis (6 Nov. 1897). 
 Rowley's name is next identified in Australia at the Cremorne Theatre (Perth) in early 1900 where he was 
appearing for the first time in that state for Jones and Lawrence, alongside Charles Fanning, Carlton and Sutton, Joe 
Cowan and Harry Fitzmaurice (10 Mar.). By June that same year he was once again back in Brisbane, this time engaged 
by Percy St John at the Theatre Royal as the headline act (30 June). The Brisbane Courier notes that his 28 July 
performance, during which he sang the song "In the State of Alabama," was "as usual, well received" (30 July 1900, 7). 
By January 1905 Rowley was once again in Perth, engaged by Leonard Davis to play the role of Rudolph Krausmeir (a 
German sport out for a good time) in the American musical extravaganza, A Seaside Dilemma (Palace Gardens; 21 
Jan.). Also in the production were Sam gale, Dave Warne, George Jones and the Coleman Sisters. A few months later 
he was touring with Edward Lang's Travesty Stars through the Commonwealth. The Theatre reports that the company's 
productions included Hoity Toity, Whirl-i-Gig, Pousse Café and Hurly Burly (1 Apr. 1905, 7).  
 Early January 1911 saw Rowley engaged by Harry Rickards at his Tivoli Theatre (Syd) on the same bill as Julian 
Rose, the celebrated Hebrew comedian, Pope and Sayles, Les Warton and Ida Berridge. His name does not seem to 
                                                          
66  Rowley's appearance at the Bondi Aquarium on 3 January was in a troupe that included high-profile artists George Turner and Harry Creamer. 
On 3 October he took part in a monster entertainment bill at the same venue as part of the 8 Hours Demonstration Day. Among the other performers 
were the Faust Family, Wal Rockley and celebrated musician, Herr Von der Mehden (a long-time music director for the Fitzgerald Brothers Circus). 
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appear in Australia again until 1913. In his June interview with the Theatre, Rowley says that this current return trip 
was his sixth since first leaving Australia. In comparing his experiences at home and overseas he notes: 
 
The work is harder [in America] - or rather people imagine it is. But in Australia in my time I really had to do 
four turns in the one programme. I appeared in the first part, doing three or four songs and playing the finale. 
Then in the second part I had to do a specialty, and take a part in the farce - the customary wind-up to a 
vaudeville show in those days. So for the six nights in the week I had to give twenty-four turns. In America I 
appear once in the afternoon and twice at night. There I give only one turn, and for four years I have not changed 
my act… It is remarkable how you can stick to the one thing in America. You become identified with a certain 
make-up, or a particular act; and that is how, if you hit them, they want to go on seeing you, year after year. Once 
I went to the trouble of working up a new act. I opened with it on Monday. The manager spoke to me. "It is a 
good turn," he said; "but on Wednesday give us the old act again ("Little Man" 31). 
 
By October 1913 Rowley was back in North America, appearing at the Empress Theatre, Vancouver (Canada), where 
he himself says that he was quite popular (TT: Oct. 1913, 31). He is believed to have remained in the US until 1918, at 
which time he again toured Australia. A 1916 report on Rowley's act published in the US magazine, Vaudeville, notes:  
 
 
 
Sam Rowley, monologist and story teller, offered - at 
the Empress (Chicago) - his new act, which is a 
vehicle well suited to his style of delivery. He comes 
on in a sort of English dress, and delivers his lines as 
an Englishman [might] with just a smattering of 
American life… He has some good jokes, and his 
political stuff is bright and new. He was second best in 
the bill and scored heavily as he deserved (ctd. in TT: 
Oct. 1916, 48). 
 
During his 1918 visit to Australia Rowley signed with 
the Fullers and was sent on tour with Bert Le Blanc's 
Travesty Stars company as a first part vaudeville turn 
(BC: 16 Nov. 1918, 2). Whether he remained in the 
country for long or returned again to America is not 
clear. It has been established, however, that he was with 
the Fullers in 1920, performing with a straight vaudeville 
company in Brisbane at the firm's Empire Theatre (c 
Apr.). His fellow artists at that time included Eurasian, 
Leonard Nelson, Abdy's Cats and Dogs and 
acrobatic/stilt performers Kitch and Kliftie. No further 
details have been located concerning Sam Rowley's 
whereabouts following this Brisbane season. 
 
 
Sam Rowley 
Theatre June 1913, 31. 
(Courtesy of the Fryer Library, U of Qld) 
 
FURTHER REFERENCE: 
"Little Man with the Big Voice, The."  TT: June (1913), 31. 
X-Ray. "Month in Vaudeville, The." Oct. 1913, 31.    [rnib] 
 
 
 
HARRY SADLER 
 
"When climbing the ladder of success may you never meet a friend" (Harry Sadler). 
67
 
 
Judge not, that ye not be judged. 
68
 
 
Comic, singer, manager, vaudeville entrepreneur. Born ca.1869. Although Harry Sadler was largely 
associated with the Fullers, along with Harry Rickards and Harry Clay during his career, it was as a 
vaudeville entrepreneur that he became best known around Australia. Sadler's early career included 
engagements with Olivia Kemp (1895), Jones and Lawrence (Perth) ca. 1900/01 and Jim Bell 
(Newcastle) in 1902. He signed with the Fullers in 1902, appearing on their Dominion circuit in New 
Zealand. His first engagement with Harry Rickards was around 1905. He also began working on and 
off for Harry Clay between ca.1904 and 1912. By 1913 Sadler had moved into management himself, 
co-operating a circuit in Tasmania (Sadler and Beveridge Vaudeville Co), and later in Melbourne, 
                                                          
67       TT: Nov. 1922, 6. 
68       Part of Sadler's death notice, following his suidcide in 1919 (AV: 25 July 1919, 3). 
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throughout Victoria and in Perth. From 1916 he began a management arrangement with the Fullers 
for artists, which led to him leasing the Princess Theatre (Syd) in 1916 with Jack Kearns. In July 
that same year Nat Phillips' premiered his Tabloid Musical Comedy Company (starring Stiffy and Mo) 
to much success under the Kearns/Sadler management. Sadler continued to perform on stage 
regularly in addition to his managerial career. He returned to Tasmania with a semi-permanent 
company in 1917 before again taking up a Fullers management position at the Princess Theatre. In 
early March 1918 he toured a company to Perth (Melrose Theatre), but soon afterwards was 
embroiled in a controversial lawsuit taken against him by one of his female artists. After losing the 
case, Sadler retuned to Sydney to run the Gaiety Theatre for bookmaker and Australian Variety 
manager, Andy Kerr. The following year he committed suicide. Harry Sadler was the brother of 
Fullers and Clay manager, Bill Sadler, and husband of well-known soubrette, Nellie Searle. 
 
 Once described as "a most melancholy looking comedian" (NM: 7 May 1912, 4), Harry Sadler is one of the more 
enigmatic Australian vaudeville personalities of the early twentieth century. Pocket-sized, energetic, feisty and a hustler 
and a spieler in every sense of the word, he perhaps came closer than any other locally-born performer/manager in 
matching Harry Clay's record of achievement as a vaudeville showman. At his height of fame and popularity Sadler 
ruled the Sydney's Princess and Gaiety theatres, and was well-known throughout much of the country - notably in 
Tasmania, Victoria and Western Australia. However, unlike Clay, who'd learnt to curb his temperament and channel it 
constructively, Sadler found himself riding the waves of success and despair throughout his career - a career cut short by 
his suicide in the wake of financial problems and a highly publicised scandal. Sadler's greatest obstacle it would seem 
was himself. 
 While much of Sadler's early life and career is still to be uncovered, it is known that he toured with Olivia Kemp's 
Dramatic Company in the mid-1890s, and by late 1900 was established enough to draw headline billing when he first 
appeared for Jones and Lawrence at the Cremorne Theatre in Perth. During a season at Newcastle's King's Theatre under 
the management of Jim Bell (ca.1902), Sadler was spotted by John Fuller Jnr who offered him an engagement touring 
their New Zealand Dominion circuit. It was to be the start of a long association with the Fullers' company. The tour was 
not all plain sailing, however, and in fact at one stage he was nearly evicted from the company. As he recalls, the trouble 
started when he knocked out Ted Sylvani (the Fullers' Dunedin stage manager) when the latter insulted him. After the 
same thing happened again at Christchurch, with a different stage manager, an angry Walter Fuller wrote to his brothers 
Ben and John to complain about the comic's aggressive attitude. Ben Fuller decided to teach Sadler a lesson. The night 
he arrived to take control of the troupe company Fuller pulled out of the farce he was himself advertised to appear in, 
and sent in a ring-in, Tommy McGregor, to play opposite Sadler.  The comic recalls the night in an interview with the 
Theatre magazine: 
 
When [McGregor] entered I asked (being a waiter), "What's for you?" He said, "I want some steak, and I want it 
blood-raw" - then he banged me on the temple, and knocked me down. I was a bit silly for a second; but got up; 
and after asking the same question he hit me again, this time, a beaut in the pit of the stomach, and down I went. I 
was almost out. The audience were thoroughly enjoying it. So was Ben Fuller... who was laughing fit to kill 
himself. Then I tumbled to the joke. I got up, took off my apron and cap... determined if to see if I couldn't give 
him some. We then got to it. In three minutes we were both "blood-raw." Anyhow I fixed my man. I knocked him 
out. The moment I did so down came the curtain. As my opponent lay there... the other members of the company 
crowded round, exclaiming, "Do you know who you have knocked? Why that's Tommy McGregor - the 
champion of New Zealand." Ben came on the stage, and how he did laugh (June 1915, 49). 
 
Sadler goes on to claim that he ended up teaching Ben Fuller the finer points of boxing, and as a pupil he records, "Ben 
[on a number of occasions] did me proud." After finishing up with the Fullers some five or so months later, it is believed 
that Sadler started working for Harry Clay in Sydney. Clay was by that time spending some six months away each year 
touring Queensland (ca. April-September), and while Sadler's name doesn't appear on the bill any touring troupe, he 
most likely appeared around Clay's burgeoning suburban circuit over the spring/summer months. It is also possible that 
he was on Clay's books around the same time as George Sorlie joined the company. Sometime around 1905 Sadler was 
offered an engagement with Harry Rickards, having been given a letter of introduction from Ben Fuller. He was 
associated with Rickards on a regular basis for seven years - a good deal of that time in a turn with Major Bosco. One 
early review published in the Theatre records: "Harry Sadler's turn at the Tivoli is a roar from the start... He out-Tiches 
Little Tich, which is tall talk" (June 1907, n. pag.). Finishing up with Rickards, he is believed to have spent some more 
time on Clay's circuit before taking up a contract with James Brennan at the National Amphitheatre (see SMH: ca. Feb. 
1909). He later went back on to Fullers time after they took over Brennan's operations in Sydney and Melbourne. It has 
been reported that he stayed at the National Theatre for six months before being transferred to the Gaiety (Melb) as the 
firm's manager there. 
 Between the end of his Fullers’ engagement and the opening of his Tasmanian and Victorian operations around 
1913/14, Sadler re-established his connection with Harry Clay, performing both on his Sydney circuit and on the first 
half of Clay's 1912 Queensland tour. The Theatre in its December 1912 issue offers an insight into their relationship: 
 
 Mr Harry Sadler has often worked with Mr Harry Clay. One of the songs he used to sing was, "Studying the 
Doctor's Orders." In this get-up he had a swag on his back. Mr Clay says that sometimes when Mr Sadler was 
singing this he used to shout to him from behind the scenes: - "If I had my way, I'd strap that swag to your back, 
and make you carry it to Melbourne" (Dec. 1912, 33). 
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 Around late 1913 Sadler co-formed the Sadler and Beveridge Vaudeville Company, setting up an enterprise at 
Hobart's Theatre Royal under the auspices of Ben Fuller. In July Sadler and Beveridge announced their plan to open in 
Launceston, which Australian Variety suggested was risky as "the city on the banks of the Tamar is the nemesis of 
vaudeville! J.C. Bain and Mareno Lucas had a bad experience there" (1 July 1914, 12). In August they were to open at 
Her Majesty's Theatre Ballarat (Vic), too, but had to postpone due to the advent of the war. Looking to offer the latest 
entertainment crazes, the company introduced quick change dramas at the Hobart venue, and supplemented their own 
artists with headline acts leased from the Fullers. In December Sadler finally got his Ballarat operation under way, 
announcing at the time that he intended to settle in the city. The following year he had his various Tasmanian and 
Victorian enterprises in full swing. A new venture was also undertaken at the Barclay Theatre in Footscray from March. 
In September 1915, Sadler announced to Australian Variety that he had "made arrangements with Mr S. Spurling, 
General Manager of the New National Theatre, Launceston, to take all acts and turns after they have played Hobart, and 
I have also made exceptional arrangements with Mr Ben J. Fuller for a continuous supply of acts for both centres" (AV: 
22 Sept. 1915, n. pag.). Ever-ready to get his name out in the public, Sadler also made several complimentary comments 
about the magazine which they duly printed: 
 
Australian Variety is in great demand here, and you will find a good scope for it in Tasmania now that vaudeville 
has come, I hope to stay.... I will do all I can to push Variety along, and have already arranged for its sale in my 
theatres (ibid). 
 
It would appear that this announcement was a piece of desperation from Sadler as within a few weeks, and despite his 
advertised 'success' he instead divested himself of his interests in the Tasmanian capital and returned to performing once 
again - this time back in Sydney.  
 Sadler's return to performing took place at the Princess Theatre in late 1915, but by May the following year he and 
Jack "Porky" Kearns had taken over the running of the popular venue for the new owners, the Fullers. "Harry Sadler, in 
his elegant dress suit, makes an imposing figure in front of the Princess Theatre every evening," wrote one critic. "And 
how the comedian-manager works to get 'em in, and how he succeeds, is told in the fine box-office returns" (AV: 31 
May 1916, n. pag.). While Sadler largely concentrated on the managerial side of things, Jack Kearns took control of the 
creative side, investing his energies in the current craze for one act musical comedies.  A number of these productions 
were written and/or adapted by Kearns, with the help of Sadler and other leading comedians in the company. Three of 
the more successfully received productions were The Brook, On Your Nut and Muldoon's Picnic.  In mid-1916 the 
Fullers arranged with Sadler and Kearns to present Nat Phillips' newly formed Tabloid Musical Comedy Company for 
an initial six week season. The company created a storm of interest in the local community, in large part due to the two 
principle comedians - Nat Phillips and Roy Rene, who respectively played the characters Stiffy and Mo. Such was the 
success of the season even after only a few weeks, Sadler and Kearns extended their stay for another six weeks.   
 While his attention was primarily directed towards the Princess operations around this time, Harry Sadler 
nevertheless continued to keep his name current in some of his old stamping grounds. Over January/February 1917, for 
example, he sent a company on tour to Hobart. It appears, however, that that Sadler and Kearns eventually finished their 
run at the Princess in May that year. Sadler continued his association with Tasmania, playing at the Temperance Hall, 
Hobart and in other centres. Australian Variety notes in regard to his Launceston season: "Harry Sadler opens ... this 
week, and this will be about the strength of its run. One good night a week is about all that burg can stand. Sadler is on 
the bill, and with him are the Farrows, Shipp and Gaffney, Ward Lear, Maudie Stewart and others" (23 May 1917, 7). 
By the end of the month, he had indeed closed down his Launceston operations. He also closed down his Hobart 
venture, a decision which apparently created something of a furore amongst his artists. 
 In late November 1917, Sadler once again took over the reigns of the Princess Theatre for the Fullers, with critics 
noting that it was his experience and innate understanding of what the audiences wanted that accounted for his success 
there. Australian Variety made mention of his up and down career to that stage when it noted that "during the past 
several years, Sadler has had a somewhat pyrotechnic career. This time, he is in the game for keeps, and the first 
whisperer who comes along with a good thing [horse racing tip] is to be thrown to a dressing-room of live serios" (23 
Nov. 1917, n. pag.).  In the same issue the magazine notes: 
 
Harry Sadler to be a "Live One" - When the Princess Theatre re-opens to-morrow, it will have Harry Sadler at the 
helm, and this ubiquitous comedian-manager is going to give this well-known house the surprise of its life. He 
will run broad burlesque for the edification of patrons, and those latter are going to see a legs show hitherto 
unequalled. A very fine company of comedians has been secured, and the talent of the rest of the show is in 
keeping with the venture. Mr Sadler wishes it to be distinctly understood that he is taking the venture up entirely 
on his own responsibility, the only interest the Fuller firm has is the lease of the premises (ibid). 
 
Such was Sadler's reputation as a showman around this stage that the industry magazines frequently commented on his 
style of going about things. Making reference to a revusical then currently playing to much success on the Clay circuit, 
Australian Variety writes, for example, "Harry Sadler is a full blown Stenographer, 
69
 and can go some on the machine. 
His office is a buzz of business, and to see Harry at work, things must be looking up. Some class now, he can be seen 
only by appointment" (30 Nov. 1917, n. pag.). 
 1918 began auspiciously enough Sadler. He sent another troupe to Tasmania during January, and was able to 
attract some quality performers – notably George Sorlie, Arthur Morley, Phyllis Faye, Arthur Elliott and Harry Little. In 
                                                          
69      The New Stenographer by George Pagden et al. See Appendix C, 1917 entry. 
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February he announced to the public through Australian Variety that he intended to expand his circuit, opening at the 
Melrose Theatre (Perth). It is possible that the new venture was a means of escaping the considerable overheads required 
at the Princess - which Sadler claimed it cost him over £200 a week. Reporting that the Melrose had "been closed to 
vaudeville for some time" the magazine kept its options open as to whether it would be a success for him, writing "it 
now remains to be seen whether Sadler and his hustling methods can keep it open permanently" (22 Feb. 1918, 3).  One 
of Sadler's major successes during the period was the Baby Dolls, a group of singers, dancers and physical culturists led 
by Phyllis Faye. His relationship with Faye was shortly to bring him before the West Australian legal system, however, 
and effectively bring his name into disrepute around Australia.  
   For the Perth tour, Sadler took with  several top-line artists including his old mate Porky Kearns, Arthur Morley 
(producer), Harry Little and Phyllis Faye and the Baby Dolls. Several reports in Australian Variety and the Theatre 
indicate that the venture, which began around April, was initially a successful one, particularly as the city had been 
starved of quality variety entertainment for some time. In June Sadler even began opening venues in a number of other 
centres including Fremantle and Kalgoorlie (July). By mid-July, however, things began to unravel as word seeped out 
that "a big law case was coming off [later] this month." As Australian Variety put it: "The evidence will make even the 
ears of corn men open up wide. Artists throughout Australia will feel interested in the revelations, according to some of 
the know-alls" (19 July 1918, n, pag.) In early August the same magazine also reported that the case is "chockfull of 
undesirable evidence and spicy allegations" (2 Aug. 1918, 3). 
       The libel case centred around Sadler's public allegation that Faye (whose husband Bruce Drysdale was on active 
duty in the war) and Arthur Morley were having an affair. Morley's wife Elsie Bates was in Perth with her husband at 
the time, but Sadler had indicated to several people that the pair "were carrying on," and that Jack Kearns had seen 
Morley coming out of Ms Faye's adjoining room. During cross examination Faye said that she had first met Sadler 
shortly after she made her debut at Wallsend (NSW) in 1908 [aged 14], and that he "had frequently since then made 
improper overtures to her."  She added that she had defeated him in one instance by struggling with him. Sadler denied 
the allegations and produced witnesses to verify the fact that Morley was seen in Faye's bed. In addition he claimed that 
well-known Perth bookmaker, Percy Dennis, with whom he had had a falling out, and who subsequently engaged 
Morley and Faye for his own shows after the allegation, was party to inflaming the situation in revenge. Included in the 
scandal, too, was Jack Kearns, who the prosecution claimed was a "drunken scoundrel" (TT: Sept. 1918, 30). Faye 
eventually won her action and was awarded £25, although the expenses incurred by Sadler for legal costs were believed 
to have been quite high. While Faye's reputation seems to have not been overly affected, considerable damage to the 
reputations of Morley and Sadler is believed to have occurred. Morley's career was put on hold, and at one stage around 
late 1919/1920 he disappeared for sometime after suffering what is believed to have been a nervous breakdown.  
 With his reputation in Perth shattered Sadler returned to Sydney and attempted to put his career back on track. He 
arranged to takeover the lease of the old Emu Theatre in Oxford Street, near Hyde Park, a venture backed by bookmaker 
and Australian Variety manager, Andy Kerr, who took on the role of producer. Sadler and Kerr began operating 
vaudeville out of the theatre, renamed the Gaiety, on the 9th of December 1918, with the opening company including 
high profile variety stars, Ike Beck, James Craydon (also stage manager), Louie Duggan, Carlton and Sutton, Thompson 
and Montez, Daisy Harcourt and Sadler himself. The Gaiety began "doing remarkably good business" according to the 
Theatre (Jan. 1919, 25). However, it seems that despite the success of the venture, the psychological depression that 
would eventually cause Sadler to take his life later in 1919 began to take a firm grip on the comic/manager during the 
early part of the year. While little is known of Sadler's personal life during this period it would seem that his ability to 
manage the business side of the Gaiety was being left more and more to Kerr, who eventually turned to Harry Clay to 
help supply acts in an unofficial capacity (through his agency) in contrast to the way Sadler previously engaged his 
artists. On July 23rd 1919, about a month after his brother Victor died in Queensland of pneumonia, Harry Sadler 
committed suicide by jumping to his death from a railway bridge at Leichhardt. Sydney's Evening News records: 
 
Harry Sadler, formerly manager of the Gaiety Theatre in Oxford Street, and well-known in theatrical circles, met 
his death in a sensational manner at Leichhardt this morning. Soon after 10 o'clock a man and a woman, who 
were standing on the bridge which crosses the Glebe Island- Homebush railway in Norton Street, saw a man jump 
on to the parapet of the bridge. He looked towards them for a moment and said, "Goodbye! You'll find my body 
below." Then he dived head first to the railway below (ctd. TT: Aug. 1919, n. pag.). 
 
         In reporting on Sadler's death Australian Variety included the comedian's touching note to editor, Martin Brennan, 
in which, even during his final hours he still gave thought to his long-time mate Jack Kearns. The note read: 
 
           Dear Martin, 
             I have decided to end it all today. I die knowing I did absolutely all I could  
  for the profession. Through your paper give my kindest thoughts to Ben  
  and John Fuller, they are kings! Ta ta old pal; Good luck! 
                       Harry Sadler 
  P.S. - Ain't a man stiff. Cheer-oh Porky!  
 
       The magazine also wrote of Sadler:    
     
The unfortunate victim of his own hand was one of the best-known men in Australian vaudeville. His was a 
meteoric career, both as regards performer and manager. He had played the Fuller time on many occasions, and 
with very great success. As a manager, also, he was identified with several shows, all of which, strange to say, 
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came to a somewhat premature end - sometimes from mismanagement, more often from sheer bad luck. Poor 
Sadler was a happy-go-lucky fellow, generous to a fault, and if ever he had an enemy it was probably himself (25 
July 1919, 3). 
 
Numerous insights into Sadler's life and carer appeared in the pages of the industry magazines over the years, including 
one that recalled his days running the Sadler and Beveridge company in Hobart. 
 
Ted Stanley (doyen of theatrical mangers in the tight little island)," wrote the contributor would "put up some 
great jokes on them. Harry always dressed like a parson, and Ted's favourite joke was to get someone to hand 
Harry a bible wrapped in neat parcel. Harry used to go stone mad when he opened it (AV: 22 Aug. 1917, 15).  
 
In observing the opening of his new season at the Princess Theatre in November 1917 Australian Variety records: 
 
Wanted - Fifty, fine divine cute beauty girls for Harry Sadler's great new show, The Yankee Doodle Girls  - so 
ran the advertisement in a recent daily paper..... And there was some rush. Honoured more in the breach than the 
observance, girls, women and "ladies" of all shapes and sizes, answered the call.  During the past three days [of 
auditions] the manager and his staff have had the time of their lives; but the ultimate results have been very 
satisfactory, and to-morrow evening will see some of the best forms ever seen on the Australian stage. The 
Yankee Doodle Girls will be a burlesque show of the real rip-tearing type. It will keep within the bounds of 
discretion by a reasonable margin, and may also be depended upon to produce an entertainment of breezy 
merriment. [The magazine also added] "How to be Quick at Figures" by Harry Sadler will be on the market 
shortly. Advance sales are enormous (23 Nov. 1917, n. pag.) 
 
Other insights into Sadler during his final years include: 
 
Harry Sadler offered Ben J. Fuller six months rent of the Princess Theatre in advance last Monday. But the 
governing-director refused to take the money. Instead, he told Sadler that he really thought that the latter was on 
the way to make a big reputation for himself, and, the money would be available for improvements, and other 
matters. This is no "bull" - for Sadler has the backing to a very large amount (AV: 7 Dec. 1917, n. pag.). 
 
Back to the pay-box. So great was the rush at the Princess Theatre last Saturday evening that Harry Sadler had to 
go into the main pay-box and tear off the roll tickets for the seller. So busy was he - when a client came to pay 
him thirty shillings, that he did not have time to put his hand out for it (AV: 8 Feb. 1918, n. pag.). 
 
Harry Sadler back. - The most discussed man in Australian vaudeville at the present time arrived back from Perth 
last Friday..... Despite the fact that the case went against him, Harry still has the old smile up, and fully 
anticipates everything going right again, ere he returns westward (AV: 23 Aug. 1918, 3). 
 
Harry Sadler was forty years of age when he died, and is buried at Rookwood Cemetery. Surviving brothers Sid and 
Will were the chief mourners. Years later, Roy Rene wrote of Sadler in his memoirs: "Those two men, Porky Kearns and 
Harry Sadler, were great performers in their day, and they knew show business backwards and they knew what the 
audience wanted"  (61-2).  
 
FURTHER REFERENCE: 
"Death of Harry Sadler." TT: Aug. (1919), n. pag. 
"Harry Sadler Dead." AV: 25 July (1919), 3. 
"He Wanted Steak - And Red-raw at That." TT: June (1915), 49. 
"Phyllis Faye - Harry Sadler Slander Action." TT: Sept. (1918), 30. 
 
MUSIC THEATRE WORKS: 
THE BROOK  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916);  ON THE RIVER  [revusical]  Txt. Jack Kearns and Harry 
Sadler; Mus. [n/e] (1916);  ON YOUR NUT  [revusical]  Txt. Jack Kearns and Harry Sadler; Mus. [n/e] (1916); 
 
 
 
ART SLAVIN 
[Incl. Lily Thompson] 
 
Singer, comic, patterologist, song writer, revue and sketch writer, revue producer.  Born in Sheffield 
(Eng), Art Slavin came to Australia as a child. Initially a chemist by profession, his career in the 
Australian variety industry saw him associated with most of the leading companies including, Harry 
Rickards (ca.1907-14), the Fullers, Ted Holland, J. C. Bain, Jacky Landow, Post Mason, Harry 
Sadler, Dix-Baker, Harry Clay. Slavin met fellow vaudevillian Lily Thompson sometime around 1910 
and the two became on-stage partners. In 1914 they secured their first contract with Harry Clay and 
initially worked his Sydney suburban circuit. They later toured Queensland (1917/1918), with Slavin 
engaged as manager and producer on the latter tour. By 1918 he was also one of the company's 
leading revusical producers. Slavin and Thompson stayed with Clay until 1919, and then began 
working for a variety of other organisations over the next four or five years, including the Fullers, 
eventually returning to the Clay circuit on a more regular basis in 1924. Slavin and Thompson 
continued at Clay’s into 1925, followed by a return to the Fullers later that same year. They are 
known to have had a least one child, a son named Frank, born in 1911. Art Slavin died in Sydney in 
1961. Lily Thompson died two years later aged 76. 
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Born in Sheffield, South Yorkshire, around 1880, Art Slavin's parents immigrated to Australia when he was six 
years old. It is believed that they settled in the Blue Mountains township of Wellington, New South Wales, where a 
number of relatives were already living. Although it has not yet been ascertained he may also have been a relative of a 
P. or F. Slavin, a trombonist who was associated with the Alhambra Music Hall around the mid-1880s (see Alhambra 
Stage photograph in Australian Variety 15 July 1914, n. pag.). According to the Theatre magazine's "Lantern," Slavin 
was a Sydney native who initially pursued a career as a chemist (Feb. 1919, 28), which suggests that he may have 
moved to the New South Wales capital in his youth. Official records show that he married his first wife, Alberta Dutton, 
in Wellington in 1903, and the pair had three children - two girls (one died in infancy) and a boy, Eric. Little else is 
known of Slavin's early life, other than the couple were divorced in 1914.   
Art Slavin's first recorded engagement with Harry Rickards was at the Tivoli Theatre (Syd) on 16 February 1907. 
This indicates that he had been performing for a number of years because Rickards did not employ amateurs or even 
emerging professionals. In addition to his Tivoli engagements Slavin also occasionally appeared with other firms, 
notably Ted Holland (Theatre Royal, Bris) ca. June 1907; and James Brennan (Sydney and Melbourne) in 1910-11. His 
contract with Brennan, which lasted well into 1911, and possibly 1912, included at least one tour with the entrepreneur's 
Vaudeville Players (see Theatre Royal, Bris; ca. Nov.). By that stage Slavin was appearing in a partnership with 
soubrette, Lily Thompson. A native of Melbourne (and sister of Maisie Pollard), Frances Lilia Thompson (1887-1961) 
had begun her stage career with the Pollard family, beginning as one of the Lilliputians and ending as a member of their 
Juvenile Opera Co. She toured the East and through America with Mrs C.A. Chester, a daughter of Tom Sullivan (aka 
Tom Pollard), and later toured South Africa with the Harry Hall Lilliputian Opera Co. Although it has not yet been 
determined when Thompson and Slavin first teamed up, it is believed to have occurred while they were contracted to 
the Tivoli circuit.  
In 1913 Slavin and Thompson worked with Dix-Baker in Newcastle, J. C. Bain (Syd) and the Fullers. The 
following year they again secured work with Bain, in addition to seasons with Harry Clay, Cook and Fowles (Bris), 
Post Mason's Carnival Company and Jacky Landow's Entertainers. It was with Harry Clay, however, that they had the 
longest and most fruitful association. Two years after making their first appearance at his Bridge Theatre the couple 
were ideally positioned to take advantage of Clay's considerably expanded circuit. This comprised, in addition to the 
annual Queensland tour and revived Sydney suburban circuit, a fortnight-long South-West NSW tour (up to 13 towns 
situated along the railway line which ran west through Katoomba and then south to Wagga Wagga and Albury). 
Although mostly associated with Clay between 1915 and 1919, Slavin and Thompson occasionally appeared with other 
organisations, including Holland and St John (1916), Harry Sadler (1917) and Will Robey (1917).  It was during this 
period, too, that the revusical genre began to emerge as a popular variety attraction, and in Art Slavin it found an 
enthusiastic writer/diector. Indeed, over the 1916-18 period only Arthur Morley could be said to have perhaps written 
and produced more revues for Harry Clay. In 1917 Slavin and Thompson made the first of two back to back tours of 
Queensland for Clay. According to reviews in most centres a highlight of each season was Arthur Morley's revusical 
Dockum Street, Woolloomooloo. As the Toowoomba Chronicle records:  
 
As comedy waiters, Messrs Art Slavin and Bert Desmond caused endless amusement by their many interludes 
and quaint sayings, as an Irishman and as a Jew, and their topical song "1999," was most humorous. Mr Slavin's 
"cards" were responsible for a deal of laughter and interest... Slavin and Thompson (old Toowoomba favourites) 
had the audience with them the whole time they were on the stage, and blended patter, gags and paradoxical 
fragments harmoniously" (2 July 1917, 7). 
 
Between tours Slavin and Thompson worked Clay's Sydney and NSW circuits. Australian Variety notes in January that 
"Slavin and Thompson [are] good people at all times; [they do] excellent work in the revue, and later on the programme 
is strengthened by their turn; good cross patter, and original vocal numbers, with added praise for the parodies from Art 
Slavin" (18 Jan. 1918, n. pag.). The following month a Theatre critic wrote: "The features of the first part revue, Three 
Thousand Miles a Minute, are Art Slavin's staggersome make-up as a spiritualist, with big goggle eyes and a profusion 
of red, curly hair.... Mr Slavin is the life and soul of the revue" (Feb. 1918, 41). 
 1918 also saw Slavin manage the last of Clay's Queensland tours for almost a decade, with the Spanish Flu 
epidemic of 1918/19 forcing the company to cancel its 1919 tour - the first time since 1901, the year Clay began 
sending troupes through the state.
70
 The epidemic was so bad at one stage that Slavin wrote a little light relief which 
Australian Variety duly published in its 11 October 1918 issue: 
  
"Slavin's Spasm" 
 
Everybody's got the "Flu" 
At-choo! At-choo! At-choo! 
I'm trying to write this verse for - 
At-choo! At-choo! At-choo! 
Don't miss Clay's laughter show this week 
If you’re feeling sad or blue 
It's no darned good, I can't write more, 
At-choo! At-choo! At-choo!  (17) 
 
                                                          
70   With his NSW expansion taking up his time and competition from film more fierce Clay permanently ended his association with Queensland. 
Only two more tours of the state were mounted after this. The first was in 1927, two years after Clay's death, and the last in 1929 (with Roy Rene). 
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For the 1918 tour Art Slavin was handed the duties of producer and tour manager and as such he staged several of his 
own revues, including the highly popular Casey's Ashes. The 1918 tour was also run with the assistance of Wally 
Edwards, who acted as business manager. The extent to which Slavin was regarded in the industry can be seen in a 
Northern Miner review of the company's Charters Towers season: "The first portion of the evening’s entertainment was 
devoted to an extremely funny revue [by Art Slavin] which provided a constant simmer of merriment.... Slavin and 
Thompson's comedy patter work was another feature of the performance" (26 June 1918, 3). Two months later, having 
just returned to Clay's Sydney circuit, Australian Variety reflected:  
 
An Energetic Producer: - Art Slavin is a paragon of excellence in stage management, and the manner in which he 
conducts rehearsals. There is no time lost in idling around, but he gets to work right away. Furthermore, he uses 
no aggressive methods, but gets more done by his genteel methods (30 Aug. 1918, 7). 
 
The magazine later wrote a similarly glowing review: "Slavin and Thompson are a riot nightly; the former's parodies are 
with out doubt, excellent; and the latter is a dainty and polished artist, who always renders assistance towards making 
the turn a success" (18 Oct. 1918, 11). The Theatre was equally impressed with the Slavin line of work on Clay time, 
reporting in its February 1919 issue: "Besides writing a lot of the Slavin-Thompson songs and patter, Mr Slavin was, at 
the time these lines were written, supplying Mr Clay with a second-half revue that made in all seventeen for that 
manager, from his clever, resourceful pen" (Feb. 1919, n. pag).  
Sometime around 1919/1920 Slavin and Thompson left Harry Clay's circuit, and while there remains a significant 
gap in their careers as far as the research for this thesis is concerned they are believed to have continued playing 
throughout Australia and New Zealand during the first half of the 1920s, much of it apparently on the Fullers circuit. In 
this respect the Theatre reports in 1923 that "Slavin and Thompson, a very pleasing lady and smart comedian put over a 
fine offering. The lady sings ballads, which the comedian himself wrote" (TT: Oct. 1923, 18). 
 In 1924 the pair returned to Clay's on a more permanent basis, with Slavin being known to have produced a 
number of revues for the company that year, including The Winning Ticket (ca. Sept/Oct), and his ever-popular 
Casey's Ashes (c Nov.). Of that production the Theatre records: "The revue is entrusted to Art Slavin's direction, and he 
and his many lady and gentlemen confederates supply plenty of amusement in song, dance and jokelet. A word of praise 
is due to the careful manner in which these revues are mounted" (Dec. 1924, 17). Slavin continued to present shows for 
Clay's during the following year. In a review of one of his Princess Theatre productions a Theatre critic wrote: "Art 
Slavin's revue company is going strong with plenty of variety in The Wags (Mar. 1925, 17).  
 As is the case with a number of other performers presented in this Appendix there has not been a great deal 
located with regard to Slavin and Thompson from 1925 onwards. Although their last professional engagement located 
to date was with the Fullers in Melbourne (Bijou Theatre) around September 1925, the couple would have more than 
likely continued to appear on the Australian variety stage for a number of years after this. The following piece, an 
example of Art Slavin's patter, was published in the Theatre: 
 
Life is like a game of cards. We all take a hand in the game. The barber cuts, the shopkeeper deals, and the old 
maid goes alone. She tries to get a partner; but nobody will prop; and she’s euchred every time. The butcher plays 
a plucky game. He plays for a good stake, and never loses his block. A baker never plays for fun, he always needs 
the dough. The navvy plays spades, and the sport plays clubs. The lover plays hearts; but he often has to use 
diamonds to take a trick. A little baby always reminds me of cards. The baby’s the little joker, and his mother’s 
the queen of trumps. If the little joker plays a crook game his mother takes him up, puts him across her lap, raises 
the right bower, and trumps the ace (Feb. 1919, n. pag.). 
 
MUSIC THEATRE WORKS: 
FUN ON A RANCH  [revusical] Txt. Art Slavin; Mus. [n/e] (1916);   CASEY'S ASHES  [revusical] Txt. Art Slavin; Mus. [n/e] (1917);  BRISKET 
BOXED  [revusical] Txt. Art Slavin; Mus. [n/e] (1918);  DOOLAN'S BIGHT  [revusical] Txt. Art Slavin; Mus. [n/e] (1918);  HALF PAST 
TWENTY-EIGHT  [revusical] Txt. Art Slavin; Mus. [n/e] (1918);  SOCK THE KAISER  [revusical] Txt. Art Slavin; Mus. [n/e] (1918);  THIRTY 
THOUSAND MILES A MINUTE  [revusical] Txt. Art Slavin; Mus. [n/e] (1918);  ARTILLERYMAN WINS  [revusical] Txt. Art Slavin; Mus. [n/e] 
(1919);  AFTER THE SHOW  [revusical] Txt. Art Slavin; Mus. [n/e] (1919);  BOARDERS AND  BALLETS  [revusical] Txt. Art Slavin; Mus. [n/e] 
(1919);  HOTEL DE BONG (aka HOTEL BON BONS) [revusical] Txt. Art Slavin; Mus. [n/e] (1919);  KUTE KIDS  [revusical] Txt. Art Slavin; 
Mus. [n/e] (1919);  THE WINNING TICKET  [revusical] Txt. Art Slavin; Mus. [n/e] (1924);  THE WAGS  [revusical] Txt. Art Slavin; Mus. [n/e] 
(1925). 
 
 
 
GEORGE SORLIE 
 
Theatre entrepreneur, dancer, singer, trick cycling, baton twirler, actor, comic.  Born George Brown 
Sorlie on 7 February 1885 in Liverpool, England. Having grown up in Melbourne and Kalgoorlie Sorlie 
moved to Sydney c 1903 looking to find work as a professional variety performer. One of his earliest 
engagements was with Harry Clay (ca. 1903). Over the next decade he was associated with Harry 
Rickards (c 1905), James Brennan (ca. 1907), J. C. Bain (1912-14), Bert Howard (ca. 1915), and was 
the elected president of the Australian Vaudeville Artists Federation (1913-14). Sorlie found much 
success in a partnership with Billy C. Brown (ex-Hugo’s Buffalo Minstrels) on the Fullers circuit 
between 1914 and 1917. He married Grace Florence Stewart in 1915. Following Brown's return to 
America in 1916 Sorlie went back to performing a solo act, finding regular work with Beck and 
Howard and later just Bert Howard for much of 1917. During the years 1918 and 1919 Sorlie worked 
largely on Harry Clay's Sydney circuit, but from the early 1920s onwards he concentrated on touring 
his own companies under canvas. Over the next two decades established himself as Australia's "Tent 
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Show King," staging musical comedies, pantomimes, vaudeville and drama productions around the 
country year in and year out. His entrepreneurial activities also included city-based operations. 
During his career, Sorlie contributed regularly to a number of theatre magazines, as correspondent, 
anecdotist and industry observer. He also recorded a number of songs for the Parlophone label in the 
later 1920s. George Sorlie died on the 19th June 1948, leaving behind his wife, who continued to 
tour (with Bobby Le Brun) for the next decade or so. 
 
 In an industry which required of its work force the ability to multitask, George Sorlie was with little doubt one of 
the most versatile. In addition to his principal comedy routine he could perform with expertise almost anything that was 
required. Dancing, acting, singing and juggling were just part of his overall repertoire of skills.  He was also a noted 
trick cyclists and held three gold medals for "manipulating the baton," an act he did to great applause in the Anzac Day 
march of 1918 (27 Apr. 1918, n. pag). Sorlie's historical status today is largely that of Australia's leading tent showman. 
As with others of his era, those like Nat Phillips, Jim Gerald, Stanley McKay and George Wallace, George Sorlie's 
considerable reputation and achievements during his lifetime have found very little recognition from historians. Even 
that which currently passes as an historical account requires further investigation as much of it erroneous. 
 The son of Frederick Sorlie and Sarah Jane (nee Rodick) George Sorlie was of West Indian ancestry. The family 
migrated to Australia, settling first in Melbourne. Following the death of his father, Sorlie and his mother moved to 
Perth. From an early age he attempted to help support them both by busking and appearing in local vaudeville 
programs. By 1896 Sorlie was supporting his mother by singing in bars, halls and on the streets of Kalgoorlie during 
that district's goldrush period.
71
 Although precise details on Sorlie's early professional career are scarce it appears that 
he moved to Sydney sometime around 1903, picking up work with Harry Clay during his off-Queensland season (ca. 
Oct-February). Several accounts of Sorlie's movements around this period, which were published from the mid-1970s 
onwards, confuse the issue somewhat due to errors of recall and grammar. Charles Norman, for example, records that 
his old friend the "white Rajah" (as he was often called) joined Clay's when he first got to Sydney but incorrectly refers 
to the Newtown Bridge Theatre as the place where Sorlie first opened (Clay did not build open the Bridge Theatre until 
1913). Prior to building his own theatre Clay leased St George's Hall one night a week in order to present his shows for 
the Newtown audiences. This entry demonstrates that Norman's book tends on several confuse his own memories (some 
of which are second hand reportage) with information presented in published sources such as Bruce Carroll's Australian 
Stage Album. In this respect, for example, Norman has erroneously collapsed St George's Hall and the Bridge Theatre 
(the venue he himself played at often during the mid-1920s) into one. An accurate record is not provided by Carroll 
either, because in referring to the venue with a capital "T" he specifically implies the Bridge Theatre - rather than 
another Newtown-based theatre. As Carroll writes: 
 
In 1903, 18 year old George Sorlie faced the acid test of a one-night stand before the audience of Harry Clay's 
Newtown Theatre, where those who paid sixpence to sit in the gods had an unerring aim as they dispatched soft 
tomatoes and overripe eggs towards performers who failed to please them. When he had finished and no missiles 
came, veteran trouper Ted Tutty told him; "Boy you have been accepted by the most critical audience in 
Australia" (88). 
 
It is believed that George Sorlie maintained an association with Clay for at least two years, and may well have 
continued to play brief engagements on an irregular basis over the decade. Interestingly, during that period he did not 
tour Clay's NSW/Queensland circuit. This indicates that he was finding on-going work on other circuits in Sydney and 
elsewhere at that time. In early 1905, for example, he made his first appearance at the Cremorne Theatre in Perth for 
Leonard Davis in a company that included Sam Gale and his wife Myra James, Sam Rowley and Albert Lucas. 
Described as "the Great American Coon Impersonator," Sorlie's act was well received - particularly his plate-spinning 
(WA: 11 Feb. 1905, 1). By July he was with Will Wallace's Waxworks Company on their tour of Queensland, again 
with the Gales (and their daughter Sadie). Advertising in the Northern Miner indicates that the company had come 
direct from Melbourne (1 July 1905, 1). Following that tour Sorlie secured an engagement with Frank M. Clark at the 
Gaiety Theatre (Melb), making his first appearance with the company on 11 November.  
 The claims by Peter Spearritt, Bruce Carroll and Charles Norman that Sorlie joined Harry Rickards circuit in 1905 
(18), working in his Tivoli and National Theatres as a cornerman, might well have some basis, but as yet no record has 
been uncovered during the survey undertaken for this project. Furthermore, his other commitments throughout that year 
indicate that any Rickards engagement would have been relatively brief. The only specific details pertaining to Sorlie's 
career between 1906 and 1910 located to date are for an unidentified season in Hobart sometime around 22 September 
1906 and a "reappearance after a lengthy absence" for Ted Holland's management at the Theatre Royal (Bris) beginning 
21 September 1907 (BC: 23 Sept. 1907, 2). Spearitt's entry in the Australian Dictionary of Biography indicates also that 
he was with James Brennan sometime that same year.   
 George Sorlie's appearance at the Tivoli (Syd) on 5 February 1910, as mentioned earlier was more than likely not 
his first with Harry Rickards. The positioning of his name on the bill further suggests that Sorlie had been with the 
company for some period prior to that date. He remained with the Sydney company until late March and then 
transferred to Melbourne for Rickards' show at the Opera House (2 Apr.). His act was by this stage being referred to as 
dancing and plate spinning. Among his fellow performers around this period were Les Warton, Johnny Gilmore, Con 
Moreni and the Huxhams. By August Sorlie was off the Rickards circuit and back performing with Harry Clay on his 
suburban circuit, which included the Royal Standard (Castlereagh St). He made his debut with the company that month 
                                                          
71  Another youngster to develop his performance skills in Kalgoorlie during the 1890s was Jack "Dinks" Paterson, who later found fame with 
George Wallace as Dinks and Oncus. 
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on the corner as an endman (27 Aug.). The following year he was contracted to James Brennan, with his engagement 
including a season at Brisbane's Theatre Royal with Brennan's Vaudeville Players (20 Nov.). 
 Sorlie's association with J. C. Bain is believed to have begun early in 1912, as the Sydney Morning Herald reports 
that he was already touring Bain's Sydney circuit by 11 May. Although no further details have been located concerning 
his precise movements that year, Eric Reade claims that Sorlie won third place in a "funny man competition" run by 
film exhibitor, Cousens Spencer. The featurettes, writes Reade, ranged from "The Crazy Barber" to "The Hobo on 
Wheels" (68). He continued with Bain's Vaudeville Entertainers on a regular basis throughout 1913 and 1914, while 
occasionally taking up brief engagements with other companies. He is recorded performing on Bain's circuit in March, 
May, July, August and September that year, which led the Theatre to suggest in its August issue that both he and Con 
Moreni had become institutions at the Princess Theatre. The same review provides some further details of his stage 
work:   
 
Mr Sorlie receives a "staggering" blow from Olive Robinson. As he rises dizzily from the floor Mr Sorlie 
addresses the audience thus: - "I done my best, gentlemen; but weight will tell." As the fleshy Olive must scale 
something like twelve stone, the audience are not slow in seeing the joke; and a hearty laugh invariably follows 
(29). 
 
Sorlie is believed to have taken a break from Bain's management around late October/early November 1912, with 
newspaper advertisements showing that he appeared on the programmes of Sydney's Star and Oxford theatres during 
that time. By early November he was at the Fullers Bijou Theatre in Melbourne, performing in company that included 
his future partner Billy C. Brown. Although few details of Sorlie's movements are recorded for 1913 by January 1914 
he was once again at the Princess Theatre under Jimmy Bain's management. Australian Variety reports, too, that the 
manager lent Sorlie out to a benefit for vaudeville performer George Dean at the Little Theatre (28 Jan. 1914, 5).  
 1914 was a significant year for George Sorlie. He continued to build his reputation with James Bain's audiences, 
while briefly going on to other management bills. Notable among these other firms was Dix-Baker who contracted 
Sorlie for their Newcastle/Hunter shows around June/July. Prior to this engagement, however, Sorlie had been elected 
to the position of president of the Australian Vaudeville Artists' Federation (A.V.A.F.). Australian Variety notes of his 
appearance in Newcastle at the first ladies Sunday social afternoon at the club-rooms, that he was the hardest worker in 
what was a most successful function (29 July 1914, n. pag.). A few weeks previous the same magazine reported news 
concerning Sorlie's future plans. "The Era Comedy Four will be minus Billy Brown at the expiration of their present 
contract with the Fuller-Brennan management. The comedian will double up with George Sorlie, and if indications are 
anything, these boys are going to clean up with several routines of new and original business" (AV: 8 July 1914, 7). 
Sorlie and Brown made their debut in New Zealand on 14 September 1914 while on tour for the Fullers. By the time 
they returned to Australia the duo had fine-tuned their act to such a degree that audience receptions nightly included 
multiple recalls. By early 1915 their popularity led to them gracing the Australian Variety's 10 February issue. The 
magazine proclaimed later that same year: 
 
Brown and Sorlie the coloured deliverers of the best essence 
of laughology are a scream this week, and during the whole 
time these two dandy performers are on view, the house is 
completely broken up from start to finish. As a double, you 
must hand it to these two boys as one of the best ever that has 
played Melbourne (24 Nov. 1915, 12). 
 
Throughout 1915 Sorlie and Brown contributed a number of articles 
and letters to the two leading industry magazines – The Theatre and 
Australian Variety. Sorlie contributed his views on current issues (see 
"George Sorlie Writes," 31, for example), while both men wrote 
about their experiences of showbusiness and regional touring for 
Australian Variety's first annual - Sorlie with "Learning his 
Lesson"(n. pag.) and Brown with a two-page article that proclaimed 
that "Showbusiness was No Bed of Roses" (n. pags.). 1915 also saw 
Sorlie marry Grace Stewart. The pair remained together as husband 
and wife and business partners until Sorlie's death some 33 years 
later.  
 While much of Sorlie and Brown's time together over the 
period 1915 to 1917 was spent with the Fullers' company, they were 
on occasion leased out to other companies. In 1915, for example, the 
pair undertook engagements in Brisbane with Holland and St John 
(ca. Feb.), toured Birch and Carroll's Queensland circuit (ca. 
Mar/Apr.), and appeared with Dix-Baker at Newcastle (ca. Dec.). 
That same year they worked on a Fullers bill while playing 
Fremantle and Perth (ca. Aug) and Melbourne (ca. May).  
 
 
Sorlie and Brown 
Australian Variety 27 Jan. (1915), n. pag. 
(Courtesy of the Mitchell Library) 
1916 began for Sorlie and Brown where the previous year had left off. Australian Variety described them as the 
"finest pair of coloured performers since the days of Pope and Sayles," reporting that the immaculate Sorlie and his 
direct antithesis in dress, "Rastus" Brown, had got their offering down to a fine art (5 Jan. 1916, n. pag.). The Theatre 
  850 
 
 
went even further, proposing that "greater favourites than they have become have seldom been seen on the Australia 
stage" (Feb. 1916, 47). They toured New Zealand beginning February, returning to Australia in late June. The following 
month, having played a brief season in Sydney, the pair left for Adelaide's Majestic Theatre (Adelaide), followed by a 
three month season at the Empire Theatre in Brisbane. By all accounts the partnership may well have continued for 
much longer than its two and a bit years, and possibly even rivalled Roy Rene and Nat Phillips for the tile of most 
popular comic duo of the war years. Brown is reported to have had no desire to return to America, but was forced to 
when the Alien Restriction Act was enacted by the government (AV: 13 Dec. 1916, n. pag.). The two men were afforded 
a full-page photographic spread in Australian Variety's 29 December issue shortly before the unwanted split. 
Interestingly, while forewarning the public that the partnership was soon to end, both Australian Variety and the Theatre 
also reported that Sorlie had recently become "a partner in the fine and up-to-date fruit shop at the corner of Elizabeth 
and King Streets." Variety went on to note, too, that he was likely to confine himself to [that] industry now that Bill 
Brown is going back to America" (13 Dec. 1916, n. pag.).
72
 Brown is believed to have left Australia sometime in the 
next few months, spending much of the mid-year in New Zealand prior to heading back to the United States (see His 
Majesty's Theatre, Wellington ca. May-June).
73
 
1917 saw Sorlie take up engagements with Beck and Howard circuit around the middle of the year, followed by a 
contract with Bert Howard after two managers parted ways. This engagement lasted almost eight months. During that 
time, however, he is known to have played engagements with Harry Sadler (Princess Theatre) and Harry Clay, as 
evidenced by the following review of his turn at Bridge Theatre in October 1917: 
 
George Sorlie is 'some swell' in his evening dress, and his rendering of 'Gungapin' (sic) was an eye-opener to 
many, who never thought George could do it to such big success. His number, 'How I Beat Jack Johnson' (written 
by Ralph Weekes - Clay's drummer and arranger) was a winner (AV: 26 Oct. 1917, n. pag.). 
 
After finishing up with Howard sometime in late January 1918 Sorlie returned to Clay's, remaining with the company 
throughout most of the year, albeit with brief engagements for other managements, notably including Bert Howard. 
Reviews from 1918 mostly extolled Sorlie's act, as the following reports demonstrate: 
 
George Sorlie created quite a sensation on Anzac Day. He was leading the musician's band. Dressed in full 
uniform, he cut a dashing figure, and his work with the baton was of great interest to all who witnessed his 
performance (AV: 3 May 1918, 4). 
 
George Sorlie is easily the first part hit at the Princess (Railway Square). He had to sing five songs on April 20. A 
tuneful voice and an invigorating style are the means - or mostly so - through which Mr Sorlie succeeds in doing 
the trick (TT: May 1918, 33). 
 
Harry Clay and George Sorlie made quite a hit at the Princess Theatre last Saturday, when they did a double 
dance (AV: 10 May 1918, 3). 
 
Not all critics were enamoured with his performance, however: 
 
George Sorlie ("The Chocolate Soldier") is over-confident. He thinks he has the audience captivated 
before he opens his lips, or without doing anything to first win their approval. Mr Sorlie is a good 
performer. But he is by no means so great that he can affect the cocksure attitude he took the night I 
heard him (TT: Mar. 1918, 33). 
 
 The reputation and experience Sorlie had by then gained was obviously appreciated by Harry Clay who kept him 
on at his two major venues, the Princess and Bridge theatres on a permanent basis, as the June 1918 issue of the Theatre 
reports (29). Indeed, the same magazine reports in its December issue that he had played the Princess and Bridge 
theatres for fifty weeks straight (32). Several times during his association with Clay reference was made to his de facto 
producer role, assisting less experienced performers and involving himself in many facets of the operation. The Theatre 
records, for instance that "at times his help towards the show is of a general nature, and he frequently assists a weak 
offering in a quiet but effective manner" (June 1919, 25).  Australian Variety noted, too, that "besides being a very bit 
hit on the programme [Sorlie] is a great help to the artists in their numbers. Often when a turn is falling flat, George 
comes along with a little comedy during the song, which turns the number from failure, to one of the successes of the 
bill" (16 Aug. 1918, 11). The Theatre provides further insight into Sorlie's relationship with his audience: 
 
If you can stand it I’ll sing it!" It was the retort of George Sorlie to a crowded house that clamoured for "Four and 
Nine" after he had already responded to no less than three recalls. "We're used to it," interposed someone in the 
audience. Said Mr Sorlie, "You ought to be." After a pause he added. "If there's anybody here who hasn’t heard 
me sing it will he please stand up?" For a joke someone did, because for so long has Mr Sorlie been giving "Four 
and Nine" that it's inconceivable there is among Harry Clay's thousands of Sydney patrons one who hasn't heard 
of George's rendering of it - again and again. To the person standing up Mr Sorlie remarked amidst laughter, 
"There's a medal for you in the office." The song has assuredly never had in Australia the equal of Mr S. as a 
singer of it. Hence his sensational success in the clever, tuneful, humorous lines (Feb. 1919, 27). 
 
 
                                                          
72      See also TT: Jan. 1917, 49. 
73     A letter from Brown while en route to America was published in the 26 October 1917 issue of Australian Variety. 
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Considered one of the industry's leading personalities, not all of Sorlie's press coverage over the years was related to his 
on stage performances. 
 
For some time, George Sorlie has bet various sums that he could stand in his shop and tell the destination of 
various trams long before they got within his direct line of vision. At times he almost cleared the rent, as well as 
cleaning out his friends. But the secret is out. George sees the reflection of the destination-board in the shop 
opposite his, so now a fine source of revenue is no more (AV: 1 Aug. 1919, 2). 
 
 There is some confusion as to when George Sorlie began operating his famous travelling tent show. Brian Carroll, 
in the Australian Stage Album claims that he and his wife "scrapped together every penny they had [in 1917] and 
brought out Philip Lytton's travelling tent show" (88). A 1977 "Historical Feature" on Sorlie, published in the  Daily 
Mirror recycles much of Carroll's account adding further to the story. Writing eight years after Carroll, Charles 
Norman's memory also appears to support most of Carroll's claims, except that he claims that Sorlie's tent show career 
began as early as 1914. Peter Spearitt's 1990 entry in the Australian Dictionary of Biography accepts most of these 
accounts, and in particular the details surrounding Sorlie's supposed purchase of Lytton's business in 1917 (and his 
opening shows at Wagga). Spearrit even repeats word for word Carroll's claims regarding Sorlie's opening season of 
productions - which are said to have included his original play My Pal Ginger. Although Norman doesn't specifically 
identify that work as having been one of Sorlie's early productions, both Carroll and Spearitt do. The problem for 
Carroll and Spearett is that their claims concerning that play are eleven years too early. Evidence contradicting these 
accounts can be seen in the 12 September1928 issue of Everyone's, which records: "George Sorlie's company will 
commence a season with a new Australian play, My Pal Ginger, at the Grand Opera House, Sydney on September 22. 
Sorlie, in his enthusiasm, predicts that this production will prove as big a winner as On Our Selection" (45). 
 Given a closer examination, too, Norman's version is clouded by suggestions of erroneous plagiarism in that he 
also repeats Carroll word for word, despite having first given the reader the impression that the account is entirely his 
own recall.
74
 Although Norman's memoirs were published some eight years after Carroll's, there is the possibility that 
he provided the initial information to Carroll (which would negate any plagiarism charges). This cannot be verified, 
however, as Carroll doesn't cite his sources. The similarities between both accounts, in addition to the number of errors 
on the part of both authors (as well as Spearitt), do propose however that none are suitable sources of historically 
accurate information. A further problem here is that their information continues to be recycled as fact even in 
prestigious publications as the Companion to Theatre in Australia.
75
 Indeed, most of Carroll's version of Sorlie's life 
requires re-examination as he appears to have relied mostly on second hand accounts rather than basing his research on 
primary sources. An example of this can be seen in his claim that Sorlie "soon teamed up with Billy Brown, a brilliant 
ad lib comedian, and one of Rickards' stars" (88) after having transferred to Rickards from Clay's circuit in 1905. The 
problem here is that not only did Sorlie and Brown not team up until some nine years later, but there is no evidence 
supporting the claim that Brown ever worked for Rickards or Tivoli Theatres Ltd. In no articles on Brown in Australian 
Variety or the Theatre (or even in interviews with him) is an association between Brown and Rickards mentioned. 
Indeed, in the article titled "Goodbye Billy," the Theatre writes, "[Brown] originally came here with Hugo's Minstrels. 
With the disbandment of that combination - a matter of only a few months after being in Australia  - Mr Brown got a 
show with Ben J. Fuller and has been on the Fuller circuit ever since. First he appeared under the Fuller management 
with the Era Comedy Four" (49). 
 The issue surrounding when Sorlie first began touring his tent show is further problematised by three key issues. 
First, as this entry shows, Sorlie's commitments to other managements between 1917 and mid-1919 can be shown to 
have been significant. Being engaged by Bert Howard (including Beck and Howard) for more than eight months in 
1917 and by Harry Clay for almost a year (ca.1918), it is improbable that he found time to tour his own company. A 
second piece of evidence is the 1 August 1919 report in Australian Variety (see above) which further suggests that not 
only did his fruit shop business take up much of his off-stage time, and but that it also required him to remain in Sydney 
on a more or less permanent basis. It appears that the furtherest Sorlie travelled from his home base between 1917 and 
1919 on a professional basis was Newcastle.  
 The second issue is that if Sorlie had indeed bought out Philip Lytton's show in 1917 as both Carroll and Norman 
indicate, why was he working for Lytton (or with him) in 1920? A brief par in the 16 April 1920 issue of Australian 
Variety indicates in this respect: "George Sorlie and Phillip Lytton's panto is at Bathurst" (n. pag.).  That same company 
also toured regional Queensland around June/July that year (see Maryborough ca. June; Rockhampton ca. June/July). 
Although Lytton's name is initially associated with the Queensland tour, by the time the company returned to Sydney in 
early September it appears that Sorlie was in sole control. Australian Variety reports in its 10 September issue, for 
example, that "George Sorlie [was] back in Sydney after a "highly successful tour up North with his pantomime 
company." These pieces of evidence suggest that Sorlie had teamed up with Lytton sometime between ca June 1919 
(his last known association with Harry Clay) and April 1920, and that a deal was struck between the two men for Sorlie 
to buy out the show and run it as his own concern. As Sorlie's name is given increasing prominence by the time of the 
Queensland tour, it is quite possible that this deal became official either by that time or shortly thereafter. Even though 
                                                          
74      Norman states in When Vaudeville was King: "I had the pleasure of working with him but once, in Adelaide in 1945… In our dressing room 
chats he often talked about his beginnings" (62-4). Norman's account from this point on closely mirrors Carroll's, in many places word for word.  
Interestingly, although Spearitt also replicates Carroll's claims virtually word for word, he does not indicate that publication as a source. Furthermore, 
of the primary sources he does cite, none are from the period 1917 to 1928.  
75     See Victoria Chance's entry on Sorlie in the Companion to Theatre in Australia, which similarly repeats almost word for word Carroll's 
original errors. 
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Sorlie was by then running his own touring company, he nevertheless undertook at least one last variety engagement 
with another management in 1920, this being with Bert Howard (see the Coronation Theatre, Leichhardt ca. Sept/Oct.).  
 The third issue supporting this re-evaluation of the Sorlie history is that there is simply no record of him touring a 
tent show prior to 1920 in either the Theatre or Australian Variety. Supporting this argument is a letter Sorlie wrote to 
the Theatre in 1922 when he reports on his arrival in the thriving mining town of Broken Hill, by then a regular stop 
over by any company touring regional NSW, that he was opening a stock drama season there for ten weeks (beginning 
14 Oct.). "We are the first moving [dramatic] theatre outfit to ever visit Broken Hill," writes Sorlie. It is highly 
improbable that Sorlie would have by-passed the town with his travelling tent show had he been operating since 1917 
(or 1914 as Norman suggests). In this respect it is very likely that Norman's memory has collapsed Sorlie with another 
prominent tent showman of the time, Stanley McKay, who was touring pantomime and Shakespeare around Australia 
under canvas as early as 1910 (see McKay entry for further details). 
 George Sorlie's involvement in variety entertainment from 1920 onwards was limited, despite the 1977 Daily 
Mirror's grossly inaccurate claim that he was the first entrepreneur to tour vaudeville in the bush (30)  - another 
example of how easily the media can latch on to inaccuracies in the historical record and effectively reinvent Australia 
history. Although Sorlie effectively moved away from vaudeville with his tent show operations, he nevertheless toured 
musical comedies on a regular basis, and often employed artists with backgrounds in vaudeville. Sorlie's reputation 
from this point onwards, then, is as a purveyor of largely legitimate theatre - not melodrama as the Mirror also claims, 
as melodrama had become passé several decades previous (30). In the early 1930s, however, he made a return to variety 
entertainment by forming the George Sorlie Vaudeville and Revue Co. One of the earliest engagements undertaken by 
the troupe was a season at His Majesty's Theatre, Brisbane (7 Nov. 1931 - 2 Jan. 1932). Featuring the talents of 
seasoned performers like Arthur Morley, Bert Desmond, Sam Stern, Yvonne Banyard and Percy Mackay, the troupe 
presented a first part vaudeville programme followed by a second part revusical. Among the productions staged were 
two of Arthur Morley's revusicals from 1915 (On the Sands and Not a Word to the Wife) and his new pantomime, 
Mother Grundy. The troupe, this time billed as George Sorlie's Musical Revue Co, played a season at Sydney's Grand 
Opera House in early 1932, with several of Bert Desmond's revusicals being staged. 
Although Sorlie's movements over the course of his career are far to extensive to be included in this overview, 
suffice it to say, he continued to maintain a considerable presence in the country through until his death in 1948. Even 
then his legacy of taking theatre to the wider Australian community continued under the management of his protégé 
Bobby Le Brun and widow Grace until the early 1960s. Certainly the strength of his ensemble during the early years 
(c1920-mid-1930s) and his perseverance in overcoming the countless obstacles put in his way, helped establish his 
reputation as an iconic travelling showman. It should be remembered, however, that Sorlie did not confine himself only 
to regional centres. Everyone's notes in 1924, for example, that after eight months absence the company made a very 
welcome return to Balmain, playing under canvas on a vacant block in Darling Street. "On his previous season in that 
suburb Mr Sorlie had achieved a most enviable distinction, both in his personal and professional capacities… an 
indication of the popularity of the George Sorlie Musical and Dramatic Company is evidenced in the capacity audience 
that greeted [them]" (22 Oct. 1924, 36). 
 During the mid-to-late 1920s Sorlie regularly contributed articles to the industry magazines, often putting forward 
his opinions about various showbusiness related issues (see below). Some articles were inspired by his overseas travels, 
one such time being in early 1928. Not all of his comments were viewed positively, however, with several of his articles 
being taken to task in later issues by individuals who saw things from a different perspective. He is also known to have 
released a number of songs during the late 1920s on the Parlophone record label. In October 1928, for example, he 
recorded "Everything is Rosy Down in Georgia" (Russ Johnston) and "Just like a Melody out of the Sky (Walter 
Donaldson).  The following month he recorded four more songs, "Beautiful," "Angela," "Get out and Get Under the 
Moon" and "Ten Little Miles from Town." All were apparently accompanied by piano only. 
Interestingly, a rumour began circulating around North Queensland in 1929 that Sorlie had died. Several 
newspapers, including the Northern Miner, were called upon to refute the rumour prior to Sorlie's imminent mid-year 
tour of the north by letting people know that his lengthy absence from the region was due to an extended overseas trip 
(11 July 1929, 3).  
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ARTHUR TAUCHERT 
 
Endman, comic, singer, acrobat, film actor. Arthur John McCormack Tauchert was born in 1877 at 
Waterloo (Syd) to Frederick and Norah Tauchert.  His sister, Ida Tauchert (aka Ida Rosslyn), was a 
well-known minstrel singer from the 1890s onwards and also the wife of Jack '"Porky'" Kearns. While 
Arthur Tauchert's career on the professional variety stage most likely began in the late 1890s, his 
earliest appearance located so far was in 1907, when he appeared at the Theatre Royal (Bris) under 
the management of Ted Holland. His career between 1907 and 1914 saw him also associated with 
James Brennan, J. C. Bain, Dix-Baker (Newcastle) and Harry Clay among others. Tauchert 
maintained a regular association with Clay up until 1919, touring Queensland for his company in 
1915. Although he mostly presented a specialist solo act, at various times during his career Tauchert 
teamed up with other comics, including Albert McKisson (ex-McKisson and Kearns), Bert Corrie, Ted 
Tutty and Ern Delavale. After appearing in several motion pictures beginning in 1916 he secured the 
lead role (Bill) in the hugely successful film The Sentimental Bloke (1919), an Australian film based 
on the poems by C.J. Dennis. His performance in that film saw him become one of Australia's first 
movie stars. He appeared in a number of films over the next decade, including Ginger Mick (1920), 
but with the demise of vaudeville and the arrival of the new talkie stars, Tauchert's career effectively 
ended by the late 1920s. He died in poverty in 1933. 
 
 A leading vaudeville performer who became one of Australia's first film stars, Arthur Tauchert's career on the 
variety stage also saw him work with virtually every leading management operating in Australia at the time. Renowned 
mainly for his comic turns and fine tenor voice (he specialised in Irish songs and divers' ditties), he was also known to 
perform acrobatics, including neck and shoulder somersaults. An Australian Variety review of his stage turn in 1914 
provides a brief insight into both his performance and reception: "Arthur Tauchert, the man in the black suit, brown suit, 
white suit, and not forgetting the purple vest, simply holds the theatre as he likes. By the way he is received, it looks as 
if he is going to be a landmark at Clay's for some considerable time" (20 May 1914, n. pag.). Despite his considerable 
reputation and eventual film-star status, almost nothing of Arthur Tauchert's early life and career up until 1907 has been 
identified at this stage apart from some basic birth details. Furthermore, his life and career after the mid-late 1920s also 
remains a mystery. 
What can be surmised from details located to date is that Tauchert most likely entered the variety profession in the 
mid-late 1890s through the influence of his older sister, Ida.
76
 His first appearance in Brisbane was in late November 
1907 when he appeared on Ted Holland's bill at the Theatre Royal (Bris). The Brisbane Courier wrote of this occasion: 
"Mr Arthur Tauchert, another of the great army of eccentric comedians also made his initial bow to Brisbane with the 
results satisfactory to himself and the audience. His turns were breezy and laughable throughout" (2 Dec. 1907, 3). No 
details of his career over the next two years have emerged as yet, with his next identified appearance being in early 
1910 (c Mar.) where he was engaged by James Brennan to play the National Amphitheatre in Sydney. That company 
also included Art Slavin. By this time Tauchert had teamed up his brother-in-law's ex-partner, Albert McKisson, at 
some stage during the interim, and had visited Brisbane at least once during the previous two years. Evidence for this 
comes from the Brisbane Courier, which notes upon his arrival in the Queensland capital in April for Ted Holland that 
Tauchert and McKisson were appearing "after a fairly long absence." The critic goes on to record: "It was soon evident 
that the pair had lost none of the popularity that was theirs on the occasion of their former visit." The review also 
indicates that each comic would appear in a solo turn early in the evening (singing and stand-up), before joining forces 
in the second half to present comedy sketches (18 Apr. 1910, 6). The partnership does not appear to have been a long 
one, however, as McKisson's name does not appear with Tauchert's for either his Harry Clay appearance at the Royal 
Standard (Syd) in mid-September that same year, or when he returned to the National Amphitheatre for James Brennan 
the following month. In terms of his status by this stage of his career Tauchert was working alongside many high-
profile Australian-based performers, often as one of the company principals. Such performers included: Maud Fanning, 
Ted Tutty and Arthur Elliott (Clay's circuit); and Priscilla Verne and Tommy Armstrong, the Driscoll Brothers, Morris 
and "Redhead" Wilson and Florrie and Stella Ranger (Brennan's Theatres). 
 In 1913 Tauchert spent much of the year with J. C. Bain at the Princess Theatre, while also working briefly for 
other managements. He appeared, for example, in Newcastle around October/November for Dix-Baker. 1913 also 
brought with it the birth of his son, Jack.  He was back at Harry Clay's Bridge Theatre (Newtown) the following year, 
briefly forming a partnership with Ern Delavale while his onstage partner Will Gilbert recovered from suffered a serious 
bout of acute sciatica and rheumatism. Australian Variety records in July 1914: "Tauchert has had a varied career with 
several partners, but this is the first time he has entered into a legitimate partnership" (8 July 1914, 13). Their act does 
not appear to have lasted long, however, as Tauchert was back doing solo work and touring his own Refined Vaudeville 
Company by October.  His reputation by then was such that he was able to call on experienced local artists like Lyla 
Thompson, Pearl Smaile, Sutton and Jamieson and Maud Stewart to give the company a good deal of credibility. The 
troupe is known to have toured through the Hunter Valley around October 1914, including a season at Newcastle's 
King's Hall under the management of Dix-Baker. One critic wrote of his act around this period: "Arthur Tauchert... was 
the usual riot; as a knock-about endman he stands alone, some of his falls being almost real" (AV: 21 Oct 1914, n. 
pag.).  
 Back with Harry Clay in early February 1915 Tauchert briefly teamed up with Ted Tutty, one of the entrepreneur's 
longest-serving and most popular comedians. Australian Variety wrote of one of their Bridge Theatre appearances that 
                                                          
76  Frequently billed as "Australia's champion lady dancer and singer," Ida Tauchert (1875-1913), or Rosslyn as she was mostly billed, was a 
regular member of Dan Tracey's minstrel company during the late 1880s and early 1890s. Following her marriage to comedian Jack Kearns, she spent 
some five years with Harry Rickards touring the entrepreneur's Australasian circuit (see Jack Kearns entry for further details). 
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year: "Ted Tutty and Arthur John McCormick Tauchert again supplied the comedy and were the usual scream of the 
bill" (17 Feb. 1915, 3). A month later Tauchert undertook an engagement touring Queensland for Clay. Variety notes 
that he was "the riot of each town [with] his class of business having caught on" (28 Apr. 1915, 3), while the 
Toowoomba Chronicle records: "Arthur Tauchert is a tower of strength in the company. Clever and experienced, his 
'Pilgrims of the Night,' in the first part (with encore) and contributory aid in the second session were heartily enjoyed (6 
Apr. 1915, 6). The Ipswich-based newspaper, the Queensland Times reports a few days later: "Comedian Arthur 
Tauchert in his original song 'Jig-a-Jig' simply brought the house down. He certainly enhanced his already fine 
reputation" (12 Apr. 1915, 7). During the year Tauchert also teamed up with Bert Corrie to put over a popular patter act.  
 Although only a few details regarding Arthur Tauchert's whereabouts between 1916 and 1918 have been located 
to date, it is likely that Harry Clay's considerable circuit expansion throughout Sydney and along the south-west NSW 
railway line would have given him regular employment opportunities. It is believed, too, that he worked on occasion for 
Bert Howard in Sydney (ca. 1916) and at some stage returned to touring his own variety company around Sydney and 
the Hunter Valley. By May 1916 Tauchert had also started to become involved in the local film industry. One of his 
first prominent screen roles, an unidentified film by Jack Galvin, led Australian Variety to call him "the new comedian 
of the movies." The magazine also describes the shooting of one particularly dangerous stunt which nearly resulted in 
the actor's death: 
 
When Arthur Tauchert…. was about to dive into the water (at the water jump) at the Agricultural Ground, when 
somebody told him that the water was over four-feet deep. Allowing for that depth, Arthur took a "header," and 
was lucky he didn't crack his neck as the juice was barely eighteen inches deep! In a subsequent scene, when Jack 
Galvin throws Tauchert and Walter Jamieson out of the Showground, the big fellow (who weighs about 300 lbs) 
walked on Arthur's hand, and broke the fore-finger. Notwithstanding the fact that he was a fit subject for a 
hospital, Tauchert was so enthusiastic over the movie business, and put up such a showing, that it is quite likely 
he will forsake vaudeville for the films (3 May 1916, n. pag.). 
 
Tauchert's big opportunity came in 1918 when Raymond Longford cast him in the lead role of The Sentimental Bloke. 
Shot during the middle of the year, the film was released in early 1919 and received rave reviews for both its production 
and Tauchert's role as Bill "the bloke". One critic even suggested that his acting in the locally-made movie was a 
revelation, going on to say that a "fabulous amount has been offered by a leading theatrical firm for the rights of the 
said film" (AV: 3 Jan. 1919, 4). By the end of the year Tauchert's star was well and truly on the rise with his 
performance in the film roundly praised. Taking advantage of his popularity Harry Clay offered him top billing on his 
Sydney circuit which at that time included the Gaiety and Princess theatres. His Princess Theatre performance led the 
Theatre to record: "Arthur Tauchert with a taking makeup is good in his offering in the first part. As a supposed wild 
Indian he greatly helps along the concluding farce" (June 1919, 25). He also appeared on numerous other bills around 
the country, including Frank Reis's Sydney circuit and Rowley Martin's operations at the Coronation Theatre in 
Leichhardt. The Sentimental Bloke's huge success provided Longford with the incentive to begin production on Ginger 
Mick, which was based on C. J. Dennis's companion poem "The Moods of Ginger Mick." Once again cast as Bill, the 
film became another pivotal career moment for Tauchert and further cemented his reputation around the country as "the 
sentimental bloke." Ginger Mick also saw Tauchert's five-year old son, Jack, make his first film appearance. Tauchert 
appeared in at least eight more films over the course of the next decade, with the more notable being  Jackeroo (1920), 
The Dinkum Bloke (1923), The Digger Earl (1924), and Showgirls Luck (1932, aka Talkie Mad).  
 Despite his heavy film schedule Tauchert continued to perform regularly in vaudeville theatres. Following his 
engagement on Frank Reis's circuit in late 1919 he joined Reg "The Kangaroosta" Thornton's company.  His first 
engagements with the K-Nuts are believed to have been in the New South Wales Blue Mountains in early 1920. The 
troupe then travelled to Melbourne sometime around May. A few months later he and his wife had another child, a 
daughter, with the event being announced in Australian Variety (29 July 1920, 1). By the end of the year he was on the 
bill at the Empire Theatre (Bris). His contract with Fullers is believed to have continued well into 1921. Over the next 
three years Tauchert accepted engagements with various firms, notably Bert Howard. J.C. Bain also secured his services 
as a headline act in October 1924 shortly after opening at Wirth's Sydney Hippodrome. Tauchert was back with Bert 
Howard in early December that year but announced that it would be his farewell as he intended to shortly go into a 
sporting business (E: 3 Dec. 1924, 36; 17 1924, 35). However, this venture does not appear to have eventuated. Indeed, 
not only was he back on Howard's program by the end of the month (E: 31 Dec. 1924, 32), but he also continued to 
entertain the manager's suburban audiences up until early May the following year. He then left for Brisbane to take up a 
role in a film being shot there by Australian Film Productions Ltd (E: 13 May 1925, 37).  
Although he appeared in a number of films up until the early 1930s Arthur Tauchert's employment opportunities 
on the variety stage became more difficult obtain as the industry itself began to collapse under the weight of 
competition from film exhibitors and he fell on hard times. Having tasted success as one of Australia's top entertainers 
and one of its first film stars, Tauchert, like many of his peers, found the post-variety boom years difficult to survive.   
While some, like Jack Cannot, took their own lives, Arthur Tauchert turned to alcohol and eventually became destitute. 
Isadore Brodsky offers an insight into his finals days when recalling the last of Sydney's poverty points (at Marshall's 
corner in Park Street). He writes: "'The Sentimental Bloke,' Arthur Tauchert, faltered at this spot right under the lamp-
post. An old man saw him in his cups on an ill-starred day when he was brimming with pugilism. His challenge went 
out to Griffo, of all people. Griffo stood to one side and chopped him on the jaw. Then he went back to leaning on the 
lamp post" (106-7). Tauchert passed away in 1933, less than a year after appearing in his final film. He was buried in 
Waverley Cemetery.   
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Arthur Tauchert 
Australian Variety 27 May (1914), n. pag. 
(Courtesy of the Mitchell Library, State Library of NSW) 
 
 Although almost no historical attention has been directed at Arthur Tauchert despite the significant part he played 
in Australia's early film industry, it is clear that his contemporaries considered him to be among the country's top 
entertainers. One prominent American singer, Lou London, even said of him: "I consider Arthur Tauchert one of the 
most original individuals I have met; he is also one of the best-dispositioned men I have ever had the pleasure of 
working alongside." London backed his opinion shortly before returning home by giving Tauchert the exclusive 
Australasian rights to all the songs he had worked in Australia, as well as several he had not performed" ("Sentimental 
Bloke Gets Songs" 20).  
Arthur Tauchert's established film credits are: The Sentimental Bloke (1919), Ginger Mick (1920), Jackeroo 
(1920), The Dinkum Bloke (1923), Joe (1924), The Digger Earl (1924), The Moth of Moombi (1926), Odds On 
(1928), Fellers (1930) and Showgirls Luck (1932). He is also said to have written the music that accompanied the 
screenings of Joe.  
 
FURTHER REFERENCE: 
Brodsky, Isadore. Streets of Sydney. (1962), 106-7. 
"Sentimental Bloke." AV: 13 Nov. (1919), n. pag. 
"Sentimental Bloke Gets Songs." E: 12 Oct. (1921), 20. 
TG: Feb-Apr. (1961), 60-1.  Photo spread. 
 
 
 
DAN TRACEY 
 
Clog dancer, specialist Irish comic, writer, director, producer, entrepreneur. American born (or 
raised) variety artist Dan Tracey toured with Billy Emerson for some six years before arriving in 
Australia in 1885. After deciding to remain in the country at the end of the Emerson tour, he worked 
for the Cogill brothers, Hugo's Buffalo Minstrels and Harry Rickards before setting up his own 
minstrel company at the Sydney School of Arts (1890-92). During that time he also briefly joined 
forces with Steve Adson, Harry Rickards and Charles Fanning's Concert Company. In 1892 he 
formed a second company to play Melbourne's Gaiety Theatre, and later the same year moved to 
Gaiety Theatre, Sydney. Following another change of venue in Sydney in 1893 (to the Opera House), 
Tracey found the economic conditions in the wake of the depression untenable and was forced to 
close down his operations. He made another entrepreneurial attempt in 1894 (Theatre Royal, Syd) 
but this also folded shortly afterwards. By May that year he was performing on the bill at Harry 
Rickards Tivoli Theatre (Syd). His last known appearance on the Australia stage was in 1897 when 
he appeared with Alf Lawton's All Nation's Company in Brisbane. While Dan Tracey's entrepreneurial 
career in Australia was short, he nevertheless provided opportunities for numerous local variety 
practitioners - many of whom went on to sustain long and high profile careers both at home and 
abroad. 
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 An American renowned as one of the finest exponents of Irish characterisations and witticisms to tour Australia 
during the minstrel era, Dan Tracey was also a specialist clog dancer. He first came to Australia with Billy Emerson in 
1885, having previously spent some six years with the famous American minstrel entrepreneur (much of it possibly 
spent in San Francisco). He is also believed to have undertaken a tour of Great Britain with Emerson prior to arriving in 
Australia. Among the members of Emerson's troupe were Harry and Charles Cogill and Alf Holland who all remained 
in Australia long after Emerson returned to America in 1886. In 1887 Tracey undertook an engagement with the newly 
formed Cogill Brothers company, one of the earliest seasons being undertaken at the Gaiety Theatre (Syd). As one of 
the feature artists Tracey presented his specialty dance act and introduced a new character impersonation "The Irish 
Gentleman" in sketches with Fanny Saroni, Charles Cogill and George A. Jones (SMH: 30 Apr. 1887, 2). He also 
appeared in numerous farces, including Muldoon's Picnic and Smoked Out, and worked briefly in a partnership with 
Frank Stevens, the pair portraying two sons of Erin's Green Isle and introducing songs like "Four-Leaved Shamrock" 
(SMH: 28 May 1887, 2). Joining Charles Hugo's Buffalo Minstrels company sometime during  the following year, 
Tracey met up with another specialist Irish comedian and dancer, Steve Adson, who had by then established himself as 
an minstrel endman, and the pair soon afterwards formed a double act (MP: 28 Dec. 1888, 564). While their 
whereabouts over the next year or so have not yet been established, it is believed that Tracey and Adson temporarily 
terminated their association with Hugo in 1890 to sign on with Harry Rickards - an engagement that included a season 
at Brisbane's Gaiety Theatre (ca. 21 Feb.). The following month, however, they were back with Hugo at the Haymarket 
Palace of Varieties (Syd).  
 Although it has not been establish exactly when Tracey and Adson formed their own company, the time frame can 
be narrowed to a six month period between March and September 1890, the latter month marking their association with 
Harry Rickards' New Musical Comedy and Specialty Company. The double company presented a season of variety and 
minstrel entertainment at Sydney School of Arts, the venue over the next few years would be largely associated with 
Tracey. The Tracey/Adson and Rickards season was only brief, but included several high profile variety celebrities - 
notably Johnny Gilmore, Fred Davys, the Leopold Brothers and Georgie Devoe (later Mrs Charles Fanning). By late 
October Tracey and Adson were back on their own, putting on the entertainment at the Coogee Palace Aquarium (see 
also 8 Nov), and almost a month later leased the School of Arts. Although their partnership was not to last long, it 
certainly does not appear to have been a failure. In this respect all reviews during their time together were highly 
favourable. As specialist dancers (they billed themselves as the "world's Greatest Clog Dancers") and Irish comedians 
Tracey and Adson appeared in the minstrel first half and then presented their specialty in the vaudeville second half, 
along with burlesques and musical comedies like McGowan the Millionaire and The Irish Inspector (SMH: 13 Sept. 
1890, 2).  
 While it is not clear when Tracey and Adson parted ways, the fact that Dan Tracey was being promoted as the 
lessee, and Adson's name was gradually diminishing in importance suggests that the partnership may have been in 
trouble.
77
 The company itself was a strong one, and given the level of expertise this ensured that whoever took control 
could expect strong public support. Among the most prominent names were Will "the Black Diamond" Wallace, Ida 
Tauchert (later Mrs Jack Kearns) and Blanche Montague.  With Alf M. Hazlewood (tenor/character actor) engaged as 
business manager, and ex-Rickards music director, Walter T. Rhodes as band leader, Tracey set about hiring mostly 
locally-based variety artists, many of whom had begun to establish reputations over the previous five or so years.  In 
January 1891 he co-staged a short season of minstrelsy and burlesque with Charles Fanning's Concert Company. The 
combined troupe boasted the talents of Frank York (endman), Arthur Farley (basso) and Bertha Fanning. Ida Tauchert 
was also back the School of Arts, having by then joined the Concert Company. Charles Fanning was also a feature artist 
with Tracey on other occasions that year. When Harry Clay joined the company in May 1891, it was in its 23rd week 
and continuing to maintain a huge following with the Sydney public.  
 One aspect of Tracey's entrepreneurial style to set him apart from his peers was his brash style of promotion. 
Although he started out using traditional advertising techniques, albeit with more bravado, he later invented more 
audacious means of securing interest. In May 1891, for example, he attempted to legitimise his entertainments by 
claiming that they were constantly patronised by "the clerical, medical and legal professions" (SMH: 30 May 1891, 2). 
A few months later he offered "Seats by Auction,' claiming that it was "the only way of satisfying an over-yearning 
audience" (SMH: 11 July 1891, 2). Another of his promotional ideas (presented in 1892) was to stage an all-Female 
Tug of War Contest (SMH: 14 Feb. 1892, 2). By attempting to assert his own stamp of individualism on the local 
industry, and refusing to tone down his style, Tracey raised the ire of his competitors. His success was, however, a 
magnate to local performers who were being given not only increased engagement opportunities but were having their 
profile raised through their association with his operations. 
 Not content to remain bound to the N.S.W. capital, Tracey let the public of both Sydney and Melbourne know in 
early February 1892 that he had become the new lessee of the Melbourne's Gaiety Theatre, and that he fully intended 
his occupation of the venue to be a long one. He opened there on 13 February, while still continuing to operate his 
Sydney venture. The Melbourne enterprise was an immediate success, built very much on the quality of the artists 
engaged - with the debut company including Martyn Hagan and Lucy Fraser, Johnny Matlock, Harry Clay, Frank York, 
the Leslie Brothers, George A. Jones, the Sherwood Sisters, and music director, Carl Reidle. Describing the audiences 
as "packed, jammed, crammed and sardined," Tracey's advertising called on "working men, bring your wives; single 
men bring your sweethearts; [and] old men bring your grandchildren." Melbournians were also encouraged to buy 
Tracey's latest songster (A: 17 Feb. 1892, 8). By July of that year, in full entrepreneurial fashion, he began displaying 
his ‘style’ to the Melbournians, offering patrons in the first two rows coupons for a drink or cigar, while gallery patrons 
                                                          
77      Adson would later join Tracey's company for a brief season (c Feb. 1892). 
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were entitled to a glass of beer. He also began stepping up the quality level by engaging over the next few months, 
artists of the calibre of Billy Speed, W. B. Warner, Florrie Forde and Edward (Ted) and Minnie Shipp. One 
advertisement in August even boasted "WITHOUT BUMPTIOUS BLATHER WE ARE BOOMING" (A: 20 Aug. 
1892, 12) 
 Given that advertising is notoriously problematic in terms of accurately reflecting success or quality, perhaps 
more indicative of the level of success Tracey was achieving by this time was the reaction of his competitors. On 19 
February 1892, for example, a deputation of Sydney concert hall managers met with the N.S.W. Premier to discuss 
Tracey's right to hire the School of Arts, and to ask the Minister to cancel his license. Tracey's response was to take the 
issue directly to the public. In claiming that this was "one of the greatest compliments yet paid to [his] management," he 
also levelled a challenge to his detractors, saying "if the public prefer TRACEY'S SHOW at the SCHOOL OF ARTS it 
is proof that the public, who are the best judges consider it is the BEST VARIETY SHOW in Sydney... WHY NOT 
HAVE FAIR COMPETITION."  Elsewhere in the advertisement he taunted them mercilessly: 
 
          Deputations may to the minister go 
          To shut up Dan Tracey's vaudeville show 
          But the minister will very easily know 
          That it's jealousy makes them do it.    
        (SMH: 20 Feb. 1892, 2) 
                                   
   In August of 1892 Tracey moved his Sydney operations to the Gaiety Theatre in Castlereagh Street, located 
between Bathurst and Park Streets (and not to be confused with the later Gaiety Theatre in Oxford Street). He 
maintained his activities at that venue until some time in mid February 1893, at which point his name disappears from 
advertising. Although minstrel entertainment continued to operate there for a few weeks after Tracey's departure, no 
manager or management is indicated in advertising until Alf. M. Hazlewood took control of the operations in early 
March. Dan Tracey returned to management in late June, taking over the lease of the Imperial Opera House. The 
company then included W. Horace Bent, W. B. Warner, Carlton and Sutton, the Leopolds, Wal Rockley and J. S. 
Whitworth. One of the burlesques staged was a revised revival of Bent's Under the Gaspipe (SMH: 26 June 1893, 4).  
The season lasted, however, only some four or five weeks before Tracey was once again forced to close down. To a 
large extent his career downfall, as with F. E. Hiscocks and Frank Smith (Alhambra Theatre, Sydney), was more than 
likely a consequence of the steadily worsening economic conditions brought on by the depression rather than a result of 
direct competition from Harry Rickards.  
 Despite the difficulties he now faced, and which had already seen most of his competitors (apart from Rickards) 
go out of business, Tracey appears to have been unwilling to go down without a fight. In March 1894 he opened with 
another company at the Theatre Royal (Syd). Billed as the World's Congress of Nations, the company boasted eight 
endmen and twenty vocalists, including Bertha Fanning, Edward Shipp, J. S. Porter and Edward Lawler. However, once 
again Tracey's attempt to reignite his career at the upper levels of the industry could not be sustained and by May he 
was appearing on the bill of his rival Harry Rickards at the Tivoli Theatre. The company at that stage also included 
Delohery Craydon and Holland (SMH: 19 May 1894, 2). 
 Dan Tracey's last recorded engagement in Australia found to date was in 1897 when he appeared with Alf 
Lawton's All Nations Company at the Gaiety Theatre in Brisbane, along with the Bovis Brothers (BC: 16 Jan. 1897, 2). 
Of his private life, all that has been identified is that he had a daughter, Stella, who performed as child artist in Australia 
around the turn of the century. She is believed to have returned to America sometime during the early war years - 
possibly in response to the Alien Restriction Act of 1916. While Tracey's career in Australia at the upper echelons of 
the industry was relatively brief, he nevertheless played an influential role in the development of local talent, and 
pushed entrepreneurship to new levels with his promotional activities. Despite largely targeting city audiences he 
operated a low pricing structure while still presenting quality entertainment and unlike Harry Rickards he did not see it 
as bad business to present largely Australian or Australian resident troupes.   
 
 
 
TED TUTTY 
 
 Minstrel endmen, eccentric comedian, singer. Born 15 May 1876 in Melbourne, Ted Tutty was 
arguably Harry Clay's longest-serving performer and one of his most popular comedians. Although 
he was able to secure engagements with almost every major variety organisation in Australia 
between 1905 and 1925, including the Fullers, the Tivoli circuit, Bert Howard, J.C. Bain, Harry 
Sadler, Frank Reis, Dix-Baker (Newcastle) and Jacky Landow, Tutty's career is largely associated 
with Clay's company, an association that included seven Queensland tours (1905-07, 1909-10, 
1913 and 1915). Often referred to as "the simple chap" or the "tired comedian," Tutty was an 
institution with Clay's Newtown audiences. For many years he partnered his wife, Kate Cahill 
(better known to audiences as Muriel Eskbank), whom he married at Port Pierre (SA) in 1902. 
Although he also occasionally partnered other comedians his forte was as a solo performer. 
Following the demise of vaudeville in the late 1920 Tutty's career wound down, although he is 
reported to have been brought back on stage on occasion up until at least the late 1940s, including 
the 1940 Tivoli Anniversary Show. Ted Tutty died on the 13th of April 1951 at Coogee, NSW.  
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Jim Donald wrote of Ted Tutty's contribution and place in Australian vaudeville in the Daily Mirror: 
 
Ted Tutty died a few weeks ago, and his passing severs the last link in the long chain of Australian born 'black-
face' comedians. These gentry comprised the bones and tambourine brigade of old-time minstrel show and music 
hall entertainment. In show virtuosity Will Whitburn and Charlie Fanning helped the native-born comics who 
worked under the banners of Harry Rickards and Ben and John Fuller. Ted Tutty was for many years the star 
cornerman on the circuit controlled by the late Harry Clay. He also worked the 'Bigger Time' of Rickards and 
Fuller managements. He was about 80 when he died. I remember  him as a quaint  comic whose style was 
modelled on that  of Whitburn,  and like that old master  Ted was also well to the  fore in the side-splitting farces 
which were  a   special feature  of old time black-face comedy.  His dry, croaking humour was well suited to this 
robust form of mirth-making. Tutty was the last of the great cornermen of the gay nineties. Pope, Sayles, 
Fanning, Whitburn, Wharton, Kearns, McKisson and Co have long since passed. Now old Ted has joined them.78 
 
 Although essentially a solo performer, Ted Tutty nevertheless appeared on stage in casual comedy partnerships 
throughout his long career. Among those he is known to have worked with are Harry Clay and Maurice Chenoweth, 
with the latter working as a straightman opposite Tutty quite often during the 1917-18 period. Tutty also worked for 
many years with his wife in a double act billed simply as the Tuttys (or the Two Tuttys). Throughout his twenty or so 
year career with Harry Clay Tutty regularly found engagements with other companies, having no trouble securing work 
with the larger organisations run by Harry Rickards and the Fullers, for example. It was his friendship with Clay, 
however, that saw him return year after year to the Sydney and NSW circuits, as well as his quite regular tours of 
Queensland. In that state there was perhaps no bigger name in the blackface end-man business than Ted Tutty. Billed as 
"everybody's favourite," according to a review of Clay's visit to Toowoomba in 1910 Tutty was "the one so far as 
Toowoomba audiences [were] concerned." The critic goes on to further record that "his rendering of 'You're The One' 
met with a wild reception, as did his encore, 'Robin Red Breast'" (TC: 15 Mar. 1910, 3). 
 Ted Tutty began his career in Victoria and South Australia during the last years of the 19th century, developing a 
unique stage persona. Charles Norman recalls Tutty as having a broad voice, full of humour, and comparing him to Syd 
Beck (63). "It was," he said, "a most peculiar Aussie delivery," and one which "people used to mock" (Djubal "Harry 
Clay", Appendix H, 209).  The Theatre in its May 1916 issue also described his turn as "giving a first impression 
through his physique and style of a sick lizard smothered in charcoal through his unique makeup" (49). Tutty's earliest 
recorded engagement was his "first appearance" with the People's Concerts (Melb) in 1900. According to 
advertisements placed in the Age, he was at this stage of his career an "eccentric female impersonator and Ethiopian 
character comedian" (22 Sept. 1900, 12). A "triumphant reappearance" followed a week later, as did a re-appearance on 
1 December. Among the stars of the People's Concerts appearing with Tutty were Tom Dawson, Will Wynand, Johnny 
Matlock and Jantz Kolman and Johnny Gardner.   
 The first of Ted Tutty's known engagements with Harry Clay was the 1905 NSW/Queensland tour, which began 
in early March. It is very likely, however, that he had been with Clay for some time prior to this, possibly joining Clay's 
Sydney suburban operations sometime after the end of his 1904 tour (ca. Sept.). Tutty remained an almost permanent 
fixture on "Clay time" over the next few years, spending much of the company's off-tour time on the Sydney circuit. In 
early January 1907, for example, he appeared among a star-studded Clay line-up at the Royal Standard Theatre. The 
company comprised among others: Harry Sadler, Harry Clay, Clara Keating and Wally Edwards (see 5 and 12 Jan.). 
While his movements over the 1908 period have not been fully established, his name appears frequently in the 
programmes of Harry Clay's suburban and NSW/Queensland circuits between 1909 and 1910. Two reviews from 
Ipswich indicate the level of popularity he held across Queensland: 
 
Mr Ted Tutty, without whom - in the estimation of Ipswichians, at any rate - Clay's Waxwork's would 
be incomplete, broke out in a fresh place, in "You're the One," his reception proving that in the 
delighted hearers, he was "the one." He had to give a treble encore (QT:  23 Mar. 1910, 5). 
 
The appearance of the most favoured member of the company, Mr Ted Tutty, was the signal for an 
outburst, which grew in volume as he sang "I'll put on my Coat" and "Sandy McIntosh." In the latter 
Ted appeared in a highly exaggerated Highland costume, and to a vocal imitation of the bag-pipe 
danced, in his own inimitable style, what was probably meant for the Highland fling (QT: 27 July 
1910, 7). 
 
Following the 1910 Queensland tour Tutty spent until early November in Sydney with Clay's company before heading 
north again to play an extended season with Ted Holland's Brisbane company (ca. Nov. 1910 – ca. Apr. 1911).  
  Although his movements over the next two years (1911-12) are also unclear at this stage, by 1913 Tutty was 
included in a Theatre list of Sydney's "best-known stars," which indicates that he had maintained a high profile presence 
in the city. Among the other listed performers are: Con Moreni, Jack Kearns, George Sorlie, Joe Charles and Joe Rox. 
Around this time, too, Tutty held an executive position with the Australian Variety Artists Federation (AVAF). 1913 
also saw him share the stage, and much advice with an up and coming young comedian called Roy Rene. An Australian 
Variety review of one Bridge Theatre show reports that Tutty and Rene both shared the applause for the first part - 
neither being able to be separated (22 July 1914, 6). In his autobiography Roy Rene specifically mentions Ted Tutty as 
a major influence on his early career, writing:  
                                                          
78      No bibliographical details available. A photocopy is held by this author. It was written a few weeks after Tutty's death - possibly late April or 
early May 1951. 
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Ted Tutty 
Author's Collection 
(Courtesy of Jo Mercer and Del Buchanan) 
Working with Frank Yorke [sic], a great producer, or Ted 
Tutty, they'd just come to you and say: 'Look, I want you 
to go on in the afterpiece, you just come on and say so-
and-so, now don't forget where you are supposed to do it.' 
I'd think I was getting to be a big man when I got a chance 
like that. You'd get a lot of help, too, because Frank would 
say 'Now don't do it like that, do it so-and-so.' To tell you 
the truth that was [how] I learnt timing… Old performers 
were always ready to come to you at the end of a show 
and say, 'Listen, son, I wouldn't do that, I'd do it this way,' 
and then if you listened to them you'd learn a great deal. 
They always build you up when you did your turn because 
their clapping on stage would help get the audience into 
the proper mood…. I was only a very young performer at 
that time (52-5). 
 
By 1914 Tutty's reputation was such that Australian Variety 
wrote of him in relation to his appearances at the Newtown 
Bridge Theatre: 
 
Ted Tutty is, without doubt, the biggest draw card that 
Harry Clay has ever had, and a sure riot every week; he 
has now broken all records, being in his 16th week, which 
speaks for itself as to his drawing power. He can always 
be depended upon for something original each week, and 
to do this requires some thinking out. Judging by the way 
he is going at the present time it is hard to say when he 
will get his ticket, but the War is certain to be over before 
he finishes  (14 Oct. 1914, 7). 
 
One Theatre critic even proposed that Tutty was to Harry 
Clay what Irving Sayles had been to Harry Rickards, noting 
that he "is with Clay patrons just the favourite Mr Sayles 
was with Rickards patrons" (Oct. 1914, 35). 
 
 In 1916 Tutty joined the long list of vaudeville artists to have attempted the management game, taking up a lease 
on the Daceyville Theatre (Syd) for Monday nights. His advertisements record that he booked his acts through Joe 
Lashwood's agency, and that the shows presented a "first-class" vaudeville programme. Australian Variety seems to 
have agreed, noting in regard to Tutty's first night that the fine program resulted in a packed house (16 Aug. 1916, n. 
pag.). Tutty continued working around Sydney and other Australian cities centres such as Melbourne, Newcastle and 
Perth over the next few years, while also continuing to establish records for unbroken engagements with Harry Clay 
during the period. During a season at the Melrose Theatre (Perth) over December 1916/January 1917, Tutty joined the 
Fuller's Follies of Pleasure Company, appearing in revusicals like Joyland and The Matinee Girl. 
  In 1917 the Ted and Muriel Tutty toured New Zealand for the Fullers. A reviewer, writing for Australian Variety 
wrote of their Wellington appearance: 
 
In the vaudeville first part, The Tutty's appeared for the first time in a stereotyped act of cross-talk and patter. The 
writer got rather a shock for a minute or so, and had to rub his eyes, as the appearance of Mr Tutty brought back 
the bad old days of nigger minstrels. However, the artists managed to go over fairly well, and should become very 
popular (June 1917, n. pag.). 
 
On his return to Clay's in 1918, Tutty's on-stage reception was met with several minutes of applause. By November he 
had begun appearing in comic/straightman partnerships with Charles Waite and Maurice Chenoweth. It was the latter 
pairing, however, which maintained the longest lasting popular appeal. They are thought to have appeared together on a 
semi-regular basis for up to two years. One of the earliest reviews in Australian Variety records: "[Tutty and 
Chenoweth] have established themselves as firm favourites as a double act and nightly it is some time before they are 
allowed to leave the stage" (15 Feb. 1918, n. pag). The Theatre also gave the pair praise, recording: "Maurice 
Chenoweth and Ted Tutty are the hit of the bill. The screams of laughter they get set aside any doubt on that point" 
(Feb. 1918, 41).  
Sometime around late 1918 and early 1919 period Tutty again began running his own variety combination, this 
time around the Newcastle area, with the troupe made up in part by members of his family. As Australian Variety 
records: "Melvin, a Tutty offspring, who has a nice voice and appearance is the making of a good performer" (14 Feb. 
1919, n. pag.). This venture was to create for Tutty his longest absence from Harry Clay's company, being almost a year 
in duration. By early June 1919 he was back on the Fullers' circuit, appearing with the Paul Stanhope Company at the 
Brisbane Theatre Royal (the Empire Theatre had been closed due by health authorities due to the flu epidemic). The 
Theatre suggested latter that same year that "Billy Cass is a very close second to Ted Tutty as the best man in the burnt-
cork line in Australia. Both have instinctively that nigger comedy so rarely possessed by those who nowadays affect the 
minstrel make-up (Nov. 1919, 28). 
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 Having been on the variety stage for at least two decades, Ted Tutty's reputation around Australia and New 
Zealand had reached veteran celebrity status by the early 1920s. He had worked for all the major vaudeville companies 
in the country, including Clay's, the Fullers, the Tivoli, Bert Howard, Jacky Landow, Dix-Baker (Newcastle), Paddy 
King and Frank Reis.  He continued to work for Clays on a semi permanent basis until around the time of the manager's 
death in early 1925, while his engagements with other managements included at least one season with J. C. Bain          
(ca. 1924). He also continued to work in partnership with his wife, and his daughters. Although he retired from the stage 
some years later, Tutty was often called back to display his considerable talents, demonstrating the art of the blackface 
comedian for audiences almost up until his death in 1951. In the early 1950s he even performed at Sammy Lee's 
Theatre Restaurant - his age being then some seventy years. Arguably at his peak as a performer (and at the height of 
his popularity) during the World War One years, two Theatre reviews from that era provide insight into his appeal: 
 
During the week April 1-7 Ted Tutty at the Newtown Bridge Theatre 
had to strain hard to make a go of his song "You Wouldn't Believe." But 
what an effort it must be for a performer to get new songs practically 
every week the whole year round! Besides, in his succeeding number, 
"She Was Only Seventeen," he more than made up for any 
disappointment with "You Wouldn't Believe." Indescribably funny was 
his working of the second song. Besides the originality with which he 
sang it there was a touch of genius in the business with which he 
accompanied it. Mr Tutty is quite an institution with Newtown 
audiences. It is sufficient for him to come on the stage to set the whole 
house rocking with laughter. But his make-up, it should be added is 
always a treat in itself. Such are his physique and style that the first 
impression he gives you is that of a sick lizard smothered in charcoal. 
Mr Tutty has been so long with Mr Clay - and is evidently so well 
treated by that manager - that he doesn't appear to have ever had the 
least wish to try his luck under any other management. So patrons of 
other houses are thus deprived of the hearty laughs he simply couldn't 
help giving them. Years ago Mr Clay included Mr Tutty in the Tom-
Dawson-Fred Bluett category of Australian performers. He is all that, 
and if anything a trifle more (May 1916, 49). 
 
Was there ever a greater hit with Clay patrons than Ted Tutty, in his 
black-faced specialties, and as THE comedian in the finales? His 
reception at the Newtown Bridge Theatre during the week November 
10-16 proved that he had merely to show himself to set the house in 
screams (Dec. 1917, 45). 
 
FURTHER REFERENCE: 
Rene, Roy. Mo's Memoirs. (1947). 
 
 
Ted Tutty 
At Sammy's Restaurant 
Author's Collection 
(Courtesy of Jo Mercer and Del Buchanan) 
 
 
 
GARNET WALCH 
 
Dramatist, author, journalist. Born on 1 October 1843 at Broadmarsh, Tasmania, Garnet Walch 
succeeded W. M. Akhurst as the Australian colony's foremost dramatists, and indeed remains one of 
Australia's greatest-ever theatrical identities of the nineteenth century. After being educated in 
England and Germany, Walch returned to Australia where he initially worked as a journalist before 
publishing his first book, The Fireflash in 1867. His first dramatic work to be staged is believed to 
have been Love's Silver Dream (1869). Between 1870 and 1893 he wrote constantly for the dramatic 
stage, with this output including sketches, comediettas, dramas, pantomimes and burlesques. More 
than 20 music theatre works alone were written during the 1870s. During his career Walch was 
associated at different times with W. S. Lyster, George Darrell, Harry Rickards, Richard Stewart and 
family, Alfred Dampier, Marcus Clarke, Mrs W. G. B. Lewis, and Robert Percy Whitworth. Perhaps 
his most successful works were those written and staged in collaboration with Alfred Dampier - 
including Robbery under Arms (1890). As an author he wrote several biographies - including a 
monograph on J. C. Williamson. Little is known of Garnet Walch's movements from the mid-1890s 
onwards, as he had by then effectively retired from theatrical life. He died in 1913. 
 
  Garnet Walch's father arrived in the colony of Tasmania in 1842 as a Major in the 54th Regiment. Some three 
years later he opened the Hobart branch of publishers Samuel Tegg, which was to later become, under the stewardship 
of two of his other sons James and Charles, the successful publishing house J. Walch and Son. In 1852 following the 
death of his father Garnet was sent to London where he received his education at Denmark Hill Grammar and later at a 
private college in the German township of Hamelin. After completing his schooling he returned to Australia, spending a 
brief period in Hobart where he made a poor attempt at a clerical career before eventually moving to Sydney. It was 
here that his writing ability came to the attention of George Ross Morton, editor of the Sydney Punch and himself an 
occasional dramatist. Over the next few years Walch contributed regularly to several Sydney papers, eventually taking 
over the editorship of the Cumberland Mercury (1867). Within the same year he started his own paper, the Cumberland 
Times and published his first book, The Fireflash.  
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 When theatrical production in Sydney began to increase markedly during the late 1860s, largely in response to the 
massive influx of people coming to the colony's in search of gold, the opportunities for additional financial 
remuneration saw several established local journalists and writers accept commissions to adapt, localise and up-date 
material for local theatrical managements. The availability of sources, notably English burlesques, pantomimes and 
novels, provided these authors with creative frames around which they could inject topicalities and local references for 
the particular pleasure of the popular culture audience. The first production that can be attributed to Walch is the 
burlesque Love's Silver Dream, which premiered at the Adelphi Theatre on 14 December 1869. Popularly received by 
audiences, Walch was inspired to adapt several more works in quick succession, with these including Conrad the 
Corsair, Prometheus (both 1870) and for George Darrell, Trookulentos the Tempter (1871). Walch's immediate 
success at this new craft is not surprising, given that he was, as Veronica Kelly points out, "ideally suited to write for 
the popular stage." Kelly adds further: "Walch took his task lightly enough to contribute his own genial irony and sense 
of the fantastic, and seriously enough never to patronise popular taste or feel the work beneath him" (27).  
 In 1872 Walch moved to Melbourne where he immediately established himself as the successor to W. M. Akhurst 
in terms of being Melbourne's, if not Australia's, leading dramatist and music theatre writer. Indeed by the end of that 
year he had the distinction of having two productions of one work, True Blue running simultaneously in Sydney and 
Melbourne (the Sydney season was an adaptation by Archibald Murray). In 1873 he was offered employment as 
Secretary of the Melbourne Athenaeum (on a stipend of three hundred pounds), a position he held until 1879. This 
proved to be a significant factor in Walch's success as a dramatist because it allowed him ample opportunity to write for 
the theatre while enjoying financial security. Indeed during those six years he wrote or adapted more than twenty music 
theatre works between. These include the pantomimes, Australia Felix (1873), Beauty and the Beast  (1985) Jack the 
Giant Killer and His Doughy Deeds (1878) and Babes in the Wood (1879); the sketch Mother Says I Mustn't, written 
especially for Harry Rickards (1972); the operetta Genevieve de Brabant (1873, adapted for W. S. Lyster); the 
burlesques Pygmalion and His Gal (A Dear) (1873), written for Harry Rickards and given a sequel in 1874; along with 
The White Fawn (1874). In addition there were several plays with significant musical performances, notably The Great 
Hibernicon (1874) and Helen's Babies  (1877), as well as a number of musical entertainments, Rainbow Revels (1877) 
and If (1878), both written especially for Richard Stewart's family. In her autobiography, Nellie Stewart recalls her 
association with the dramatist:  
 
Mr Walch suggested [to my father] that he should write an entertainment for us on lines broadly similar to that in 
which the Vokes Family in England had won such success, and that we should tour Australian with it… I was 
enabled for once to sing and dance my fill, playing seven parts - school girl, Dutch girl, Irish girl, pantomime boy 
and so forth… From its inception Rainbow Revels was so successful that Mr Walch wrote another medley called If 
(39-40).  
 
During the same period Walch was also responsible for writing a variety of sketches and comediettas - including: Shy, 
Shy, Dreadfully Shy (sketch, 1872), three dramas - The Great Wager (1876), A Terribly Strange Bed (1876) and 
Where Am I? (1876); along with the comedies The Haunted Chamber and The Great Wager of £500 (both 1876, for 
the magician Alfred Sylvester), Humble Pie (1877) and Perfidious Albion (1878). 
 The mid-1870s saw Walch begin his long-time association with actor/manager Alfred Dampier. At the time 
Dampier was only three years into what was to be a lifetime involvement in Australian theatre. Although their most 
recognisable collaborations, a series of highly popular melodramas, would not eventuate until the early 1890s, Walch 
initially provided some material for Dampier, beginning with Faust and Marguerite (1876). The following year he 
adapted J. Habberton's best-selling novelette, Helen's Babies, into a popular stage production for Dampier and his 
daughters Lily and Rose. 
Despite the economic security of his Athenaeum position, and the much less remunerative (though frequent), 
returns from his theatre writing, Walch's financial situation became increasingly unstable by the late 1870s. Veronica 
Kelly, in her introduction to the Australia Felix edition, indicates that Walch's "characteristic generosity and optimism" 
was at the heart of the problem, and that this was in evidence right up to the point where his losses could no longer be 
sustained. In 1880, for example, he sponsored a clandestine performance of Marcus Clarke's banned play A Happy 
Land, chartering at his own expense a steamboat to carry the company to its destination, the beachside township of 
Frankston. The excursion was such a financial disaster for Walch that he soon afterwards filed for bankruptcy (33).
79
 
 The following year saw Walch continue writing for the theatre, but at the same time he began collaborating with 
artist Charles Turner in an ambitious project he hoped would cash in on the Melbourne International Exhibition. The 
result, Victoria in 1880, which is described by Veronica Kelly as a "triumph of colonial publishing," failed to realise a 
financial return, however. Undeterred he went on to write the comedy-drama Her Evil Star for Mrs G. B. W Lewis, 
along with several more sketches for the Sylvester family, two pantomimes, and together with writer R. P. Whitworth 
and cricketer John Conway founded the short-lived weekly magazine, Town Talk.  The stress of work and his 
continuing financial problems eventually led to Walch suffering a collapse early in 1882. A prestigious benefit was held 
in his honour, and although he contributed a new comedy, Walch soon afterwards took an extended break by sailing to 
Madagascar. The venture was paid for in part through Walch's reports sent back the Argus.  
 The time away from Australia was hugely beneficial to Walch. Upon his return home in late 1885 he supplied 
Harry Rickards with arguably two of the actor/manager's greatest-ever Australian-written musical entertainments, Bric-
                                                          
79  Those interested in Victoria's political history would no doubt be interested to learn that among the original cast of A Happy Land was an actor 
called Thomas Bent. He later gave up acting for politics, eventually becoming Minister for Railways and later Victorian Premier (BC: 3 June 1905, 
16). 
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a-Brac and Spoons (Rickards staged both works frequently through until 1890), along with a burlesque Babes in the 
Wood.  Walch continued to produce new theatre works over the remainder of the 1880s, along with several biographies 
(A Life of General Gordon and a monograph on J. C. Williamson), various pamphlets and articles and the Australian 
Birthday Book (1887). In 1887 he became editor of the Centennial printing and Publishing Company, and some three 
years later he again teamed up with Alfred Dampier to produce the first of a series of melodramas, the success of which 
effectively reignited his career to match that of his previous golden era - the 1870s.  
 Dampier and Walch's first melodrama, The Count of Monte Cristo was staged at the Alexandra Theatre (Melb) in 
1890. The pair then presented arguably their greatest success, an adaptation of Rolf Boldrewood's Robbery under Arms 
(1890), followed by such works as For Love and Life (1890), The Miner's Rights (1891), The Scout (1891), The 
Trapper (1891), This Great City (1891), Jack the Giant Killer (1891) and Help One Another (1892). During the same 
period Walch also wrote The Land Lubber (1890) for Katie Rickards. By 1892, however, drought, the land boom crash 
and the depression, took hold of the Australian economy forcing Dampier to eventually abandon his once unassailable 
theatrical fortress at the Alexandra. 1892 also effectively marked the beginning of the end for Garnet Walch's theatrical 
career. While it is known that he intended to try and promote several of his more recent successes in England and 
America, the success of his venture is unclear. A collaboration with John Grocott resulted in the publication of an 
opera-bouffe titled Kismet; Or, The Cadi's Daughter in 1894. One of his last known works to be staged was a revival 
of The Prairie King in 1897 (Lyceum Theatre, 6 Nov.). The MacMahon brothers advertising indicates that it contained 
"with startling vividness and romantic flavour the life and customs of WILD AMERICA, with its Red Indians, Scouts, 
Cowboys, Mexicans, Chiefs, Half-breeds, Guides [and] Frontiersmen" (SMH: 6 Nov. 1897, 2).  
Although it is known that Garnet Walch retired from the theatre for much of the final two decades of his life, 
little else has been determined. He died on 3 January 1913. Throughout his professional career, however, he wrote both 
for and with many leading theatre industry practitioners of the period. Apart from working with Harry Rickards, George 
Darrell, Alfred Dampier, Richard Stewart, W. S. Lyster, J. H. Rainford, Mrs G. B. W. Lewis (aka Rose Edouin), and 
Alfred Sylvester; he also wrote works for the Melbourne Theatre Royal's fluid management partnership of Henry R. 
Harwood, Richard Stewart, J. R. Greville, John Hennings and George Coppin; scenic artist-turned manager, W. J. 
Wilson; and one pantomime for J. C. Williamson - Sinbad the Sailor (1893).  Several high profile actors also benefited 
from Walch's keen writing talents, none more so than Bland Holt. Further to this, several of his works were adapted by 
others including Archibald Murray's 1872 production - titled Harlequin Blue Beard, The Great Bashaw; along with 
Hey Diddle Diddle the Cat and the Fiddle, The Cow Jumped Over the Moon adapted by Samuel Lazar in 1878; and 
Sinbad the Tailor, adapted in 1881 from Walch's Sinbad the Sailor (1880).   
Walch's non-music theatre works include: Heart and Head (sketch, 1881), Proof Positive (comedietta, 1883), 
Humble Pie (comedy, 1887), Silver Chimes (1893). He is believed to have possibly written the Harry Rickards' 
produced comic play In a Fog (1890).  
 
 [NB: The above biography acknowledges the research undertaken by Eric Irvin for his Australian Melodrama: Eighty Years of Popular 
Theatre (1981) and Veronica Kelly's "Introduction" to the University of Queensland Press edition of Australia Felix (1988)] 
 
MUSIC THEATRE WORKS: 
LOVE'S SILVER DREAM  [pantomime]  Lib. Garnet Walch; Mus. Andrew Moore (1869);  CONRAD THE CORSAIR  [burlesque]  Txt Adapt. 
Garnet Walch (from William Brough); Mus. [n/e] (1870);  PROMETHEUS  [burlesque]  Txt Adapt. Garnet Walch (from Robert Reece); Mus. [n/e] 
(1870);  TROOKULENTOS THE TEMPTER  [pantomime]  Lib Adapt. Garnet Walch; Mus. John Hill (1871);  MOTHER SAYS I MUSTN'T  
[musical sketch]  Txt. Garnet Walch; Mus. [n/e] (1872);  ORPHEUS  [burlesque] Txt Adapt. Garnet Walch (from J.R. Planche);  Mus. [n/e]  (1872); 
TROOKULENTOS IN A NUTSHELL  [pantomime]  Lib Adapt. Garnet Walch; Mus. [n/e] (1872);  TRUE BLUE BEARD  [pantomime]  Lib. 
Garnet Walch; Mus. [n/e] (1872);  AUSTRALIA FELIX [pantomime]  Lib. Garnet Walch; Mus. [n/e] (1873);  GENEVIEVE DE BRABANT  
[operetta]  Lib Adapt. Garnet Walch (from Jaques Offenbach); Mus. Signor Giorza (1873);  PYGMALION AND HIS GAL (A DEAR) [burlesque]  
Txt Adapt. Garnet Walch; Mus.  (1873);  ADMANTA THE PROUD PRINCESS OF PROFUSIA AND HER SIX UNLUCKY SUITORS  
[pantomime]  Lib. Garnet Walch; Mus. John Hill (1874);  THE GREAT HIBERNICON  [play with music] Txt. Garnet Walch; Mus. C.A. Boyd 
(1874);  A SECOND EDITION OF PYGMALION AND HIS GAL  [burlesque]  Txt Adapt. Garnet Walch; Mus. [n/e] (1874);  THE WHITE 
FAWN  [extravaganza]  Txt Adapt. Garnet Walch (from F.C. Burnand); Mus. [n/e] (1874);  BEAUTY AND THE BEAST  [pantomime]  Lib. Garnet 
Walch; Mus. [n/e] (1875);  A FROGGEE WOULD A WOOING GO  [pantomime]  Lib Adapt. Garnet Walch; Mus. [n/e] (1875);  HEY DIDDLE 
DIDDLE THE CAT AND THE FIDDLE, THE COW JUMPED OVER THE MOON  [pantomime]  Lib. Garnet Walch; Mus. [n/e] (1876);  
PLUTO; OR THE MAGIC LYRE  [burlesque]  Txt Adapt. Garnet Walch (from H.J. Byron); Mus. [n/e]  (1876 );  HELEN'S BABIES  [play with 
music]  Txt Adapt. Garnet Walch (from J. Habberton); Mus. [n/e] (1877);  RAINBOW REVELS  [entertainment]  Txt. Garnet Walch; Mus. [n/e] 
(1877);  IF; OR, AN OLD GEM REST  [musical entertainment]  Txt. Garnet Walch; Mus. [n/e]  (1878);  JACK THE GIANT KILLER AND HIS 
DOUGHY DEEDS  [pantomime]  Lib. Garnet Walch; Mus. [n/e] (1878);  LOHENGRIN IN A NUTSHELL  [burlesque]  Txt Adapt. Garnet Walch 
(from Richard Wagner); Mus. [n/e] (1878); BABES IN THE WOODS  [pantomime]  Lib Adapt. Garnet Walch (from John Stachan); Mus. [n/e] 
(1879 );  SINBAD THE SAILOR; OR, THE PET OF THE PERI  [pantomime]  Lib Adapt. Garnet Walch (from John Strachan); Mus. Walter J. Rice 
(1880);  DYK WHYTTYNGTONNE AND HYS WONDERFULLE CATTLE  [pantomime]  Lib. Garnet Walch; Mus. [n/e] (1881);  GULLIVER; 
OR HARLEQUIN KING LILLIPUT  [pantomime]  Lib. Garnet Walch (from Jonathon Swift); Mus. [n/e] (1881);  BRIC-A-BRAC  [entertainment]  
Txt. Garnet Walch; Mus. [n/e] (1885);  SPOONS  [entertainment]  Txt. Garnet Walch; Mus. [n/e] (1885);  SLEEPING BEAUTY; OR, 
HARLEQUIN MOTHER GOOSE  [pantomime]  Lib. Garnet Walch; Mus. [n/e] (1885);  MA-IN-LAW  [entertainment]  Txt. Garnet Walch; Mus. 
[n/e] (1888);  OUR LETTER CARRIERS  [entertainment]  Txt. Garnet Walch; Mus. [n/e] (1888 );  LANDLUBBER  [entertainment]  Txt. Garnet 
Walch; Mus. [n/e] (1889);  SINBAD THE SAILOR  [pantomime]  Lib. Garnet Walch; Mus incl. Garnet Walch and Mr Leumane (1893); 
 
FURTHER REFERENCE: 
Biron. T&C: 6 Apr. (1872), 425.  [re: Orpheus] 
Fotheringham, Richard. CTTA: (1995), 267. [re: Helen's Babies] 
"Helen's Babies." A: 20 July (1877), 4. 
Irvin, Eric. Australian Melodrama: Eighty Years of Popular Theatre. (1981), v. pags. 
Kelly, Veronica, ed. Australia Felix; Or, Harlequin Laughing Jackass and the Magic Bat. (1988), 24-39. 
Stewart, Nellie. My Lif'e's Story. (1923), 39-40. 
Williams, Margaret. Australia on the Popular Stage.  (1983), v. pags. 
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GEORGE WALLACE  
 
Comedian revue producer and writer, musician, songwriter, singer, film actor, dancer, sketch writer, 
artist. Born on 4 June 1895 in Aberdeen, NSW, George Wallace was one of Australia's most popular 
variety and revusical comedians of the 1920s, and went on to establish an equally impressive film 
and radio career during the 1930s and 1940s. He began his professional career in his early twenties 
after having spent a number of years in North Queensland as a farmhand and cane cutter. He 
initially toured with a small time variety troupe and spent some time in Brisbane before moving to 
Sydney around 1919 where he secured his first major vaudeville contract with Harry Clay.  In early 
1920 Wallace teamed up with Jack 'Dinks' Patterson to form Dinks and Oncus. They quickly 
established themselves as arguably Clay's most popular comedy duo of the early 1920s, appearing as 
the headline act on the entrepreneur's Sydney and South-West NSW circuits. They also regularly 
appeared in revusicals (several of which Wallace wrote himself).  Wallace moved from Clay's to the 
Fullers in 1924 following the break-up of the Dinks and Oncus partnership. Within a short time he 
established himself as one of that company's top draw cards, touring both Australia and New 
Zealand constantly up until the late 1920s. Although surrounded by a quality ensemble of 
comedians and singers, Wallace naturally dominated the troupe, not only as principle comedian, but 
also as writer, occasional songwriter and director.  After the Fuller's company folded Wallace moved 
to the Tivoli circuit (earning around £120 per week). His versatility saw him take up opportunities in 
a number of different entertainment fields from the 1930s onwards, including musical comedies, film 
and radio. He appeared with Gladys Moncrieff in Collits' Inn in 1933 and The Beloved Vagabond 
(1934, and starred in five successful films between 1932 and 1939, these being: His Royal Highness 
(1932), Harmony Row (1933), A Ticket in Tatts (1934), Let George Do It (1938) and Gone to the Dogs 
(1939). Between 1940 and the mid-1950s he composed his greatest song success, the classic war-
time number 'A Brown Slouch Hat,' appeared in two more films, one of these being The Rats of 
Tobruk (1944), and in 1949 was given his own weekly radio series on the Macquarie network. 
Wallace retired in 1957 and died in 1960 in Sydney. He was survived by his son, George Wallace Jnr.  
 
 Along with Bert Le Blanc, Nat Phillips, Roy Rene, and Jim Gerald, George Wallace was one of the leading 
comedians to have worked this country's stages during the great era of vaudeville and revue, and in terms of versatility 
ranks alongside George Sorlie as one of the most gifted. Although only 5'5" (1.63m) tall he was renowned for his 
extraordinary versatility as a physical comedian, with his particular specialty being the ability to fall down (whether as a 
comic boxer, a drunk or wild west cowboy etc). He was also an expert dancer, he could sing, play several instruments 
(including piano, guitar, saxophone and drums), perform lightening sketches, paint stage scenery, write songs and 
revusical libretti, direct and act. His comedic style may have been less sophisticated than his main rivals for the 'mob' - 
these being Jim Gerald, Nat Phillips and Roy Rene - but his appeal lay in presenting a more innocent type of persona 
and taking full advantage of his expressive eyes and his country sayings. 
The grandson of an Irish-born comic known as Pipeclay Wallace, George Wallace's father was also born George 
Stevenson Wallace started out as a painter but ended up working in minstrel shows as a comic and equilibrist under the 
stage name Broncho [sic] Wallace. His son's decision to eventually perform on stage as a comedian was very likely, 
therefore, to have been influenced by this family connection with variety theatre. While little is known of Broncho 
Wallace's career, it has been established that he worked in partnership with another variety performer, George Scott 
around the turn of the century, and that he was engaged by several metropolitan managements, including Frank Smith
80
 
at Queen's Hall, Sydney, circa November 1905. Ross Thorne, citing the Stage magazine, also draws attention to Bronco 
Wallace's record six-night season in Wellington NSW (sometime prior to May 1908), which was staged under a 
marquee seating 3,500 people (ctd. Theatre Buildings in Australia, 1971, p221).  
George Wallace was born in Aberdeen, situated near Muswellbrook in the Hunter Valley district of New South 
Wales. Although closely aligned with country or 'bush' types throughout his forty years as a variety, film and radio star, 
Wallace actually spent a good deal of his youth in Sydney where he often busked on the Pyrmont waterfront. When his 
mother remarried he moved to Manly and was later employed at his stepfather's ink factory. After four years Wallace, 
then still in his teens, travelled to North Queensland where he worked for a period of time as a farmhand and cane-
cutter around the Mackay district. This period of his life was to have a significant influence on his later career because 
although his repertoire of jokes, comedy sketches and revusicals covered a multitude of topics - among his most popular 
sketches and revusicals, for example, were stories played out in urban and even foreign settings, it has been said that 
'the dry wit of the outback nurtured his comic sense of timing' (CTTA: 628). Indeed, his stage appearance - often 
comprising a checked shirt, an old battered hat and an equally worn pair of dungarees - was very much an image 
cultivated from his 'bush' experiences.  
Wallace's decision to follow his father and grandfather on to the stage is believed to have been made while in 
North Queensland. Isadore Brodsky in The Streets of Sydney recalls the comedian telling the story of how while still a 
cane cutter, and probably aged around 22, he worked his way into a troupe self-described as the 'greatest show on 
earth'.   
 
The company consisted of Happy Harry Salmon, his wife and two others. It was at Walkerstown in 
Queensland. George had a pal named Jock McFarlane who engineered the engagement by this piece 
of strategy. "Can any of the fellows in your show dance?" he asked Happy Harry, with George 
discreetly hidden. 'My oath,' [replied Harry]. 'I know a pal here who will dance any of your crowd for 
                                                          
80  The Frank Smith mentioned here is not believed to have been the same theatrical entrepreneur who ran the Alhambra Music Hall (Syd) in the 
1880s and early 1890s. James Craydon, on Delohery Craydon and Holland, indicates in a 1914 Theatre Magazine interview that the trio worked for 
six years with Smith (c 1888-1893), ending the relationship only after Smith's death (Feb. 1914, n. pag.). 
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a quid,' was Jock's rejoinder. 'Trot him out. I'll take you,' declared Happy Harry. George came out of 
hiding, clambering onto the boards and thanks to heavy boots and a good sounding stage won the bet 
for his friend and a job for himself - a pound a week and keep (130). 
 
Sometime after finishing up with the Salmon troupe Wallace decide to try and establish himself in Brisbane, settling 
there sometime in 1916. It was while in Brisbane that he met Margarita Edith Emma Nicholas, a barmaid who later 
worked with Wallace on the stage. The pair married on 3 January 1917 at the People's Evangelic Mission. Their only 
child, George Leonard Wallace was born in Walkerston, near Mackay, in May the following year. He also went on to 
have a successful career as a comedian. Initially billed as Wee Georgie Wallace he was best known in his adult years as 
simply George Wallace Jnr.  
George Wallace's association with Brisbane as a young man, as with his earlier association with Mackay, saw him 
come to be regarded as a "local boy made good" throughout his later career. In this respect he was often described as 
'the boy from the Valley' or 'the boy from North Queensland' whenever he toured the state. The Brisbane Courier writes 
of his 1925 homecoming, for example: 'Every young man of spirit, when he fares out into the world, cherishes the 
ambition that when he returns to the home town his travelling companion will be success. Failure is a gloomy friend to 
bring back to the family. George Wallace is one of the lucky ones. Accompanied by success, he arrived back in 
Brisbane the other day and fulfilled the ambition that urged him out into the world years ago. It was to appear in 
vaudeville [at] the Brisbane Empire... and never has a first appearance aroused such a demonstration of approval' (21 
Sept. 1925, 11).  
After having developed a solo and double act (with his wife) that he believed had potential, Wallace decided in 
late 1918 to move to Sydney to take advantage of the work opportunities that the city's much expanded industry had to 
offer. Shortly after his arrival he was given a start on Harry Clay's suburban circuit, having impressed the management 
with his acrobatic clog-dancing. His initial salary was £4 a week. Brodie Mack, for many years the Fullers booking 
agent, recalls the comedian's arrival in Sydney: 
 
I happened to be at Harry Clay's Newtown Bridge Theatre (it's now The Hub) looking for new acts. It was his 
trial appearance, and he was appearing for nothing. He stopped the show. His acrobatic dance had them rolling in 
the aisles. Harry wasn't in the theatre to see it; he asked me afterwards how the new man went. 'Don't let him get 
away,' I replied. 'You have a real comedian there' (SMH: 23 Oct. 1960, 57). 
 
Wallace quickly became a crowd favourite as a solo performer. The husband/wife act struggled somewhat during the 
first few months, however, with several reviews from early 1919 indicating that the act had limited appeal. An 
Australian Variety critic reports, for example: "The Two Wallaces - very inexperienced, bad routine and mixed up turn" 
(24 Jan. 1919, n. pag.). The Theatre critic found things on the improve a few months later, however: 
 
Princess Theatre, 8-15th March:  George Wallace is a comedian with a delightfully quiet style. He gets his laughs 
without any forcing. His wife helps him in the patter. They wind up by introducing their son, a tiny mite, in one 
clever acrobatic pose (Apr. 1919, 28).   
 
Although the double act did not last much longer under the close scrutiny of Harry Clay's management, Wee Georgie 
Wallace continued to make semi-regular appearances on the stage with his dad over the next five or so years, including 
feature spots with Dinks and Oncus.  
 As with many of Clay's other contracted performers Wallace often appeared in revusicals. It was this experience 
that provided him with the necessary training and experience that helped him eventually become one of the most 
popular practitioners of this theatrical genre in Australia. One of the first productions he appeared in, Joe Rox's A 
Fireman's Troubles, led the Theatre magazine to record: "George Wallace is a comedian with a delightfully quiet style. 
He gets his laughs without any forcing… Chief honours are annexed by Wallace in a clever Johnny study and by Billy 
Cass and Joe Rox as two impossible firemen" (Apr. 1919, 28). His value as a performer even during these early days on 
the Clay circuit was due largely to his versatility, an aspect that factored largely in his success throughout his career. In 
June 1919, for example, the Theatre described Wallace's 'clever clog-dancing as... reminiscent of the days of Dan 
Tracey' (q.v., p25). By the end of the year the same magazine said of his act: 'His female impersonations have the house 
in shrieks all the time he's on the stage' (Jan. 1920, 26). Wallace was also beginning to attract the attention of Australian 
Variety, which records in December: "[He] is gaining applause for his smart dancing and good comic songs [and] since 
his opening... has made rapid strides towards success" (11 Dec. 1919, n. pag.).  
 A little over a year after joining Harry Clay's organisation, George Wallace's career reached new heights when he  
joined forces with comedian, Jack 'Dinks' Paterson, to form Dinks and Oncus, an act which Katherine Brisbane notes 
had no equal in being so well remembered purely from appearances on Clay's circuit (179).  In an interview conducted 
shortly after Wallace's death in 1960, Paterson recalls how the partnership started: "It began in the park opposite the old 
Opera House (now the Tivoli). George and I, both of us under contract to Harry Clay's suburban vaudeville circuit, were 
watching the crowds pack in to see Stiffy and Mo when George said suddenly, 'There's the opportunity for us. Why 
don't we team up and become a double act, too?' We finally got the old man to give us a try. George and I never looked 
back" (SMH: 23 Oct. 1960, 57). 
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       Although some sources indicate that Dinks and Oncus 
formed in 1919 (Brisbane 179; Parsons and Chance 191; 
and Sayers 365), no primary evidence has been found 
which supports the claim.
81
 An Australian Variety review 
dated 27 May 1920 records on the other hand that they had 
at that stage only been together a few weeks: 
 
[George Wallace] has doubled up with Dinks Paterson, 
and went a riot. As they have only been together a couple 
of weeks, we hate to think what they will give patrons in, 
say, a couple of months. No bigger laugh has ever 
appeared on the Clay time (8). 
 
In support of a late April/early May 1920 starting date, too, 
are a number of pars published in the Theatre and Australian 
Variety between January and March that year which indicate 
that both men were still working individually at that time. 
The Theatre (Jan. 1920, 26) records, for example, Wallace's 
solo female impersonation as "Annie the pride of the mob"; 
while a report in Australian Variety the following month 
notes: "Dinks Paterson, who is one of the tallest members of 
the vaudeville profession, did a couple of new songs in the 
first part, and also put on a laughable sketch in the second, 
which went over 'good-oh'" (12 Feb. 1920, 12).  
 
 
George Wallace 
Theatre May (1925), 14. 
(Courtesy of the Mitchell Library) 
 
Pint-sized Wallace was in marked contrast to the incredibly tall and skinny Paterson, with this factor making their 
partnership seem all the more ludicrous. Within only a few short months of pairing up, the duo found themselves in 
much demand, not only from audiences but also as subject matter for the industry magazines, as the following examples 
indicate: 
 
George Wallace says he has a century of the best to say that his partner, Dinky Paterson, can get a decision over 
Sid Godfrey in a twenty-round route, or he will have a four spar with him any night at the Gaiety just for old 
times sake (AV: 22 July 1920, 21). 
 
Dinks and Oncus ("The Two Drunks") never once become dull. They go from laugh to laugh, and get an 
exceedingly good reception (TT: Aug. 1920, 9). 
 
Dinks and Oncus stopped the show in their inebriate sketch at the Gaiety and had to take no less than four bows 
before the pleased patrons would allow them to retire (AV: 17 Sept. 1920, n. pag). 
 
By the end of 1920 Dinks and Oncus had become Clay's biggest attraction, playing to packed houses and rivalling 
Stiffy and Mo for the "mob's" favouritism in Sydney. They differed from Rene and Phillips, however, in that they 
specialised in the very physical acrobatic type of comedy that had made knockabout comedians Jack Kearns and Albert 
McKisson stars of the Australian stage during the 1890s. There was a lot of falling around, with 'drunken' antics and 
outrageous boxing displays abounding. And the audiences loved it. Charles Norman recalls the Wallace and Patterson 
partnership in When Vaudeville was King: 
 
When George was beginning to be talked about as an excellent comic he was teamed with another comedian, a 
man from the First World War, Dinks Paterson. Dinks was a tall, very thin comedian with a nose that somehow 
got in the way of a breach loader gun, or so it seemed. But he was one of the most likable blokes you'd meet from 
here to the Cape. This tall and self-effacing character was a gifted funny man. He had a voice that tended to rise 
to falsetto when aroused in blow-up comedy situations. "What's the matter with you?" he'd call. They were a 
perfect foil for each other, screamingly funny and seemed destined to become a world famous comedy team (105-
06). 
 
                                                          
81  The 1919 date appears to stem from Paterson's 1960 interview with the Sydney Morning Herald (23 Oct. 1960, 57). However, as this thesis 
strongly argues, the reliance on memoir without the support of primary evidence is an issue of concern for historians. Paterson's claim that Wallace 
would bring his two year old son on stage when the act was lagging towards the end (ca. 1923), while only a minor error is nevertheless an example 
of how the human brain distorts memories over time. Born on 16 May 1918, George Leonard Wallace was actually aged five (going on six) in 1923.  
Memoir is not the only problem for historians, though. Several references to Wallace Jnr published in 1925 demonstrate, too, that media sources 
should always be checked against official records wherever possible. Although the Theatre and Everyone's were essentially correct when they stated 
in May 1925 that Wee Georgie Wallace was six, both reports were published within a week of two of his seventh birthday (ctd. TT: May 1925, 14; 
and E: 6 May 1925, 37). 
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The lengths to which they would go in search of humour often pushed their physical limits. In the Sydney Morning 
Herald's 1960 tribute to Wallace, Paterson describes two turns: one was a crazy boxing match where Wallace would 
undertake a difficult backwards somersault over the ropes (he accidentally KO'd his partner at one performance), and 
the other a spoof on the posing act of De Maker's models - whereby Dinks would appear to be holding Wallace above 
his head with one finger (while Wallace was held by a harness from above). At one show, however, the shoulder 
harness broke, not only tipping him upside down but also sending him swinging pendulum-like wildly out above the 
audience. "They couldn't let the roller curtain down for fear of cutting him in two,  recalls Paterson, "I can still see him 
hanging up there, yelling for help" (ibid, 57). Typical of their routine, too, are the following lines of patter: 
 
George Wallace: Yes, I’m acquainted with your wife, old man. I knew her before you married her.  
Dinks Paterson:  Ah, that's where you had the advantage of me - I didn't (AV: 24 June 1920, 5). 
 
Although the two men communicated well on stage, the partnership was not always harmonious. Paterson recalls that 
while Wallace was wonderful to work with they had their share of off-stage arguments. Indeed, according to a report in 
Everyone's in late 1921 the pair had considered ending the partnership then. It was only after some considerable 
reflection that the pair decided that their act was too successful to abandon (30 Nov. 1921, 20).   
Dinks and Oncus continued to attract huge audiences up until the end of their partnership sometime in late 
1923/early 1924. However, from around mid-1922 the relationship would have become increasingly strained as Clay 
began squeezing Paterson out of the limelight by advertising Oncus and his Merry Company (TT: June 1922, 17). 
Indeed, as Paterson recalls the pressure to work in new routines as their relationship moved further apart meant that the 
act often lagged towards the end. In these instances, he recalls, "George would bring on his two year old son - [and] that 
always earned us an encore" (ibid, 57). According to Charles Norman the final straw occurred as a result of a practical 
joke played on Trixie Ireland (Paterson's fiancée) during a performance. When Wallace tried to brush the incident off 
his partner took offence "and as a result one of the world's best comedy acts split up" (106). Paterson subsequently went 
on to develop an act with Ireland (as Dinks and Trixie). Following a three month engagement with the Hugh J. 
Ward/Fullers 1924/25 Christmas pantomime, Cinderella (Princess Theatre, Melb), and seasons in Adelaide (E: 1 Apr. 
1925, 36) and Perth, the couple left for the United Kingdom where they worked on various variety circuits for the next 
four years. They made a triumph homecoming appearance on the Tivoli circuit in 1929 but found the opportunities for 
work difficult and soon after returned to Great Britain, where they remained until the late 1940s. During that time they 
made numerous tours of the provinces with artists of the calibre of Gracie Fields and appeared on early UK television 
programmes. One of their final theatrical engagements was as the ugly sisters in a 1957 Adelaide production of 
Cinderella (Van Straten, 93). 
 During his final years under contract to Harry Clay, George Wallace developed his skills in the area of revue, 
experiences which he put to immediate use when he moved to the Fullers' circuit.
82
  Although it has not yet been 
determined when he eventually left Clay's, his first engagement with the Fullers' involved a six month season at 
Dunedin, New Zealand in 1924. As his first Australian engagement for the company was in August, he likely started 
with them around February/March that year. Ben A. Fuller, son of Sir Benjamin, recalls the night his father sent him to 
Clay's Bridge Theatre to ascertain Wallace's prospects as a possible Fullers' comedian:  
 
We needed a show in a hurry for Dunedin. My father told me, 'I think that young fellow Wallace out at Newtown 
would go over for us. Go and have a look at him tonight.' It was a Monday night but the theatre was packed - 
that's how popular George Was. I sat in the centre stalls with Brodie Mack, when suddenly part of the stage went 
up in flames. One of the cloths caught alight, too. Panic was imminent. The place was wooden. People started to 
scream and leave their seats. I don't mind admitting I was terrified. But they rang down the act 'drop' to block off 
the flames, and a little man came out in front. - George Wallace. George wasn't a bit concerned. He said it was 
'only a little fire,' somebody was mucking' about.'  He told jokes, calmed the audience and called the others back 
to their seats. They put out the fire and the show went on. He was a real trooper (SMH: 23 Oct. 1960, 57). 
 
According to Fuller, Wallace was duly signed for the Dunedin season but there were concerns over how he would fare 
in New Zealand, the fear being that he was too much of a dinki-di Aussie to go over with the Kiwis: "But we were 
wrong," he recalls. "The Dunedin people made him their idol. They wouldn't let him go. He stayed six months and did 
eight shows three times over. We were amazed…. George was also a fine black and white artist. When the Dunedin 
show went on for so long the company ran out of scenery so we'd ship George the sewn canvas backdrops and he 
painted the scenery himself. To my knowledge he never cracked a blue joke in his life. He had a thing about smut on the 
stage. Never in 15 years with us was he reprimanded for saying anything off colour" (ibid, 57). 
In August 1924 Wallace and his newly formed revusical company played its first ever Australian engagement at the 
Majestic Theatre, Newtown. The season lasted until October. Unfortunately little information has been gleaned from 
this period because the Fuller's did not provide major advertising in the Sydney Morning Herald for their Newtown 
theatre at this stage, and hence his shows received no review coverage.  The only record of his appearances in that paper 
comes via a brief notice in the "Amusements" section. This situation changed, however, from 1923 onwards, when his 
company's reputation began to grow significantly. Interestingly, Fred Parsons' claim that Wallace by 1929 was still "a 
very minor comedian, half of a comedy act called, of all things, Dinks and Oncus" (7) provides further evidence of his 
lack of objectivity and consistently erroneous recollection. Not only had the Patterson and Wallace partnership been 
dissolved for some five years by 1929, but it is also clear that Wallace was far from being a "very minor" comic, having 
                                                          
82  Wallace's younger sister, Babe, also worked for Harry Clay during the early-mid 1920s, at one stage partnering Charles Norman. 
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been a leading Fuller's act for most of the intervening years. That George Wallace's reputation was by then considerably 
well-established is indicated by the strength of his company during his early Fullers' days, when the troupe included 
such highly respected performers as Marshall Crosby, Sadie Gale, and Lulla Fanning. A glance through the numerous, 
and mostly positive reviews of Wallace's company during its first year or so together indicates that the comedian was 
even then seen as a major Australian variety performer:  
 
George Wallace must have made a fine impression throughout New Zealand, as visitors from the dominion, when 
referring to Fuller shows, never fail to mention the success the little comedian made in their country, where his 
style of comedy was so much appreciated (E: 12 Nov. 1924, 39). 
 
Fullers' Theatre:- The first appearance of the George ("Onkus") Wallace revue company at this theatre revived 
memories of the business done by Stiffy and Mo, inasmuch as both houses last Saturday played to capacity... As 
an entertainer Wallace is of the highly eccentric order, and with his extraordinary dancing and acrobatics, vies 
with the best revue company at present on the circuit; and this is saying something in view of some exceptionally 
talented performers (E: 4 Mar. 1925, 30). 
 
George Wallace Jnr, five year old son of the comedian at the Fuller Theatre, was another small-sized riot at the 
Hippodrome last Saturday. For his years he is a mental and professional marvel. Three generations of Wallaces 
have now made history in Australian vaudeville, i.e. Bronco, Oncus, and now Wee George (E: 18 Mar. 1925, 36). 
 
George Wallace has immense personality. In addition, he is refined and, last but not least, has a delicious sense of 
humour. Only one thing he lacks; he has not yet, as it were, "found himself." At the present moment his style of 
humour is nondescript - his fun is spontaneous without being individual. In other words, he has not as yet had a 
sufficiently wide experience to adopt a brand of humour which is distinct enough to be imitated. That time has yet 
to come, however, remember these words and watch.... George Wallace is undoubtedly a gold mine for the Fuller 
firm (TT: Apr. 1925, 15). 
 
 George Wallace's career with the Fullers saw him work their Australian and New Zealand circuits through to the 
end of the 1920s. During this time he competed with two of the company's other star attractions Stiffy and Mo and Jim 
Gerald for the public's adoration. Much of his success was due not only to his comedic abilities but also through his 
original revusicals. Among his more popular productions were Harmony Row and His Royal Highness (both were later 
adapted to film), The Pickled Porter, Alpine Antics, Off Honolulu and Dangerous Dan. An Everyone's review of the 
opening week of his return Sydney season in 1925 (this time at the Fullers' New Theatre) was one of the first to draw 
comparisons with Nat Phillips' shows: 
 
The popularity of that clever Australian comedian George Wallace is evidenced in the remarkable business being 
done here since his advent last Saturday week. Wallace is decidedly individualistic, for his style is particularly his 
own; moreover it is a style that meets with a remarkable amount of appreciation from local audiences… 
Harmony Row is this week's offering by the little comedian and it deals with the life of a policeman. The idea 
suggests unlimited opportunities for fun making and so it proves to be. Wallace is supported by a very fine cast 
which included Mr Marshall Crosby, also a ballet of very advanced order. It looks as if these tabloids will vie 
with the Stiffy and Mo shows in point of popularity (11 Mar. 1925, 34). 
 
In reviewing the same production the Theatre Magazine went so far as to ask: "Is it flying in the face of theatrical 
providence to prophesy that George Wallace will one day be Australia's greatest comedian? In a little revue last month 
entitled Harmony Row, this Newtown favourite put over one of the best comedy performances Fullers' Theatre has ever 
seen. And this includes the ever-green favourites Stiffy and Mo, who may well look to their laurels now that George 
Wallace has come to town. [He] has immense personality… [and] a delicious sense of humour." Although the review 
notes that Wallace still lacked "sufficiently wide experience," and hence his style of humour was still somewhat 
nondescript (and thus not distinct enough to be imitated), it was obviously only a matter of time. "Remember these 
words, and watch" concluded the critic (Apr. 1925, 15). While Everyone's disagreed on the issue of Wallace's 
distinctiveness, writing, "[he] is decidedly individualistic, for his style is particularly his own" (11 Mar. 1925, 34), all 
the industry critics appear to have agreed that he was a major Australian comedian in the making. Reporting on 
Wallace's return to Brisbane in 1925, the Brisbane Courier writes that Wallace had given the city its brightest star of 
recent years. "As clever as he was," suggests the paper's critic, "Tom Dawson could not provoke more smiles a minute 
than this Valley-born boy" (12 Oct. 1925, 16). 
 As with Nat Phillips (Stiffy and Mo) and Jim Gerald, much of George Wallace's popularity can also be put down 
to the remarkable talents of his fellow performers, and notably long-serving troupe member Marshall Crosby who often 
played Wallace's on-stage foil. The initial company, as formed in 1924, included: Harry Burgess (ex-American 
Burlesque Co), Tom Lincoln, George Lloyd, Nellie Dean, Jacky White, Rene Albert, Marie Nyman, Pat Reid, and a 
chorus known as The Six Twinklers. Over the years he also engaged such local stars as: Sadie Gale (the pair were 
romantically linked for a brief period), Ivy Moore, Lulla Fanning, Ada Scadden, Fred "Check" Hayes, Tom White, 
Frank Haining, and Bert and Evelyn Dudley, and Jim Romaine (ex-Drew and Romaine). Most remained with Wallace 
for years at a time, providing him with an ensemble that could readily adapt whenever the lead comedian began 
improvising. It also allowed his revusicals to develop more rounded characters, an issue of some significance in a genre 
even more hampered by storytelling time than the musical. That his company remained so stable over the years, despite 
the rigours of touring Australia and New Zealand (it played the Dominion circuit at least three times during the 1920s- 
1924, 1927-28 and 1928-29), suggests that it was more than ably run by its charismatic leader. It is clear from 
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contemporary reports, however, that Wallace dominated proceedings. Everyone's notes in 1928, for example, that as 
one of the country's most versatile performers and a consistent favourite for years throughout Australia and New 
Zealand, Wallace continued to write, produce and star in his own productions. His versatility was such, records the 
magazine, that he not only excelled as a comedian, singer and dance, but also as a musician (saxophone, cornet, piano 
and drums) and lightning sketch artist (14 Nov. 1928, 41).  
There appears to have been reduction in interest in the company as the 1920s drew to a close, with reports 
indicating for example that their New Zealand tour of 1929 was still pulling capacity crowds fifteen weeks after it 
commenced. Upon the conclusion of a fifteen week's season at the Melbourne Tivoli in mid-1930 (possibly his first 
non-Fullers' engagement since joining the firm in 1924), Wallace played engagements in Adelaide and Perth before 
travelling to England for a month's holiday. He then took up a contract to play in London sometime around early 1931 
at a salary reported to have been ₤150 a week (E: 2 Apr. 1930, 41). His London shows are believed to have been staged 
with a company comprising two or three members of his Australian troupe, with the rest made up of performers 
engaged in London. Without his regular ensemble to support him, and with a comedy delivery that may well have been 
too casual for the British, Wallace failed to ignite enough interest to remain there for very long. A bitterly cold winter 
eventually forced his hand and he returned to Australia shortly afterwards. In retrospect it was an important decision 
because the 1930s saw him branch out into film and full-scale musical comedy in spectacular fashion.  
For the first half of the 1930s Wallace was closely associated with F. W. Thring, the founder of Efftee Films. He 
began his motion picture career in 1932 by adapting His Royal Highness under Thring's direction. The film was an 
immediate success with critics and audiences around the country. The Brisbane Courier's review of the Queensland 
premiere was no exception, recording that even though the musical numbers tuneful they were not the essential feature. 
"The fun is almost exclusively created by George Wallace… [his] facility of expression and his whimsical drolleries, as 
well as clever dancing, eminently lend themselves to the screen work" (3 Oct. 1932, 15). While agreeing that Wallace 
dominated the film (and that his comic talent was unquestioned), the Age's film critic suggested that such a dominance 
was part of the overall weakness of the film, as were the frequent shots in which parts of the performers' heads were lost 
from view (31 Oct. 1932, 8). The following year he took on a cameo role in the stage musical Collits' Inn, while 
contributing additional material to both the libretto and lyrics. The second of his films Harmony Row was released in 
1933, attracting similar plaudits to the first. Costing £11,000 pounds, it also co-starred several members of his old 
revusical troupe, notably Marshall Crosby and Nell Fleming, along with well-known ex-pantomime dame Dan Thomas. 
In 1934 Wallace again returned to the stage, appearing in the Australian debut production of the Dudley Glass' musical 
The Beloved Vagabond (see Appendix C, 1927 entry).  
Although he maintained regular contact with live audiences throughout the 1930s, Wallace's career during that 
decade is chiefly remembered for the films he starred in. His third and final Efftee production, A Ticket in Tatts (1934), 
in which he played a disaster-prone stablehand, was again accorded strong public support further establishing the 
comedian's credentials as one of Australia's leading film actors. Following Frank Thring's death in 1936 Wallace signed 
with Cinesound Productions, releasing the first of his two comedies with director Ken G. Hall, Let George Do It in 
1938. The film which co-starred Letty Craydon, Joe Valli and Alec Kellaway, is memorable not only for a high speed 
water chase but also for a vastly-improved screen performance by its star, the result of Hall's much tighter direction. 
Wallace's second film with Cinesound, Gone to the Dogs, saw him take on the role of an "accident-prone" zoo keeper. 
A review of the Brisbane premiere (screened at the Tivoli Roof Garden) records: "It is probably the most laughable film 
that Australian studios have produced. The film makes no pretensions to sophistication or depth. It is clowning plus 
clowning plus clowning, but it is good clowning. In fact if the laughter at the world premiere can be taken as a guide, 
George Wallace and John Dobbie have succeeded in being more consistently funny from an Australian audience's point 
of view than Laurel and Hardy, who probably are more famous" (BC: 21 Aug. 1939, 4). Both Cinesound films made a 
profit for the company and were released in England, with Wallace also generally garnering positive reviews in that 
country for his performances.  
When not required in a film production Wallace continued to tour his live shows, mostly on the Tivoli circuit. In 
1932, however, he briefly toured under Frank Neil's direction in a musical comedy revue troupe. Among the 
productions staged were Sunny Days, Hello Happiness, Pleasure Bound and Whoopee Nights. In reviewing the 
opening night of the four-week Brisbane season (Regent Theatre, beginning 22 Oct.), the Brisbane Courier critic 
describes the show, Pleasure Bound, as the "acme of delightful entertainment." The review further records: "Artistic 
settings featuring a bevy of beautiful showgirls and charming ballet numbers, clever adagio and eccentric dances, 
sparkling songs and a plentiful supply of comedy skits were included in an appetising bill of fare… George Wallace 
appeared in many amusing skits in association with Marshall Crosby, Maurice Diamond, Billy Maloney and Arthur 
Clarke, and also presented specialty numbers characterised by droll buffoonery, the audience clamouring its delight" 
(24 Oct. 1932, 17). 
During World War Two, Wallace teamed up with English singer/comedian Jenny Howard, possibly the first time 
he'd partnered a woman in a comedy duo since his first wife. Then at the height of her fame, Howard was brought back 
to Australia for a ten week tour by Tivoli director, Wallace Parnell (she had first toured the country back in the 1920s). 
Howard's appeal lay largely in her ability to switch back and forwards from sentimental songs to broad farce - with both 
managing to bring tears to eyes of many a patron. Touring under the title, The Crazy Show, Wallace and Howard 
headlined a troupe that also included Bob Dyer and Gloria Dawn (then aged only 12). It was during the war, too, that he 
wrote his most famous and best-remembered song, "A Brown Slouch Hat." According to Billy Maloney the song earned 
him more than £1,500 in royalties "in the days when APRA [Australian Performing Rights Association] were not half 
so active as they are today" (41). 
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Wallace's last two film appearances were in The Rats of Tobruk (1944), which saw him cast in the role of a comic 
barber, and Wherever She Goes (1951), a film biography celebrated Australian pianist Eileen Joyce. Wallace was given 
the small part of a flustered stage manager. According to Billy Maloney there had been talk in the 1930s of the 
comedian being offered a Hollywood contract, but after his British experience he realised that he was far too Australian 
to appeal to American tastes (39). In 1949 he made the switch to radio, starting up his own radio show on the Macquarie 
Network. Titled The George Wallace Road Show, the programme was based around the character "Wallaby Wallace," 
a local identity in the town of Bullamakanka. Jacqueline Kent cites a 1949 interview with the comedian in which he 
admits that he found it difficult during the early stages to adapt his comedic techniques to radio. "The hardest thing," 
said Wallace "is keeping my voice down. After years on the stage where you have to raise your voice to make a point, I 
found in radio that this only made the mike blast, and it took me a long time to break the habit of wanting to shout at it" 
(24). Kent goes on to note that the comedian eventually emerged triumphant as a radio star, even though his shows 
differed from the typical programmes made by the Colgate Unit. Although still performed live in front of a studio 
audience, Wallace (unlike Roy Rene) didn't have a particular set of catchphrases, and neither did the characters have 
any immediately recognisable characteristics (funny voices or mannerisms etc). "They spoke standard (though stage 
rural) Australian," writes Kent, "and the humour depended on fast gags rather than vaudeville-style routines. Thought 
the humour of the Wallace shows stands up better [than most of its contemporaries] the characters did not have the 
same kind of familiarity as did the people living in and around [Rene's] McCackie Mansion (24). 
Wallace continued to tour as a variety artist throughout the 1950s. Among his final appearances before retiring 
were: Pin-up Parade (1955), with Diana Del, Barry Rugless and Peter Madigan (Theatre Royal, Bris; 19 Mar.); and 
The Good Old Days, which toured in 1957 for J. C. Williamsons. That company included fellow variety veterans Jim 
Gerald, Queenie Paul, Maurice Barling, former partner Jenny Howard, and Maurice Colleano. In late 1958 Wallace also 
followed his son's 22 month season at the Brisbane Tivoli Theatre, with a five week engagement beginning 26 
December. Wallace headlined a show which also included the "Queen of striptease," Carmelita, and her fellow 
striptease artists 'The 6 Undraped Nudes' (for the first week of 1959 the Tivoli management advertised the programme 
as billed as "George Wallace... Happy Nude Year"). The following year Wallace finally succumbed to the heart trouble 
that had plagued him for several years and passed away in his sleep at his home in Doncaster Avenue, Kensington 
(Sydney) aged 66.  
In a two page feature on Wallace following his death the Sydney Morning Herald described him as "a scallywag 
(you couldn't print half the stories)" and a "100 percent Australian with a heart of gold" (23 Oct. 1960, 57).  Billy 
Moloney further records that he was the most versatile of all his peers. "He was a wonderful ad lib comic, he could 
write his own songs, he painted the scenery, did lightning sketches on stage, played piano and saxophone, was an 
acrobatic dancer (I'll never forget that wonderful ear-slide he did at least once every performance) and his gravel voice 
could easily be heard in the last row without any of your modern amplification" Of his act Moloney goes on to note: 
 
His female creations "Sophie the Sort" and "Sophie the Busgirl" rank with another famous comedian's 
impersonation - Don Nicols' "Girl Guide." In recent years "Sophie" was George's most successful act, a hilarious 
interlude built around a passenger's attempt to take his Alsatian dog on the bus. Finally Sophie told him that the 
only way he could get on the bus would be to do with the dog what he told Sophie to do with the bus. It was 
George's nearest approach to a blue gag, but he told it with such whimsicality and finesse that it would have gone 
over well at a church social. Who will forget his famous description of Pavlova's 'Dying Swan.' 'A joker rushed 
up a lane and shot a drake!" explained George (38). 
 
Charles Norman provides further insights in Wallace, recalling his time with the comedian's revusical company 
(although he gives no indication of when this occurred): 
 
There was one revue that George put together with a country atmosphere. We were sort of bushwhackers. There 
were barn dances and celebrations and songs and dances with a hillbilly twang. I think he called this little turkey 
'Split Log Junction.' This was the first show in which he put together the 'little girl double act' 'Stinker and 
Sunbeam, Recitin' Singin' and Dancin'." With the art of wearing comedy clothes his appearance was a riot before 
he spoke - a wig of long blond curls with an awful bow on top, and the ballet skirt, with one-up and one-down 
pants. With his mellow style of comedy he did what he wanted to with an audience. He was the most popular of 
the comedians with the American troops. In this country revue I was the one that had outgrown the town. I was 
commencing to look beyond the haystacks. At last the time arrived. I'm off! George wrote me a fine little song. I 
still have it. All the cast were on stage at the Junction (a small cut out of the end of a carriage). I was dressed in a 
straw hat with vivid coloured socks. Battered suitcase in one hand, I sang: 
     
I'm gonna leave this old home town of mine, 
    I'm goin' to where the bright lights shine, 
I wanna see a cabaret where they turn night into day, 
   I wanna see all the girls with their beautiful curls, 
   I wanna dance and sway and do the shimmy, 
   I wanna dress myself up like a lord, 
I'm gonna buy myself a T-Model Ford, 
And when I get back with my fortune made, 
All the other fellers will be right in the shade. 
I'm gonna leave this old home town of mine!  
(108-09) 
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Numerous tributes to George Wallace's generosity and professionalism have been published over the years, 
with the overwhelming consensus being that he was as well-liked by his industry peers as he was by his adoring 
public. Theatrical agent, Ted James, recalls his time as a second comedian working on stage with Wallace the star: 
"He was on stage for my act and he could have easily stolen it from me, even the flick of an eyebrow would have 
been enough. But he didn't. He didn't even move a muscle. He just waited there, deadpan, while I got the applause 
and the laughs... He was a lovable bloke. Never ruthless. Perhaps he helped more struggling performers than 
anyone else in show business. Brody Mack confirms this by recalling one of Wallace's many attempts to give 
"some deadbeat actor a part in his show" "'What can he do? What's his specialty? [I asked].' 'Crowd scenes,' 
George replied. 'Good heavens.' I said, 'you only have 20 in your company, what do you want with crowd scenes.' 
George was quick on the comeback. 'Put him with me,' he winked, 'and he can be the idle of the crowd' (ibid, 57). 
By all accounts, too, Wallace was a scallywag who love to socialise and party, but was equally comfortable being 
alone at home, especially with his love of painting. Ted James further recalls one time in Western Australia when 
the company decided to have a barbeque. "George went out and barbequed statutes in the park - he built fires 
around them" (ibid, 57, 82).    
As one of Australia's greatest ever comedians and vaudeville stars, George Wallace's legacy lays in his 
versatility, his instinctive (often ad-libbed) style of delivery, his affinity with the audiences of his day, and the 
amazing levels of physicality he infused into his comedy routines - an ability he shared with fellow-revusical star, 
Jim Gerald. Wallace could turn his hand at most things required of a variety performer. Aside from acrobatics, he 
was a talented musician (notably the piano, guitar and saxophone), he was renowned as sketch artist and painter, 
he wrote both the scripts and many of the songs for his productions, and he could dance and sing. Billy Moloney 
recalls the wonderfully acrobatic ear-slide that Wallace would regularly perform during one of his dance routines, 
and the gravely voice that could easily be heard in the last row without the benefit of microphones (38). It is as a 
comedian, however, that Wallace is mostly remembered, and in this respect much of his humour was drawn from 
the simple things in life. "He often played the hen-pecked husband whose wife berates him for his lack of 
responsibility" (Bard, 75). He also had an ingenious way of telling  a tale - whether it be about Stanley the Bull, 
the Prodigal Son, the saga of aboriginal girl, Lily Quilt, and even popular favourites like an "under the weather" 
husband returning home at three in the morning. In such scenes Wallace's ability to exaggerate the falling down-
drunk (often by falling down numerous times) kept audiences in stitches for years. While two of his greatest 
vaudeville creations were Oncus and the terribly refined bus conductress Sophie the Sort, he also invented other 
memorable characters like the Annie, the pride of the mob, the Drongo from the Congo, Fanny Shovelbottom's 
Friend, Officer Dreadnaught (Harmony Row), Dangerous Dan (Dangerous Dan), Prairie Pete (At the 
Crossroads), Nelson, the pride of the navy (Off Honolulu) and Tommy Dodds (His Royal Highness).  
 
MUSIC THEATRE WORKS:   
MULLIGAN'S MIXUP [revusical]  Txt. George Wallace; Mus. [n/e] (1921);  TWO DAYS OUT  [revusical]  Txt. George Wallace; Mus. [n/e] 
(1921);   IN A  BALLROOM   [revusical]  Txt. George Wallace; Mus. [n/e] (1922);  OVER THE HILLS, TALLY HO: [revusical] Txt. George 
Wallace; Mus. [n/e] (1922);  A DANCING DELIRIUM  [revusical]  Txt. George Wallace; Mus. [n/e] (1924);  SOME NIGHT  [revusical]  Txt. 
George Wallace; Mus. [n/e] (1924);   ALPINE ANTICS  [revusical]  Txt. George Wallace; Mus. [n/e] (1924);   THE PICKLED PORTER  
[revusical]  Txt. George Wallace; Mus. [n/e] (1924); OFF HONOLULU  (aka S. S. SUNSHINE) [revusical] Txt. George Wallace; Mus. [n/e] 
(1924);  HARMONY ROW [revusical] Txt. George Wallace; Mus. [n/e] (1924); THE OOJAH BIRD (aka HAREM SCAREM) [revusical] Txt. 
George Wallace; Mus. [n/e] (1924); AT THE CROSS ROADS [revusical] Txt. George Wallace; Mus. [n/e]  (1924); LADS OF THE VILLAGE 
(aka THE VILLAGE LADS / BOYS OF THE VILLAGE / MR MULLIGAN, MILLIONAIRE) [revusical] Txt. George Wallace; Mus. [n/e] (1924);  
MIDNIGHT REVELS [revusical] Txt. George Wallace; Mus. [n/e] (1924);  DANGEROUS DAN [revusical] Txt. George Wallace; Mus. [n/e] 
(1925);  ATHLETIC FROLICS  [revusical] Txt. George Wallace; Mus. [n/e] (1925);  MONEY AND MATRIMONY [revusical] Txt. George 
Wallace; Mus. [n/e] (1925);  THE SPARKLERS [revusical] Txt. George Wallace; Mus. [n/e] (1925);  RISING TIDES [revusical] Txt. George 
Wallace; Mus. [n/e] (1926);  NIGHT LIGHTS [revusical] Txt. George Wallace; Mus. [n/e] (1926);  HAPPY MOMENTS [revusical] Txt. George 
Wallace; Mus. [n/e] (1926);  SCRAMBLED FUN [revusical] Txt. George Wallace; Mus. [n/e] (1926);  HIS ROYAL HIGHNESS [revusical] Txt. 
George Wallace; Mus. [n/e] (1927);  MARRIED BLISS-TERS [revusical] Txt. George Wallace; Mus. [n/e] (1928);  BALD HEADS [revusical] Txt. 
George Wallace; Mus. [n/e] (1928);  ME AND MY GIRL [revusical] Txt. George Wallace; Mus. [n/e] (1929); S. S. SUNSHINE [revusical] Txt. 
George Wallace; Mus. [n/e] (1930); COLLITS' INN  Lib. T. Stuart Gurr; Add Lib. George Wallace; Mus. Varney Monk; Add Mus. Harry Jacobs; 
Add Lyr. Charles Zwar and Jock McLeod (1933). OH WHAT A NIGHT  [revusical] Txt. George Wallace; Mus. [n/e] (1933). 
 
SONGS WRITTEN BY GEORGE WALLACE: 
The following list should be considered very imcomplete. (Although years provided indicate the earliest established performance, it is likely that in 
many instances these songs were performed earlier) 
"I'm Only a Policeman" - Harmony Row (1924); "Hula Lou" - Lads of the Village (1924); "Ethel" - The Oojah Bird (1925); "Maggie" - Midnight 
Revels (1925); "The Trumpeter"and "The Porter" - The Pickled Porter (1925); "Sally the Slavy"- At the Crossroads (1926); "Archie and Bertie"- 
The Picked Porter (1928); "A Brown Slouch Hat" (1942); "There's a Boy of Mine" (1944); "Big Brother" (c 1945);  "Roaming" (c 1940s); "They'll 
Shine Again (c 1940s). 
 
NB: George Wallace's Music and Song Annual was also published by Joe Slater in the 1940s.  
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WILL WHITBURN 
 
Comic, endman, farce writer, singer, horse trainer and breeder. Born in Melbourne ca.1863, Will 
Whitburn built a reputation in Australia during the 1890s and early 1900s as one of the country's 
most popular blackface minstrel comics - in the same league as Charles Fanning. Only W. Horace 
Bent could be said to have made a more significant contribution to the local industry. Remembered 
now largely for his long association with Harry Rickards, Whitburn spent more than five years with 
Frank M. Clark (ca. 1885 -1990) before moving on to work with J. Billin's US Minstrel and Specialty 
Co (1890-1892) and the Cogill Brothers (ca. 1892-1893). Between the mid-1890s and 1907, however, 
Whitburn worked almost exclusively for Rickards, with much of this time being spent in Melbourne. 
That he was one of the very few Australian-based minstrel performers able to establish his career in 
one city over an extended period of time indicates that his versatility as a comic and entertainer 
should be considered extraordinary. As a performer Whitburn was a specialist cornerman in the first 
part of the minstrel show and in the second part entertained as an eccentric 'coon' impersonator, 
delivering comedy routines and lectures (aka 'stump speeches'), songs and dialect characterisations. 
During the late 1880s and early 1890s he also affected a larrikin-type persona on the stage, taking 
advantage of the upsurge in interest from the expanding middle-class demographic in this largely 
blue-collar social type. Whitburn's forte was a specialty act which saw him narrative a comic story 
while changing the letter "n" in words to an "l." Another classic routine which he performed regularly 
over the years was a burlesque railway porter sketch. Whitburn's physical appearance also 
distinguished him from his peers in that he was the only high-profile blackface comedian to have a 
moustache. Some of his biggest song successes were the larrikin-inspired numbers written for him 
by Lance Lenton, including "The Larrikin Hop" and "Woolloomooloo." Away from the theatre 
Whitburn's great passion was for horses. A more than proficient jockey during his younger years, he 
turned to training and breeding trotters following his retirement from the variety industry (ca. 1907). 
He did, however, occasionally return to the stage, with one of his final feature appearances occurring 
a few years before his death in 1928. Aside from his solo comedic work, Whitburn is known to have 
written several minstrel farces - including A Dreadful Tragedy (1885), The Bushrangers and The 
Coachmen (both 1888), Justice Outdone and The Twins (both 1892). He also appeared in many other 
farces and burlesquers, along with the occasional pantomime.  
 
 Little is yet known of Will Whitburn's early life and career. The earliest recorded stage appearance found to date 
was for a 5 September 1885 appearance on the bill of the People's Concert (Temperance Hall, Melb) where he presented 
his own "stump speeches." The following year, aged 23, he was performing as an endman with Frank M. Clark's Silk 
Stockings Company at Melbourne's Victoria Hall. This association was to last up until 1890. One of his early turns saw 
him render the song, "Babbling Brook," and appear in the burlesque, Unemployed Mashers (21 Aug.). Among the 
troupe at this stage were George A. Jones and James R. Walsh and William J. King (known professionally as Walsh and 
King).  In 1888 Clark had converted his Silk Stockings troupe into the All Star Combination, and during the year 
Whitburn appeared in some of the company's classic farce and burlesque productions. The more notable productions 
were: Boozed, with Whitburn as Gee-A-Way the neglected wife of Cop-Out, played in turn by Johnny Gilmore 
(Victoria Hall, Melb, 25 Feb.); The Spoonish Stoodents - aka The Spanish Students (Victoria Hall, 6 Oct.); and The 
Bushrangers (School of Arts, Syd, 22 Dec.), which Whitburn is believed to have written himself. Indeed, by this period 
of his career Whitburn had begun to build a reputation as writer of farces through such works as The Coachman 
(Victoria Hall, 2 Jan.) and A Dreadful Tragedy (A of Music, Syd, 13 July). Although it is likely that many of the farces 
he appeared in during his career were his own creation, only a few have been clearly identified as his. Sometime around 
mid-1889 Clark's European Celebrities opened a season at the Academy of Music (Syd), with the company's headline 
acts by now comprising Whitburn, Slade Murray, Amy Rowe and Clara Spencer (later of Lawton and Spencer). One of 
the highlights of the year was Clark's A Hot Night in Balmain, which saw Whitburn cast in the lead role (20 July). 
While it has not been determined when he actually ended his association with Clark it was likely to have occurred 
following the conclusion of the Boston Ideal Company's season at Brisbane's Theatre Royal in May 1890. By the end 
that month Whitburn was back in Melbourne under engagement to J. Billin at the Victoria Hall. Billin's company, 
operating mostly under name US Minstrels and Specialty Company (but also at one stage as the Metropolitan 
Representative Company), included a number of local performers regarded as being among the most popular and 
influential of the era, including W. Horace Bent, Alf Holland, John Fuller, Amy Rowe, the Leopold Brothers, Georgie 
Devoe (later the wife of Charlie Fanning) and Fred Davys.
83
 Whitburn made regular appearances in the farces and 
burlesques staged by the company over the next two years, many of which were written, adapted or directed by Horace 
Bent. These included: On Strike, Koch's Consumption Cure, Under the Gaslight, Robbery under Arms, The Art 
Student, Eva-Angeline, Federation and In a Fog (see Appendix C for details).  
                                                          
83  As with Will Whitburn, Georgie Devoe and Fred Davys also worked for Harry Rickards for many years 
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After ending his two year association with the US Minstrels around mid-1892, Will Whitburn signed on with the 
Cogill Brothers, moving from the Victoria Hall to St George's Hall. As with his previous engagements he worked as an 
endman (Mr Tambo) in the first part minstrel show and then presented his speciality comedy turn while often appearing 
in the afterpiece (farce) or concluding burlesque. Within a few weeks of joining the troupe Whitburn was presenting his 
own farces, including the popular Justice Outdone (27 Aug.). For the week beginning 15 October he wrote and starred 
in the first part finale, "Crush" and appeared in the farce, The Two Tailors. An Age advertisement published in 
December, which refers to Whitburn as "the original impersonator of a Collingwood larrikin," records that he was still 
required to perform "The Larrikin Hop" and "Woolloomooloo" such was their popularity (10 Dec. 1892, n. pag.).    
          It is clear that Whitburn's career up until 1892 had 
been steadily increasing in popularity, but it was to be the 
next few years that proved to be his most successful, and 
certainly his most influential. Arguably the most important 
factor in his elevation to the top of the Australian variety 
industry beginning around 1892 was his portrayal of the 
larrikin. Although he had been performing larrikin-inspired 
songs while on Frank Clark's payroll, it was not until he had 
fully developed the larrikin's characteristics that he garnered 
the level of popularity that turned him into one of the 
country's leading comedians. Much of this success, too, can 
be put down to the influence of writer/songwriter, Lance 
Lenton, who is known to have written two of his most 
successful larrikin sings - "The Larrikin's Hop" and 
"Woolloomooloo," (a parody of "Killaloe"). Interestingly, 
while "The Larrikin's Hop" become a hit for Whitburn in 
1894, a Bulletin critic writing in 1892 indicates that the song 
had actually been written for him in 1885 (24 Dec. 1892, 8). 
That it took so long for Whitburn to find success with his 
larrikin-inspired act was likely a combination of several 
factors. Certainly the larrikin's emergence on the variety 
stage during the early 1890s as a specific "Australian type" 
was very much a response to the interest shown by the 
middleclass audience at that time.  Although many within 
that demographic were distanced from direct contact with 
the underclass larrikin element they were nevertheless well 
aware of the nefarious activities of larrikin gangs. Support 
for this assessment comes from the fact that Harry Rickards' 
featured larrikin acts at his theatres during the early to mid-
1890s in response to the interest shown by his largely 
middle to-upper middle class audience, but eventually 
deleted them almost entirely from his programs because the 
low-comedy elements were very at odds with his desire for 
sophisticated entertainment. It is also possible that 
Whitburn's  early  attempts  at  delineating the larrikin  were 
 
 
 
Will Whitburn (in blackface) 
Theatre Jan. 1913, 31. 
(Courtesy of the Fryer Library, U of Qld) 
resisted by the blue-collar/ working-class element (which comprised variety's biggest demographic), because many of 
those people attending the less reputable city or suburban variety houses would have been part of, or at least 
sympathetic to, the larrikin subculture. As the variety stage larrikin tended to be more comical and toned-down, a kind 
of urban anti-hero built along London coster lines, Whitburn would have been required to find the middle ground 
between entertaining his audience and not demeaning or offending them. While there are signs that Whitburn was 
becoming "thoroughly at home as a larrikin" as early as 1890 (LOR: 4 Oct. 1890, 6), it was not until around 1892 that 
he began to attract the sort of attention that saw him elevated to the top of the industry. Indeed, the Bulletin went so far 
as to suggest that it was the authenticity of Whitburn's material that set him apart from a number of "imported artists 
who had recently been presenting a coster-type larrikin act" (24 Dec. 1892, 8). An earlier issue of the magazine 
provides additional insight when its variety critic writes: "Will Whitburn takes the shine out of Lonnen's larrikin song… 
being indigenous to the soil and having considered the lilies of the 'push' how they grow, from his youth upwards" (10 
Dec. 1892, 9). While larrikin-inspired acts and songs largely disappeared from Rickards' shows by the time Whitburn 
first appeared on the circuit his on-stage persona still retained a good deal of the larrikin characteristics and in this 
respect remained central to his trademark delivery.  
It is not yet clear how long Will Whitburn remained with the Cogills, or when he started with Harry Rickards, 
although this may well have been as early as 1894. Research shows that he was on Rickards bill at the Opera House 
(Melb) from the beginning of January 1896, which suggests that he had been with the company from at least late 1895. 
His long connection with Rickards' Melbourne operations is quite unusual for the period, with few variety artists able to 
dictate such contracts - which further indicates his high position in the Australian variety industry. Although Whitburn 
had good reason to remain in Melbourne as much as possible due to his commitments as a horse breeder and trainer, his 
decision not to spend more time in Sydney was due largely to the fact that his brand of humour did not go over with 
  873 
 
 
that city's audiences until later in his career. In reporting on Whitburn's return to the stage in late 1912 after a five year 
lay-off, the Theatre magazine's variety critic writes: "One of the strangest phases of Will Whitburn as a comedian in the 
old days was that Sydney audiences never seemed to appreciate his humour as they did in Melbourne. The appreciation 
which he is now meeting at the Tivoli, however, shows that the Sydney audience of to-day differs from that of 10 years 
ago. Whitburn is one of the most original comedians Australia has ever produced" (Dec. 1912, 11).   
It appears that Will Whitburn was contracted to Harry Rickards on an almost exclusive basis up until sometime 
around 1907, with most of this time being spent in Melbourne - first at the Opera House and later at the Bijou. His  
position in the company throughout his association with Rickards was essentially the same as Charlie Pope and Irving 
Sayles - the two African-American comics whose careers were also long associated with the Tivoli organisation.  
Indeed, the 1912 Theatre article describes the comedian as the "idol of Melbourne audiences [whose] jokes never 
seemed to grow stale, though they were often hoary with age" (ibid, 11). Among the Australian performers who 
appeared on the same bill with Whitburn during his Tivoli years were Fred Leslie, Charlie Fanning and Georgie Devoe, 
Harry Shine, McKisson and Kearns and Ida Rosslyn (aka Ida Tauchert, aka Mrs Jack Kearns). Although primarily a 
solo act, Whitburn did occasionally appear in ensemble turns and even pantomime. He made a cameo appearance, for 
example, in Rickards' 1898 pantomime Jack the Giant Killer (Bijou Theatre, Melb), taking up his role on 26 February 
as a later edition feature act. The previous year, too, he was one of Rickards' artists to feature at a benefit for the 
Distressed Actors' Fund (Princess Theatre, Melb, 27 Mar.). Among the stellar company for that night were J. C. 
Williamson, Bland Holt, Julius Knight, J. B. Atholwood, John Cosgrove, Percy Kehoe and veteran actor, Olly Deering. 
During his last seven or eight years with Harry Rickards, Will Whitburn, along with veterans like Charles Cogill, 
Arthur Elliott and Tom Edwards, helped influence and develop the talents of many local comedians whose careers 
would be carried out in the post-WWI revusical era, including Gus Franks, Les Warton, Fred Bluett, the Driscoll 
Brothers and Ward Lear.  Sometime in 1907 Whitburn retired to his 25 acre property "Murrumbeena," situated near 
Notting Hill, beyond Oakleigh on the outskirts of Melbourne. The house is said to have formerly belonged to the late 
Auditor General, J. V. Bagge (B: 5 Sept. 1907, 9). His equestrian interests were by this stage mostly in the breeding and 
training of trotters.  This passion for horses is said to have dated back to his youth when he toyed with a career in the 
trotting industry, and one report even records that as a driver he not only stood just as much ahead of his rivals as he did 
as a comedian, but that during his racing career "accumulated large amounts of money." It also appears that Whitburn's 
decision to leave the variety industry was due to the clash between matinee performances and trotting meetings. (TT: 
Dec. 1912, 11) 
Following his come-back engagement on Hugh D. McIntosh's Tivoli circuit in late 1912 Whitburn returned to his 
trotting interests in Melbourne (ARG: 16 Dec. 1912, 11). He made at least one other appearance on the stage, sometime 
around the mid-1920s, taking on a leading role in a novelty show, Ye Olde Nigger Minstrels. A few years later, on 29 
July 1928, he died at his Melbourne property aged 65 years. In reporting his death, Everyone's noted that it was 
Whitburn's ability to work along entirely different lines of comedy from his contemporaries that made him stand out 
and above the rest (8 Aug. 1928, 49). 
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FRANK  YORK 
 
Endman, comic, eccentric dancer, entrepreneur. Born ca.1860, Frank H. York was largely based in 
Sydney during his early career, playing seasons with F. E. Hiscocks' Federal Minstrels, Cottiers' 
People's Concerts, H. Florack's Federal Minstrels and Dan Tracey. He also appeared in Lance 
Lenton's 1887 pantomime, Dick Whittington and His Cat (produced by Alfred Dampier). Following an 
early attempt at management, in collaboration with Harry Carroll (1888), York joined forces with 
George A. Jones to establish the Empire Minstrels (ca. 1894-95). His long association with Harry 
Rickards is believed to have begun in 1897, and lasted until at least 1909, with occasional 
engagements with other companies during that time. His last known appearance on the variety stage 
was under James Brennan's management at the National Amphitheatre (Syd) in 1910. During his 
long career York worked alongside most of the leading Australian-based performers, including W. 
Horace Bent, Beaumont Read, Sam Keenan, Harry Leston, Wal Cottier, Harry Clay, Pope and Sayles, 
Jack Kearns, Charles Fanning, Percy St John, Ted Holland, James Craydon, Martyn Hagan, Billy 
Speed, and Roy Rene. York died in 1915, following several years of ill health. 
 
 In reporting the death of Frank York in late 1915, Australian Variety records that he been a prominent endman 
and comedian twenty years ago, and that his big asset was a wonderfully strong voice. "Never a very humorous 
comedian," notes the writer, he was nevertheless "most successful in his boisterous line of work and was a great 
favourite with audiences. Like McKisson and Kearns, the late Irving Sayles, [and] Billy Whitburn… [he] was one of the 
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stock cornermen on the Rickards' circuit for many years. Personally he was a very unobtrusive and kindly-intentioned 
fellow and had made a host of friends" (15 Dec. 1915, n. pag.)
 84
. Roy Rene's affectionate recall of York provides some 
additional insight into the esteem in which he was held by his peers: 
 
When I was first working, even revues were unknown… It was doing the farce that taught me how to walk and talk 
on a stage.  It gave you confidence when you were told by the producer to come on and do a couple of lines. Working 
with Frank York, a great producer, or Ted Tutty, they'd just come to you and say, "look, I want you to go on in the 
afterpiece, you just come on and say so-and-so, now don't forget where you are supposed to do it." I'd think I was 
getting to be a big man when I got a chance like that. You'd get a lot of help, too, because Frank would say "Now 
don't do it like that, do it so-and-so." To tell you the truth that was [how] I learnt timing… Old performers were 
always ready to come to you at the end of a show and say, "Listen, son, I wouldn't do that, I'd do it this way," and 
then if you listened to them you'd learn a great deal. They always built you up when you did your turn because their 
clapping on stage would help get the audience into the proper mood…. I was only a very young performer at that 
time (52-5). 
 
 Frank York's first known appearance on the variety stage was in July 1884, when he was engaged by the 
management of the New Masonic Hall in Castlereagh Street, Sydney. It is likely, though, that he had been performing 
for some time prior to this because by the end of the year he was with Hiscocks Federal Minstrels at the Academy of 
Arts (Syd), appearing alongside such local luminaries as Horace Bent, Sam Keenan, Lou Brahm, Beaumont Read and J. 
S. Porter (also with the company at this time were Delohery, Craydon and Holland, who later went on to fame as the 
country's most popular dance trio). Among the earliest productions York and Craydon were cast in was Bent's "black 
pantomime" Harlequin Black Bluebeard; Or, The Merry Muscleman's Mother-in-Law (26 Dec. 1884). While it is not 
known how long York remained with Hiscocks' company, it is likely that the engagement was for a short time. By 
August 1885 he was on the bill of the Cottiers People's Concerts (Protestant Hall, Syd). The following year he appeared 
in Lance Lenton's Christmas pantomime, Dick Whittington and His Cat, A Pantomime with Pur-Puss. Presented by 
Alfred Dampier and J. Grant at the Royal Standard between Boxing Day and late January 1887, the company included 
Harry Leston, Harry Quealy, Charles Bovis, and Walter, Harry and Ernest Cottier. During the remainder of 1886 York 
found employment with several Sydney-based companies. As a member of Alf Lawton's troupe at the Academy of 
Music, Sydney (ca. June) he teamed up with James Craydon to present a specialty dance act described as 
"Clogographicalities" (SMH: 4 June 1887, 2). A few months later he was at the Royal Aquarium and Pleasure Grounds 
(Bondi) and in December he returned to play the People's Concerts at the Protestant Hall, although these were no longer 
being managed by the Cottiers. He is known to have appeared on their bills around April/May the following year.  
 1888 saw Frank York branch out, possibly for the first time, into management. With "double-voiced specialist, 
Harry Carroll, who had worked with York at the People's Concerts in April (along with Harry Clay and Rock Phillips), 
York put together a company that included Master Harry Quealy, Ida Murray and Charlie Horton. Known as Carroll 
and York's Minstrel and Variety Combination, the troupe was engaged to provide the entertainment at the Protestant 
Hall by the venue's management (26 May). Although only a temporary partnership, the experience did not deter York as 
was to spend much of the next decade managing his own companies, sometimes in collaboration with other performers. 
One of the highlights of 1888, however, was his Grand Opening engagement at the New Haymarket Music Hall, then 
being managed by George Barr. As one of the tambo endmen, in a double minstrel format, York appeared opposite 
Charlie Fanning (bones), with Martyn Hagan serving as interlocutor. His specialty appearance was in a partnership with 
Jimmy Clunes - who as York and Clunes were billed as "the Australian pair in their song and dance" (SMH: 20 Oct. 
1888, 2). A month later he was back at the Protestant Hall, appearing with Harry Carroll, Harry Clay, Charles Fanning 
and George Turner under the venue's new management (SMH: 17 Nov. 1888, 2).  
 Much of Frank York's whereabouts over the next few years are unclear, with only a few engagements having been 
located at this stage - these being H. Florack's Federal Minstrels (Haymarket Theatre) around March 1889; the Bondi 
Aquarium, ca. February 1890; and Charles Fanning's Concert Party at the Protestant Hall from 22 December 1890. With 
the latter company he was again presenting a popular song and dance turn with Jimmy Clunes. In 1891 York's services 
were secured by Dan Tracey, possibly his highest profile engagement to that date. Other principle artists engaged by 
Tracey during York's time with the company included Percy St John, Martyn Hagan, Lucy Fraser, Alf M. Hazlewood, J. 
S. Whitworth and the Sherwood Sisters. Along with his solo comic song and dance turns, and occasional appearances 
with Jimmy Clunes (20 Feb. 1892), York frequently appeared in burlesques, including Percy St John's works  Black-
Eyed Susan, Cinderella and Faust Up to Date (1891), and Fra Diavlo (1892).  He remained with Tracey's company 
until around mid-1892, working at both School of Arts (Syd)) and Melbourne's Gaiety Theatre. York's late 1892/early 
1893 engagement with Ralph Walshe's Novelty Company Queensland touring party (which saw him again working 
alongside Harry Clay), was cut short in January when much of the city was forced to shut down due to extensive 
flooding. York soon afterwards joined the Empire Minstrel and Specialty Company in Toowoomba and undertook a 
north Queensland tour with the troupe until sometime around July. Upon returning to Sydney he accepted an 
engagement at the Royal Standard Theatre with a company known as the Elite Minstrels and Variety Combination (ca. 
July/Aug.), and in October appeared with a company then playing the Alhambra Theatre.  
 In 1894 York teamed up with high profile performer, George A Jones (ex-Frank M. Clark/Cogill Bros and Dan 
Tracey) to form York and Jones' Empire Minstrels. Their first known engagement was in Brisbane at the Gaiety Theatre 
                                                          
84      York's suname is also often spelt Yorke. While it has not yet been established which is correct, this bibliography uses the spelling attributed in 
advertising for his shows during the 1890s. Also, the 1915 Australian Variety obituary claims that York was 45 years old when he died, which would 
mean that he was only 15 years of age when he joined Hiscocks' Federal Minstrels as a specialty act - an unlikely engagement for someone so young.  
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(9 Nov.), which lasted into January 1895, and was followed by a Queensland regional tour before the company returned 
to Brisbane for another six weeks season.  The troupe included a number of seasoned artists, notably Tom Edwards, 
Gus Franks, Jake Friedman, Will Wallace, Charles and Will Bovis and Steve Adson. Mid-way through the return 
Brisbane season York and Jones effectively put together a new troupe, which the Brisbane Courier suggested was a 
sign of their "determination to maintain the freshness and liveliness of their variety entertainment" (15 Apr. 1895, 3). 
The final weeks of the season indeed saw the troupe enhanced by the arrival of the Perman Trio, J. C. Bain and 
baritone, Mr J. Bottger.  
 York and Jones' Empire Minstrels opened their Sydney account at the Opera House on 20 May 1895 with many of 
the artists from the Brisbane season still with the company.  Within a few weeks the theatre was renamed the Empire 
Theatre, and according to the Sydney Morning Herald the management transformed the theatre's stage, improving upon 
"any setting that had been arranged there for a long times past." Noting that the new company had made rapid strides in 
terms of securing the support of audiences, the same review further indicates that York and Jones had made additional 
changes since then to provide an even superior setting  (17 June 1895, 6). Notable new members over the next few 
months included Martyn Hagen and Lucy Fraser (c June), Delohery Craydon and Holland (c July) and W. H. Speed (c 
July). Neither Frank York nor George Jones were content to remain behind the scenes with their company, however, 
and were regularly accorded good reviews for their appearances. "After Mr Frank York had sung 'Keep a Knocking'," 
wrote one reviewer, "there were loud calls for "Can't Stop," and several other favourite songs which Mr York has 
popularised in Sydney. The artist's vocal organ is naturally so full of music that it would be interesting to hear him sing 
a ballad that would put his vocal powers to a better test" (SMH: 10 Aug. 1895, 7). York was also regularly featured in 
the company's farces and burlesques. The Empire Minstrels continued to be run by York and Jones until around mid-
September, when W. H. Speed and Thomas Delohery assumed control, continuing to use the name Empire Minstrels. It 
is not clear why York and Jones ended their association with the theatre or where they went. While no mention of either 
performer has been located in the immediate period following their departure from the Empire at this stage, it is 
possible that they continued their entrepreneurial activities in some other location.  
 1897 saw Frank York engaged as a performer with Fred Fordham's company at the Empire Palace (Melb) from 
early May.  In October that same year he made possibly the first of his appearances with Harry Rickards, with this 
engagement occurring at the Melbourne Opera House (23 Oct.). While his association with Rickards is believed to have 
involved regular, and often lengthy, engagements over the next 13 years, York also undertook occasional employment 
with other companies. These include an 1898 Queensland tour with the Continental Vaudeville Company, which saw 
him again working with Harry Clay. In between two Brisbane seasons (c Sep. and Nov.) the troupe visited a number of 
major regional centres throughout the state. The following year he was back in Brisbane, this time with Delohery, 
Craydon and Holland's Elite Variety Burlesque Company at the Theatre Royal (27 May). It was with Harry Rickards, 
however, that Frank York's career became largely associated in the minds of his contemporary Australian public. Over 
the years he worked alongside not only the leading Australian acts of the era, but also supported some of the biggest 
names in international variety - notably Little Tich and George Fuller Golden (both 1905). Among his Australian-based 
peers were Jack Kearns and Ida Rosslyn, Steve Adson, Fred Bluett and Irving Sayles and Charlie Pope.  
 In 1910 York appeared on the National Amphitheatre programme under the management of James Brennan (1 
Oct.). It is not known how long he stayed, although it is known that he was still performing there in September 1911.  
His engagement with the entrepreneur also included a season in Brisbane with the touring Brennan's Vaudeville players 
company. During this period he played a significant role in helping develop a number of emerging comedians, including 
Roy Rene. In Mo's Memoirs Rene recalls that York was employed by Brennan both as a performer and a producer (now 
referred to as a director), and taught him a great deal about being both an endman and a farce comedian.  
Although York's whereabouts are unclear from this point on, it appears that he began suffered some debilitating 
health problems around 1912 or 1913. Australian Variety notes in its 6 April 1914 issue that he had not enjoyed good 
health for some time, and was at that time seriously ill in Melbourne. He returned to Sydney sometime during the next 
year, and died there in December 1915.  
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APPENDIX E 
 
AUSTRALIAN-WRITTEN/ADAPTED MINSTREL FARCES STAGED BETWEEN ca.1850  
AND THE 1920s  
 
 
NB: All works in this appendix are included in the Australian Variety Theatre Archive. The entries are updated whenever new information is identified.  
See http://ozvta.com/research-lists/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
Abbreviations and Symbols 
 
Genre:  f  = farce  
c  = comedietta        
sk = sketch   (a combination of abbreviations indicates that the genre is unclear) 
 
 
Venue:   A of M:     Academy of Music               Temp Hall   Temperance Hall      
MH     Music Hall  e.g. Alhambra MH)           TH      Town Hall 
      NBT:     Newtown Bridge Theatre (Harry Clay)         Th      Theatre (i.e. Theatre Royal)  
      Prot Hall:    Protestant Hall                Vic Hall / Theatre: Victoria Hall or Victoria Theatre 
S of A:    School of Arts                 YOEF:    Ye Olde Englysh Fayre  (2 venues, one  
St Geo's Hall   St George's Hall                               Fremantle, the other in Perth WA) 
 
 
  Artists/Managers/Companies/Theatres:  
 
Cottier's PC:  Cottier's People's Concerts 
DC&H:   Delohery Craydon and Holland 
Hiscocks' FM: Hiscocks' Federal Minstrels 
Hugo's BM:  Hugo's Buffalo Minstrels 
      MS&B Co:  Minstrel, Specialty and Burlesque Company (i.e. Charlie Fanning MSB Co) 
      
Symbols / Misc:   
 
¤    = believed to be an imported farce           = see Appendix C for possible connection with a revusical        Co  = Company 
 
Entry Properties 
 
TITLE; [year of pfm]; genre;  author (if known); troupe/management or company;  (location); date;  miscellaneous information 
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ABSOLUTE DIVORCE:  [1894]  f     Adapt. Geo H. Wood    Harry Rickards (Tivoli, Syd; 6 Oct.  - Cast incl. Will and Charles Bovis, Georgie Devoe, G.H. Wood) 
 ADONIS; OR THE WHITE STATUE:  [1905]  f James Craydon     F. M. Clark (Gaiety Th, Melb; 3 June) 
 AFRICA V IRELAND: [1892]  c            Beattie/Bentley      Cogill Bros/Harry Rickards (St Geo's Hall, Melb; 3 Sept.) 
 AFTER THE BALL:  [1898]  f               Martyn Hagan Co (Th Royal, Perth; 17 Dec.) 
A LA BRAZEIN:  [1886]  f                Frank Smith (Alhambra MH, Syd; 3 Apr. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock, Charles Hugo) 
 ALBINO INDIAN, THE:  [1898]  f              (Cremorne Gardens, Perth; 23 Nov. - W.B. Warner benefit) 
 AMERICANS IN PARIS:  [1882]  f              Tommy Hudson's Surprise Party (Queen's Hall, Syd; 18 Mar.) 
 AM-U-LET:  [1885]  f/sk        W. H. Bent       Hiscocks' Federal Minstrels (A of M, Syd; 12 Oct.) 
 ---  [1895]  f                     "      Lawler/Morrison (Sydney MH; 2 Nov.) 
 AN M. P. FOR A DAY:  [1905]  f      Ted Holland      Ted Holland (Th Royal, Bris; 14 Jan.) 
AN ACTOR'S ESCAPADE:  [1905]  f             Ted Holland (Th Royal, Bris; 30 Sept.) 
AN ARTIST'S TROUBLES:  [1886]  f             Frank Smith (Alhambra MH, Syd; 5 June - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
 ANATOMICAL STUDIES:  [1898]  f             People's Concerts (Temp Hall, Melb; 9 Apr. - Described as "Tom Buckley's laughable Irish sketch") 
---  [1899]  f                    People's Concerts (Temp Hall, Melb; 23 Sept. - Cast: Lilly Octavia, Paddy Myhill, Kohlman & Gardner.) 
ARABIAN NIGHTS:  [1916]  f               Dramatic Club Past Pupils Assoc. of Central Technical College High School (Albert Hall, Bris; 21  
                         Oct.) 
ARE YOU AFRAID?:  [1919]  f               Follies Company (Palace Gardens, Bris; 8 Nov.) 
ARRIVAL OF CASEY, THE: [1905]  f             Ted Holland (Th Royal, Bris; 8 Apr.) 
  ARRIVAL OF CASEY:  [See also: Casey v Levy; Hurrah for Casey; and Casey's Ashes (Appendix C)] 
ARRIVAL OF GILBERT, THE:  [1892]  f            People's Concerts (Temp Hall, Melb; 11 June) 
ARRIVAL OF GILLIGAN:  [1915]  f             Jack Kearns Co (Tivoli, Bris; 18 Oct.  - Cloudlands Co incl. Jack  and Vera Kearns, Joe Rox, Harry Little) 
ARTIST'S STUDIO, THE:  [1905]  f     Dennis Carney      F. M. Clark (Gaiety Th, Melb; 9 Dec.) 
ARTFUL DODGE, THE: [1882] f/sk             Thynne and Simpson (Vic Hall, Syd; 29 Apr.) 
AS LIKE AS TWO PEAS:  [1895]  ?      Charles Fanning     Harry Rickards (Tivoli, Syd; 10 Aug. - Cast incl. Charles Fanning, Georgie Devoe, Will Leslie)  
AS LIKE AS TWO PEAS:  [see also Both Alike] 
ASYLUM, THE:  [1895] f        Charlie Fanning     Harry Rickards (Tivoli Th, Syd; 9 Feb. - Cast incl. Charlie Fanning, George Devoe, Pope and Sayles) 
ASYLUM, THE:  [see also: The Lunatic Asylum] 
AUTOMATONS:  [1907]  f                Harry Clay NSW/Qld tour - incl. (Th Royal, Charters Towers; 29 May) 
 
 
 
BABY ELEPHANT, THE:  [1885]  f              Cottiers' PC (Protestant Hall, Syd; 24 Oct.) 
---  [1886]  f                    Alhambra MH, Syd; 8 May. - Co incl. Harry  Clay, Amy Rowe, Harry Barrington, Lucy Fraser, John Matlock) 
---  [1895]  f           W. H. Speed      York and Jones (Empire, Syd; 8 Aug.) 
---  [1897]  f                    People's Concerts (Temp Hall, Melb; 13 Feb.) 
---  [1897]  f                    Elite Burlesque Co (Gaiety Th, Bris; 15 May  - Co incl. Delohery,Craydon and Holland) 
---  [1898]  f                    People's Concerts (Temp Hall, Melb; 30 July) 
---  [1903]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 9 Mar.) ●  (Ipswich TH; 11 June) 
---  [1905]  f           James Craydon     F. M. Clark (Gaiety Th, Melb; 27 May) 
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---  [1905]  f           Dennis Carney      F. M. Clark (Gaiety Th, Melb; 30 Dec.) 
---  [1908]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 26 Apr.) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 6 Aug. / 24 Dec.) 
---  [1911]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 26 Mar.) 
BABY ELEPHANT, THE:  [see also Barnum's Baby Elephant - 1897 AMT file]  
BACK BLOX JUSTICE:  [1899]  f              Continental Vaudeville Co (Th Royal, Bris; 20 Aug. - Cast incl. Harry Clay, J. C. Bain, Kate Henry, Bob  
                         Bell, Ida Rosslyn, Jack Williams) 
BAD NIGHT'S REST, A:  [1910]  f     Johnny Garner      People's Concerts (Melb; 11 June) 
BAD WHISKEY:  [1885]  f       G. Linden       Cottiers' PC (Protestant Hall, Syd; 19 Dec.) 
BALL, THE:  [1901]  f                  Harry Clay NSW/Qld tour - incl. (Th Royal, Charters Towers; 7 July) 
BALL D'AFRIQUE:  [1889]  f               Florack's Federal Minstrels (New Haymarket Music Hall, Syd; 18 May - Co incl. Harry Clay, Harry  
                         Cottier,  Johnny Cowan, J. S. Porter, Frank York) 
BALL'S GOING ON:   [1884]  f      Harry Cottier      Cottiers' PC (Protestant Hall, Syd; 18 Oct.) 
(aka De Ball is Going On and Ball Goes On) 
---  [1885]  f           Harry Cottier      Cottiers' PC (Protestant Hall, Syd; 14 Mar. - Possibly aka "Bal Masque") 
---  [1893]  f           Johnny Cowan      Empire Minstrels (S of A, Syd; 21 June) 
---  [1893]  f                    Empire Minstrels (Th Royal, Charters Towers; 22 June) 
---  [1905]  f                    Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 25 Apr. - As "De Ball Is Going On") ● 
                         (Toowoomba TH; 21 July - As "Ball Goes On") 
---  [1909]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 14 July) ● (Toowoomba TH; 19 July) 
---  [1910]  f           Johnny Gardner     People's Concert (Temp Hall, Melb; 31 Dec.) 
---  [1912]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 10 Mar.) ●  (Th Royal, Charters Towers; 6  
                         May - as "The Ball") 
---  [1912]  f                    People's Concerts (Temp Hall, Melb; 14 Dec.) 
BAL MASQUE:  [1897]  f                 Cottiers' PC (Protestant Hall, Syd; 21 Aug. - Possibly aka "Ball's Going On") 
BANKER, THE:  [1898]  f                 People's Concerts (Temp Hall, Melb; 4 June / 8 Oct.) 
---  [1899]  f             Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 11 Mar. - As "Pharaoh") 
BANKER, THE:  [See also Faro the Banker / Pharo the Banker / Pharoah] 
BANKER'S DAUGHTER, THE:  [1883] f   Alf Lawton       F. E. Hiscock's (Vic Hall, Melb; 11 Aug. - Cast incl. Lou Brahm, Alf Lawton, E. J. Kennedy, Charles McCarthy,  
                         Mrs T. Empson) 
BANKER'S DAUGHTER:  [see also Faro the Banker, and Pharo the Banker] 
BANKER'S WIFE, THE:  [1891]  f              Dan Tracey (S of A, Syd; 25 Apr. / 14 Nov.)     
---  [1895]  f                    York and Jones (Empire, Syd; 27 July) 
---  [1895]  f                    Cogill Bros (Th Royal, Bris; 12 Oct.) 
BARBER'S SHOP, THE:  [1920]  f              McCallum's Town Topics (Cremorne Th, Bris; 16 Oct.) 
BARGAIN DAY AT FINNEY ISLES:  [1919]  f          Walter Johnson Town Topics (Cremorne, Bris; 17 Oct.) 
BARNABY BIBBS:  [1900]  f                Percy St John's Royal Co (Royal Th, Bris; 26 Nov.) 
BARNABY'S, THE:  [1910]  f       Johnny Gardner     People's Concerts (Temp Hall, Melb; 26 Mar. / 4 June / 27 Aug. / 10 Dec.) 
BARNUM FROM AFRICA:  [1895] f             Speed/DC&H (Gaiety Th, Bris; 30 Nov. - Cast incl. DC&H, Billy Speed and Amy Rowe) 
BELLES OF THE KITCHEN:  [1891]  f   Fred Davies/Georgie Devoe  J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 15 Aug. ; 19 Sept - Cast incl. Fred Davys, 
(aka The Kitchen Belles)                  Georgie Devoe, Amy Rowe, Alf Holland, Will Stevens) 
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BETSY'S BEAUX:  [1884] f       W. H. Bent       F. E. Hiscocks (A of M, Syd; 5 Apr.)   
---  [1886] f               "        F. E. Hiscocks (A of M, Bris; 10 May)   
---  [1892] f                    Frank Smith (Alhambra MH, Syd; c May) 
BIBS AND DIBBS:  [1895]  f                Harry Rickards (Tivoli, Syd; 7 Sept. - Cast incl. Charlie Fanning, Georgie Devoe, William D'Ensem) 
---  [1897]  f                    Walshe's Novelty Co (S of A, Syd; 24 Dec. - Co incl. Harry Clay, Billy Warner, Frank York and DC&H) 
---  [1901]  f                    Harry Clay NSW/Qld tour - incl. (Th Royal, Charters Towers; 10 July) 
---  [1906]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 20 July) ●  (Toowoomba TH; 31 July) 
---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (Th Royal, Gympie; 20 July) 
BIG JOHNSON:  [1905]  f        Will Rollow      F. M. Clark (Gaiety Th, Melb; 7 Jan.) 
BIKE THE ACTOR:  [1898]  f                 XLCR Burlesque Co (Bijou, Fremantle WA; 12 Nov.) 
 BITS AND BITS:  [1910]  f                Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 30 June) 
 BLACK DETECTIVE, THE: [1892]  f             Cogill Bros/Harry Rickards (St Geo's Hall, Melb; 1 Oct.) 
 ---  [1895]  f                    (Sydney Music Hall; 23 Nov.) 
---  [1899]  f                     People's Concerts (Temp Hall, Melb; 6 May - Described as a descriptive farce.) 
 BLACK JUSTICE:  [1915]  f                (Crystal Gardens, Bris; 17 Feb.) 
BLACK STATUE:  [1900] f                Jones & Lawrence (Cremorne Th, Perth; 23 June) 
BLACKVILLE PICNIC:  [see The Darktown Picnic] 
BLINKS AND JINKS: [1875]  f                 US Minstrels (Apollo Hall, Melb; 12 June - Also described  as a burlesque) 
---  [1876]  f                    US Minstrels (Apollo Hall, Melb; 15 Apr.) 
---  [1885]  f                    Cottiers' PC (Protestant Hall, Syd; 26 Dec.) 
BLOODLESS DUEL:  [1886]  f               Frank Smith (Alhambra MH, Syd; 12, 26 June. - Co incl. H. Clay, Amy Rowe, H. Barrington, Lucy Fraser, J.  
                         R. Matlock) 
BLOW FOR BLOW:  [1885]  f               Frank Smith (Alhambra MH, Syd; 19 Dec. - Co incl. Harry Clay, Edwin Shipp, Amy Rowe, Harry Barrington,  
                         John Matlock) 
 BLOW THE TRUMPET: [1909]  f              Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 16 Mar.) ●  (Ipswich TH); 24 Mar.) 
 BLUNDERS: [1887]  f          Cogill Bros?      Cogill Bros (Gaiety Th, Syd; 25 June) 
 BOARDING HOUSE BEDROOM, A:  [1917]  f          Harry Clay (NBT, Syd; c Mar. - Cast incl. Bert and Evelyn Desmond. See TT: Apr. 1917, 39) 
 BOBBIES, THE:  (See Melbourne Bobbies) 
 BONE'S BABY: [1897]  f        Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 17 July / 2 Oct.) 
---   [1898]  f                       "       People's Concerts (Temp Hall, Melb; 28 May / 26 Nov.) 
---  [1899]  f                     People's Concerts (Temp Hall, Melb; 20 May / 23 Dec.) 
BOTH ALIKE:  [1890]  ?                 Charlie Fanning Concert Party (Protestant Hall, Syd; 20 Dec.)  
BOTH ALIKE:  [see also As Like as Two Peas] 
 BOUND TO BE AN ACTOR:  [1892]  f      Beattie/Bentley      Cogill Bros/Rickards (St Geo's Hall, Melb; 24 Sept.) 
BOY PETE:  [1899] f                  Jones and Lawrence (Cremorne Gardens, Perth; 1 Nov.) 
---  [1900] f                    Percy St John's Royal Co (Royal Th, Bris; 22 Sept.) 
BRACE OF DUCKS, A:  [1854]  f     F. M. Soutten      (Rowe's Circus, Melb; 30 Sept.) 
BROWN'S TROUBLES:  [1905]  f     Dennis Carney      F. M. Clark (Gaiety Th, Melb; 25 Nov.) 
BRUISED HEART, THE:  [1892]  f              Frank Smith (Alhambra MH, Syd; 19 Mar. - Cast incl. Delohery, Craydon and Holland) 
BURGLAR ALARM, THE: [1892]  f         Johnny Gilmore     Cogill Bros (St Geo's Hall, Melb) 
BURGLAR'S REVENGE: [1895]  f              Warren's Surprise Party (Gaiety Th, Bris; 24 Aug. - Co incl. Harry Clay and Wal Rockley) 
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BUSHRANGER, THE:  [1874]  f               Metropolitan Minstrels (Prahan TH, Melb; 6June) 
BUSHRANGERS, THE:  [1888]  f     Will Whitburn      F. M. Clark (A of M, Syd; 22 Dec.) 
---    [1890]  f`     Pat Finn             Cogill Bros/Rickards (St Geo's Hall, Melb; 24 May) 
BUTCHER'S SHOP, THE:  [1920]  f             McCallum's Town Topics (Cremorne Th, Bris; 21 Aug.) 
 
 
 
CAESAR: [1899]  f                   People's Concerts (Temp Hall, Melb; 7 Jan.) 
CALLITHUMPIAN PROCESS: [1895]  f            York and Jones Vaudeville Co (Gaiety Th, Bris; 20 Apr.) 
---  [1898]  f           Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 25 June) 
CALLITHUMPIAN PROCESS:  [See also Polypathic Callithumpians] 
CALL AT 3, AND I'LL MAKE IT PLEASANT FOR YOU: [1885]  f      F. E. Hiscocks'  (A of M, Syd; 7 Mar.) 
CAN YOU SEE ME: [1892]  f        Charles Cogill      Cogill Bros (St Geo's Hall, Melb; 21 May) 
---  [1895]  f                      "       Cogill Bros (Th Royal, Bris; 23 Dec.) 
CASEY'S FINISH:  [1912]  f       Tom Armstrong     Fullers (National Amph, Syd) 14 Dec. - Described as "a military satire") 
CASEY THE FIDDLER:  [1905]  f               F. M. Clark (Gaiety Th, Melb; 25 Feb. / 14 Oct.) 
CASEY V LEVY: [1891]   f           Franks/Marion      F. M. Clark (Gaiety Th, Melb; 21 Feb.) 
---   [1895]  f                    Speed and Delohery (Empire, Syd; 7, 19 Oct.) 
 CASEY V LEVEY:  [See also Hurrah for Casey; The Arrival of Casey;  See also Casey's Ashes (Appendix C)] 
CATCHING A CONSIPRATOR:  [1867]  f   R.P. Whitworth       (Th Royal, Melb; 19 June  - Subtitled - "Or, S…. The Head Centre") 
CHAMPAGNE AND OYSTERS: [1892]  f             Cogill Bros (St Geo's Hall, Melb; 6 Aug.) 
CHARLIE'S AUNT:  [1900]  f               People's Concerts (Temp Hall, Melb; 7 Apr. - A one act farce, its relationship with the well-known comedy of  
                         the same name is unclear) 
CHARLIE SPRAGGS: [1910]  f      Johnny Gardner     People's Concerts (Temp Hall, Melb; 13 Aug.) 
CHINESE COOKS, THE:  [1916]  f              Harry Sadler (Princess, Syd; 4 Nov.  - Cast incl. Ward Lear) 
CHINESE COOKS:  [See also Chinese Servants] 
CHINESE QUESTION, THE:  [1897]  f             Maggie Moore Co (Th Royal, Melb; 11 Dec. - Cast incl. H.R. Roberts. Presented following "Struck Oil") 
---  [1898]  f           Dave Gardner      People's Concerts (Temp Hall, Melb; 25 June) 
---  [1905]  f                    Frank Smith (Queen's Hall, Syd; 9 Dec.) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 5 Aug.) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 18 Mar.) 
---  [1905]  f                    Frank Smith (Queen's Th, Syd; 9 Dec.) 
CHINESE SERVANTS:  [1904]  f              Harry Clay NSW/Qld tour - see (Maitland TH; 28 July) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 9 Apr.) 
CHINESE SERVANTS:  [See also Chinese Cooks] 
CHOP STICKS AND SPITKINS:  [1898] f            Dan Barry (Princess Th, Melb; 19 Feb. - Benefit.) 
CHOW CHOW: [1883] f        Charles Heywood     F. E. Hiscock's (Vic Hall, Melb 9 June; - Cast incl. Lou Brahm, Charles Heywood, G. W. Lawless, W. H. Bent,  
                         Alf Lawton, George Turner, E. J. Kennedy, Charles McCarthy, T. Bergin, E. Amery) 
CHRISTMAS GOOSE, THE:  [1905]  f             Ted Holland (Th Royal, Bris; 16 Dec.) 
CIRCUS DICK:  [1883]  f                 People's Concerts (Temp Hall, Melb; 21 July) 
---  [1905]  f           George A. Jones     Leonard Davis (Palace Gardens, Perth; 8 July - Cast: George A. Jones, Bryce Rowe and Bob Anderson.) 
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CLASSIC DRAMA:  [1916]  f/sk               Orange Dandies Co (Cremorne, Bris; 26 Oct.)  
CLOCK, THE:  [1895]  f                 Harry Rickards (Tivoli, Syd; 13 July - Cast incl. Fanning and Devoe, William D'Ensem, Clarence Lyndon.) 
---  [1889]  f                    F. E. Hiscocks' London Pavilion Co (Opera House, Syd; 2 Nov.) 
CLOCKMAKERS, THE:  [1905]  f              F. M. Clark (Queen's Hall, Syd; 8 July) 
 (aka The Clockmaker) 
---  [1909]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 18 Mar.) 
COACHMAN, THE:  [1886] f      Walsh/King      F. M. Clark (Victoria Hall, Melb; 6 Nov.) 
---  [1888]  f           Will Whitburn      F. M. Clark (Victoria Hall, Melb; 2 Jan. - Cast incl. Will Whitburn, Johnny Gilmore, Amy Rowe, George  
                         Gardner, Frank Stevens, George Bell) 
COALHEAVER'S REVENGE:  [see Dr Cureall; Or, The Coalheaver's Revenge) 
COLLEEN BAWN:  [1910]  f                Harry Clay NSW/Qld tour - incl. (Ipswich TH; 29 Mar.) 
COLONIAL SERVANT, THE:  [1866]  f   James Small      (Prince of Wales, Syd; 11 Aug.) 
COMEDY MAN, THE:  [1910]  f              Harry Clay (Royal Standard, Syd; 8 Oct. - Cast incl. Harry Clay, Bruce Drysdale, Ted Tutty and Phyllis Faye) 
COMING MAN, THE:  [1885]  f               F. E. Hiscocks' (A of M, Syd; 7 Mar.) 
---  [1888]  f                    Peoples Concerts (Temp Hall, Melb; 6 Oct.) 
---  [1892]  f                    People's Concerts (Temp Hall, Melb; 6 Aug.) 
---  [1895]  f                    Black Diamond Minstrels (Th Royal, Charters Towers; 13 Nov. - Co incl. W. Edwards) 
---  [1897]  f                    People's Concerts (Temp Hall, Melb; 24 July / 27 Nov.) 
---  [1898]  f                    People's Concerts (Temp Hall, Melb; 13 Aug.) 
---   [1899]  f                      People's Concerts (Temp Hall, Melb; 8 July / 2  Dec.) 
---  [1900]  f                    Percy St John's Royal Co (Royal Th, Bris; 29 Sept.) 
---  [1901]  f                    Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 6 May) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 14 Mar.) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 27 Apr.) 
---  [1905]  f                    Leonard Davis (Palace Gardens, Perth; 13 May) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 12 Feb. / 12 Nov. ) 
---  [1913]  f                    Harry Clay NSW/Qld tour - incl. (Maryborough TH; 8 Apr.) ●  (Th Royal, Charters Towers; 25  
                         May) 
---  [1914]  f                    Post Mason's Record Breakers (Empire, Bris; 12 Jan.) 
---  [1914]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 26 July) 
---  [1920]  f                    McCallum's Town Topics (Cremorne Th, Bris; 17 July) 
COMMERCIAL TRAVELLER, THE: [1897]  ?   Harry Cowan      Sixpenny Popular Concerts (Centennial Hall, Bris; 11 June - "As played by him all over the Australian  
                         colonies") 
CONFLAGRATION:  [1900]  f               People's Concerts (Temp Hall, Melb; 20 Oct.) 
COOGEE THEATRE, THE:  [1905]  f             Leonard Davis (Palace Gardens, Perth;  29 Apr.) 
COOPERS, THE:  [1887]  f                Frank Smith (Royal Standard, Syd; 1 Oct.) 
---  [1891]  f           Fred Garnet/Frank York   Dan Tracey (S of A, Syd; 18 Apr. - Cast incl. Martyn Hagan, Lucy Fraser) 
---  [1905]  f           Dennis Carney      F. M. Clark (Gaiety Theatre, Melb; 18 Nov.) 
CORSICAN BROTHERS, THE: [1898]  f              XLCR Burlesque Co (Bijou, Fremantle WA; 19 Nov. ) 
COUNTRY COUSIN'S VISIT, A: [1892]  f             Cogill Bros (St Geo's Hall, Melb; 5 Nov.) 
COUSIN LAMBKIN:  [1846]  f               (Royal Vic Th, Syd; 21 Apr.) 
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CRIME HUNTERS, THE:  [1917]  f              Tivoli (Syd; c May - Described as a "new nigger-farce")  
CRUSHED TRAGEDIAN:  [1886]  f              Hugo's BM (Vic Hall, Melb; 17 Apr.) 
CUPID'S ARTFUL DODGE:  [1905]  f             Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 27 Apr.) 
---  [1909]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 13 July) ●  (Toowoomba TH; 19 July) 
---  [1914]  f                    Cook and Fowles (Crystal Gardens, Bris; 21 Feb.) 
CUPID'S ARTFUL DODGE: [See also Cupid's Dodge / Cupid's Dart / Cupid's Frolics] 
CUPID'S DART:  [1890]  f           Will Wallace      Dan Tracey (S of A, Syd; 20, 26 Dec.) 
CUPID'S DART: [See also Cupid's Artful Dodge / Cupid's Dodge / Cupid's Dodge] 
CUPID'S DODGE:  [1905]  f                Ted Holland (Th Royal, Bris; 28 Oct.) 
CUPID'S DODGE: [See also Cupid's Artful Dodge / Cupid's Frolic / Cupid's Dart] 
CUPID'S FROLICS: [1895]  f               W. A. Ball's Gaiety Surprise Party (Gaiety Th, Bris; 23 Sept. - Co incl. Harry Clay and Wal Rockley) 
CUP OF TEA, A:  [1898]  f                Martyn Hagan Co (Th Royal, Perth; 10 Dec.) 
 
 
 
DARKEST AFRICA:  [1900]  f               People's Concerts (Temp Hall, Melb; 24 Nov.) 
DARKIES ON THE LEVEE:  [1892]  f             Frank Smith (Alhambra MH, Syd; 1 Aug. - Introduced the song and dance, "The Levee." Co incl. DC&H,  
                         Bovis Bros, Charlie Fanning) 
DARKTOWN ACADEMY:  [1889]  f             Florack's Federal Minstrels (New Haymarket MH, Syd; 16 Mar. - Co incl. Harry Clay, Frank York, Lucy  
                         Fraser) 
DARKTOWN FISHING PARTY:  [1890]  f           Tracey and Adson Co (Coogee Palace Aquarium, Syd; 8 Nov.) 
DARKTOWN PICNIC:  [1889]  f               Tom Sawkins American Coloured Performers (New Haymarket Music Hall, Syd; 2 Nov. - As "The  
(aka The Blackville Picnic)                 Blackville Picnic") 
---  [1890]  f                    Hicks/Sawyer Coloured Minstrels (Opera House, Syd; 31 May  - Also known as "The Blackville Picnic")   
DAT'S MY MUDDA: [1887]  f      Cogills        Cogill Bros (Gaiety Th, Syd; 28 May) 
DAY IN THE CITY POLICE, A:  [1920]  f            Walter Johnson's Town Topics (Cremorne, Bris; 16 Jan.) 
DEAD SHOT, THE:  [1893] f                Harry Rickards (Tivoli Th, Syd; 21 Mar. - Edith Blande benefit. Cast incl. Harry Leston) 
DEMONS OF SPAIN:  [1891]  f               J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 18 July. - Cast incl. Amy Rowe, Alf Holland,  
                         Will Whitburn, James R. Walsh) 
DENGUE DOCTOR, THE: [1905]  f             Ted Holland (Th Royal, Bris; 18 Mar. / 25 Mar.) 
DENTIST, THE:  [1900] f                 Jones and Lawrence (Cremorne Th, Perth; 28 July) 
DEUCE BEATS THE ACE: [1891] f     W. H. Bent       Hiscocks & Wilson (Garrick Th, Syd; 19 Dec.) 
DIFFICULTIES:  [1905]  f                Sam B. Marks/Federal Vaudeville Co (His Majesty's, Perth; 8 June - Described as "the latest American  
                         farce.") 
DINKUM SCHOOL, THE:  [1917]  f             Courtiers Co (Cremorne, Bris; 23 Nov.) 
DISSECTION:  [1897]  f                 Elite Burlesque Co (Gaiety Th, Bris; 26 Apr. - Co incl. Delohery, Craydon and Holland.) 
  (aka Double Dissection)              
---    [1898]  f             Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 27 Mar. / 7 Aug. / 19 Nov.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 9 June) 
---  [1899]  f                     People's Concerts (Temp Hall, Melb; 17 June) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 19 Nov.) 
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DISSECTING ROOM, THE:  [1893]  f              Dan Tracey (Opera House, Syd; 29 July) 
DOCTOR CUT'EM UP:  [1904]  f              Harry Clay NSW/Qld tour - incl. (Maitland TH; 9 Aug.) ● (Ipswich TH); 22 July 
 (aka Dr Carvemup, Dr Cut-Emup and Dr Carvem) 
---  [1905]  f           Bob Bell       F. M. Clark (Gaiety Th, Melb);  26 Aug.  - As "Dr Carvemup") 
 ---  [1908]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 21 Apr. - As "Dr Cut'Em Up") 
 ---  [1910] f                    Lennon, Hyman & Lennon's Big Sensation Co (Th Royal, Charters Towers; 3 Apr.) 
---  [1912]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH 12 Mar.) 
DOCTOR QUACK: [1912]  f                Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 14 Mar.) 
DOCTOR'S CANINEINCUMBUS, THE:  [1905] f   Joe Cowan      F. M. Clark (Gaiety Th, Melb; 9 Sept.) 
DOCTOR'S SHOP:  [1875]  f                California Minstrels (Fitzroy TH, Melb; 19 June - Co incl. Johnny Cowan) 
---   [1885]  f                    Cottiers' PC (Temperance Hall, Syd; 22 Aug.) 
DOLLAR FOR A KISS, A:  [1891]  f             Dan Tracey (S of A, Syd; 16 May - Cast inc. Martyn Hagan, Lucy Fraser, Oscar Smith, Tom Sadler, Frank York) 
DOMESTIC SQUABBLES: [1897]  f             People's Concerts (Temp Hall, Melb; 3 Apr.) 
DOMESTIC TROUBLES:  [1892]  f               People's Concerts (Temp Hall, Melb; 12 Mar.) 
(aka Domestic Tribulations) 
---  [1899]  f                      People's Concerts (Temp Hall, Melb; 1 July) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 3 Mar. / 12 May / 14 July) 
---  [1902]  f                      Hazlewood and Crawford (Empire, Bris; 25 Oct.) 
DONE COMPLETELY BROWN: [1900]  f           People's Concerts (Temp Hall, Melb; 24 Mar.) 
DREADFUL CATASTOPHE  IN BOURKE STREET:  [1870]  f  W. A. Robbins (Th Comique, Melb; 24-8 Jan. - Dir. T.H. Rainford) 
DREADFUL TRAGEDY:  [1888]  f     Will Whitburn      F. M. Clark (A of M, Syd; 14 July - Cast incl. Will Whitburn) 
---  [1889]  f                    "        F. M Clark (A of M, Syd; 13 July - Cast incl. Will Whitburn, Alf Lawton, Amy Rowe, Charles Compton) 
DR CUREALL; OR, THE COALHEAVER'S REVENGE:  [1874] sk    Billy Emerson (S of Arts, Syd; 10 Jan. - Cast incl. Billy Emerson, Ainsley Scott, Charley Sutton, G. W.  
 (aka The Coalheavers Revenge)               Rockefeller, Thomas Campbell)      
---  [1891]  f  (as The Coalheaver's Revenge)           Frank Smith (Alhambra MH, Syd; 21 Nov. - Cast incl. James Craydon, Ted Holland, Charlie Fanning,  
                         Johnny Gilmore.) 
---  [1904]  f (as The Coalheaver's Revenge)           Harry Clay NSW/Qld tour - incl. (Maitland TH; 11 Aug.) 
---  [1905]  f (as The Coalheaver's Revenge)           Frank Smith (Queen's Hall, Syd; 2 Sept.) 
DR KILLALL'S TROUBLES: [1905]  f             Ted Holland (Th Royal, Bris; 4 Mar.) 
DR SLOCUM:  [1900]  f                 Percy St John's Royal Co (Th Royal, Bris; 1 Dec.) 
DUEL IN THE FOREST, THE: [1905]  f            Ted Holland (Th Royal, Bris; 18 Mar. / 1 Apr.) 
DUFFY'S PARADE:  [1904]  sk      Warne/Octavia      Leonard Davis (Palace Gardens, Perth; 19 Nov.) 
DUKE'S ARRIVAL:  [1867]  f      R. P. Whitworth     (Haymarket Th, Melb; 28 Oct.)  
 
 
 
EARLY MORNING TRAIN:  [1916]  f/sk            Edward Branscombe's Green Dandies (Olympia, Perth; 9 Dec.) 
EDISON'S TELEPHONE: [1895]  f              W. A. Ball's Gaiety Surprise Party (Gaiety Th, Bris; 14 Sept. - Co incl. Harry Clay and Wal Rockley) 
EDITOR'S TROUBLES, AN:  [1905]  f             F. M. Clark (Queen's Hall, Syd; 17 June) ●  (Gaiety Th, Melb; 29 Apr.) 
EMBARRASSED BUTLER, THE:  [1917]  f           Courtiers Co (Cremorne, Bris); 26 Oct.)  
ELOPEMENT: [1898]  f                 People's Concerts (Temp Hall, Melb; 14 May / 10 Dec.) 
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FAMILY NAMES:  [1904]  sk      Warne/Octavia      Leonard Davis (Palace Gardens, Perth; 19 Nov.) 
FAMILY TROUBLES:  [1898]  f               People's Concerts (Temp Hall, Melb; 23 Apr.) 
FARO THE BANKER:  [1905]  f      Jimmy Craydon     Ted Holland (Th Royal, Bris; 4 Sept.) 
FARO THE BANKER: [See also The Banker / Pharo the Banker / Pharoah / The Banker's Daughter] 
FAST AND SLOW:  [1904]  f       Ted Holland      Ted Holland (Th Royal, Bris; 31 Dec.)  
---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 29 July) 
FELLOW THAT LOOKS LIKE ME, THE:  [1873]  sk        Billy Emerson (S of Arts, Syd; 23 Dec. - Cast incl. Ainsley Scott, Mrs Ainsley Scott, Charley Sutton)   
---  [1884]  f                      Cottiers' PC (Protestant Hall, Syd; 5 Apr.) 
---  [1883]  f                    People's Concerts (Temp Hall, Melb; 7 July - Described as a  "comedietta") 
---  [1895]  f                    York and Jones Vaudeville Co (Gaiety Th, Bris; 15 May) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 8 Aug.) 
---    [1913] f                    (Alhambra MH, Syd; c July - Cast incl. Joe Charles. Described as "an old-time nigger farce, recently revived.") 
FIFTEEN SHILLINGS: [1892]  f      Charles Cogill?     Cogill Bros (St Geo's Hall, Melb; 4 June) 
---  [1895]  f                          York and Jones (Empire, Syd; 7 Sept. - Possibly adapted or arranged by W.H. Speed.) 
---  [1896]  f           Cogill's       Cogill Bros/Harry Rickards (St Geo's Hall, Melb; 22 Feb.) 
FIGARO BARBIER:  [1897]  f               Alf Lawton's All Nations Co (Gaiety, Bris; 2 Jan. - Described as a laughable pantomime.) 
FIGHT THE EGYPTIAN: [1884]  f              Cottiers' PC (Protestant Hall, Syd; no details) 
FIVE BOB A WEEK:  [1900]  f               Percy St John's Royal Co (Royal Th, Bris; 17 Nov.) 
FOILED MASHERS: [1890]   f         Burns/Donnelly     F.  M. Clark (New Opera House, Syd; 5 Apr.) 
---  [1890]   f                    "        F.  M. Clark (Th Royal, Bris; 28 Apr.) 
---  [1895]  f                                   "        Speed and Delohery (Empire, Syd; 5, 21 Oct.) 
FOLLOW ME:  [1898]  f                 People's Concerts (Temp Hall, Melb; 30 July) 
FRACAS:  [1885]  f          F. M. Clark      F. M. Clark (Gaiety Th, Syd; 12 Sept.) 
FRENCH CONDUCTOR, THE: [1885] f    W. H. Bent       F. E. Hiscocks' Federal Minstrels (A of M, Syd; 14 Mar. / 12 Oct. - Cast: W. H. Bent, Beaumont Read,  
                         Sam Keenan) 
---  [1888]  f                 "        F. E. Hiscocks' Federal Minstrels (Gaiety Th, Bris; 21 Apr. - Cast incl.  W. H. Bent, Harry Carroll, Sam  
                         Keenan) 
---  [1892]  f                 "        Hiscocks' Federal Minstrels (Polytechnic Hall and Royal Museum; 26 Mar. - Cast incl. W. H. Bent,  
                         Harry Crawford, George Turner) 
---  [1899]  f                 "        Harry Rickards (Tivoli Th, Syd; 30 Aug. - W. H. Bent testimonial) 
---  [1905]  f                    Frank Smith (Queen's Hall, Syd; 27 Nov. - Possibly related to W. H. Bent's similarly titled musical farce. The  
                         cast incl. Walter  Cottier and Harry Elliott) 
FRENCH RESTAURANT, THE:  [1900] f            Jones and Lawrence (Cremorne Th, Perth; 17 June) 
FRENCH RESTAURANT, THE:  [See also Restaurant Paris De France]   
FROLICSOME FROLICS [1883]  f              People's Concerts (Temp Hall, Melb; 2 June) 
FUN IN A BARRACK SQUARE:  [1926]  f           (Cremorne Th, Bris; 5 Apr.) 
FUN IN A KITCHEN: [1910]  f/sk     Harry Quealy      Harry Rickards (Tivoli, Syd; 3 Sept.) 
---  [1915]  f/sk                   Holland and St John (Empire, Bris; 16 Oct. - Cast incl. Rozeal and Ross) 
FUN IN A KITCHEN (See also Troubles in the Kitchen): 
 FUN IN THE COFFEE PALACE [1883]  f            People's Concerts (Temp Hall, Melb; 21 July) 
 FUN IN THE STUDIO:  [1920]  f              Harry Clay (Gaiety Th, Syd; c Sept. - Cast incl. Ward Lear, Ted Tutty and Reg Greenwood) 
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 FUN ON A FARM:  [1897]  f                Harry Rickards (Opera House, Melb; 17 July) 
FUN ON THE S. S. BRIGHTON:  [1893]  f            DC&H (Alhambra MH, Syd; 29 July) 
FUN ON THE WYANDRA:  [1905]  f             Ted Holland (Th Royal, Bris; 24 Dec. - Incl. a shadow pantomime) 
 
 
 
GAME OF CARDS, A:  [1901]  f               Harry Clay NSW/Qld tour - incl. (Ipswich TH; 18 Mar.) ●  (Th Royal, Charters Towers; 3 July) 
GASMAN, THE:  [1914] f        Nat Phillips      Fullers (Princess Th, Syd; c 12 Dec.) 
GAY PARIS:  [1892] f         Billy Akerman      Harry Rickards (Opera House, Syd; 24 Dec.) 
GERMAN SPY, THE:  [1914] f      Nat Phillips      Fullers (Princess Th, Syd; c 12 Dec.) 
GERMAN INVASION, A:  [1914]  f             "        Fullers (National Theatre, Syd; 18 Nov. - Cast incl. Nat Phillips) 
 GET BACK:  [1909]  f         Johnny Gardner     People's Concerts (Temp Hall, Melb; 11 Dec.) 
 ---  [1910]  f                   "        People's Concerts (Temp Hall, Melb; 28 May / 1 Oct.) 
 GAY PARIS:  [1892]  c                 Cogill Bros (St Geo's Hall, Melb; 18 June)  
 ---  [1893]  c                    Harry Rickards (Tivoli, Syd; 16 Dec. - Incl. two grand ballets - "Pas-De-Plaisure" and "Paris.") 
 GHOST IN A PAWN SHOP:  [1900] f             Percy St John's Royal Co (Th Royal, Bris; 20 Oct.) 
 ---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 12 Sept. / 5 Nov.) 
 ---  [1911]  f                    "        People's Concerts (Temp Hall, Melb;  15 Apr.) 
 GINGER:  [1899]  f                   Elite Vaudeville Co (Th Royal, Bris; 16 Jan. - Cast incl. Delohery Craydon and Holland.) 
 GINGER:  [see also Ginger's Troubles] 
 GINGER'S TROUBLES: [1905]  f     Ted Holland      Ted Holland (Th Royal, Bris; 25 Feb.) 
 GINGER'S TROUBLES:  [see also Ginger] 
 GIRL GOT LEFT, THE: [1898]  f              People's Concerts (Temperance Hall, Melb; 12 Nov. - Possibly based on 1885 finale "The Girl I left Behind  
                          Me" Cottiers 22 Aug.) 
GIRL WITH THE WINK, THE: [1912] f   James Madison     Fullers (National Amph, Syd; 7 Dec. - Cast incl. James Madison, Charles Alexander, Mab Paul, Lance Vane) 
GIROFLE GROFLA:  [1888]  f               (A of M, Syd; 31 Mar. - Cast incl. Sam Keenan, W. B. Warner, Alf Moynham) 
GLASS TOO MUCH, A:  [1920]  f              John N. McCallum (Cremorne Th, Bris; 24 Jan.) 
GOGGLES THE POLICEMAN: [1895]  f            Warren's Surprise Party (Gaiety Th, Bris; 7 Sept. - Co incl. Harry Clay and Wal Rockley) 
GOING FISHING: [1886]  f       Dave Gardner      John Solomon (Gaiety Th, Syd; 9 Oct.) 
GOING HOME IN A BARREL:  [1888]  f            George Barr (New Haymarket MH, Syd; 27 Oct. - With Martyn Hagen, Lucy Fraser, Charles Fanning,  
                         Frank York) 
 GOLDEN CITY, THE:  [1854]  f      Samuel Moss      (Queen's Th, Melb); 23 Oct. - Subtitled  "Or, Lights and Shadows of Melbourne.") 
GOOD COMFORTABLE HOME:  [1886]  f           Frank Smith (Alhambra MH, Syd; 17 Apr. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
GOOD NIGHT: [1892]  f                 People's Concerts (Temp Hall, Melb; 8 Oct. - Co incl. Kohlman and Gardner)  
---  [1897]  f                    People's Concerts (Temp Hall, Melb; 9 Jan. / 15 May, 6 Nov.) 
---  [1898]  f                     People's Concerts (Temp Hall, Melb; 2 Apr. / 3 Sept.) 
---  [1899]  f                     People's Concerts (Temp Hall, Melb; 20 May) 
 ---  [1909]  f           Johnny Gardner     People's Concert (Temp Hall, Melb; 18 Dec.) 
 ---  [1910]  f                     "       People's Concert (Temp Hall, Melb; 10 Dec.) 
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GOVERNMENT HOUSE BALL, THE:  [1895]  f          Speed and Delohery (Empire, Syd; 14 Sept. - Cast incl. Delohery, Crayon & Holland, Steve Adson, W.H.  
                          Speed) 
 ---  [1895] f                    Speed/DC&H (Gaiety Th, Bris; 9 Dec.) 
GOVERNOR'S LEVEE:  [1891]  f              J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 23 May. - Cast incl. Amy Rowe, Alf Holland,  
                         Will Whitburn, James R. Walsh) 
GRIMES' WILL:  [1886]  f                Frank Smith (Alhambra MH, Syd; 24 Apr. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
¤ GRIPSACK, THE:  [1893]  f          G. H. Wood      Harry Rickards (Tivoli,  Syd; 1 July) 
 
 
 
HAD:  [1890]  c           Phil Agnew       (Gaiety, Bris; 5 Apr.) 
HARD TIMES ROCKS:  [1886]  f              Cottier's PC (Prot Hall, Syd; 24 Apr.) 
HARD TO KILL:  [1892]  f                Frank Smith (Alhambra MH, Syd; c Mar. / 5 Sept. - Co incl. Charlie Fanning and James Craydon) 
---  [1897]  f                    Elite Burlesque Co (Gaiety Th, Bris; 22 May - Co incl. Delohery, Craydon and Holland) 
---  [1898]  f                    DC&H Co (YOEF, Fremantle WA; 12 Feb.)    
---  [1898]  f                    People's Concerts (Temp Hall, Melb; 27 Aug.) 
---  [1904]  f                    Harry Clay NSW/Qld tour  - incl. (Maitland TH; 15 Mar.) 
---  [1905]  f           Charles Naylor     F. M. Clark (Gaiety Th, Melb; 21 Jan.) 
HAUNTED PAWNSHOP, THE:  [1908]  f            Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 22 Apr.) 
HEATHEN CHINESE, THE:  [1885]  f             Cottiers' PC (Prot Hall, Syd; 21 Nov.) 
 (aka The Heathen Chinee) 
---  [1886]  f                    Cottiers' PC (Prot Hall, Syd; 26 Dec.) 
---  [1910]  f                    Harry Clay (Royal Standard, Syd; 5 Feb.) 
HE CARRIES A RAZOR: [1884]  f                Cottiers PC (Protestant Hall, Syd; 26 July) 
---  [1887]  f                    Cottiers' PC (Protestant Hall, Syd; 22 Oct.) 
---  [1897]  f                    People's Concerts (Temp Hall, Melb; 10 July) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 5 Feb. / 2 Apr. / 30 July / 24 Sept.) 
HE IS DEAD:  [1892]  f        W. H. Bent      Hiscocks' Federal Minstrels (Polytechnic Hall and Royal Museum, Syd; 26 Mar.) 
--- (aka He's Dead): [1898]  f                People's Concerts (Temp Hall, Melb; 18 June / 31 Dec.) 
HE IS DEAD: [see also: He's Dead. Who?] 
HENPECKED HUSBAND: [1916] f               Harry Clay (Bridge Th, Newtown; c Sept. - See TT: Oct. n. pag.) 
HER AGAINST THE WORLD:  [1889]  f            Cogill Bros (St Geo's Hall, Melb; 26 Jan. - Adapt. from Frank Harvey, and staged in response to Alfred  
                         Dampier's recently ended season) 
HERE'S YOUR FISHING LINE: [1910] f   Johnny Gardner     People's Concerts (Temp Hall, Melb; 3 Sept.) 
HER NEW DRESSMAKER:  [1899]  f             (Centennial Hall, Bris; 7 Oct. Amateur production) 
HE'S DEAD. WHO?:  [1885]  f               Frank Smith (Alhambra MH, Syd; 5 Dec.) 
HE WOULD BE AN ACTOR:  [1878]  f            (St Geo's Hall, Melb; 2 Feb. - Cast incl. W. H. Bent) 
---  [1882] f/sk          Dave Gardner      Thynne and Simpson (Victoria Hall, Syd; 29 Apr.) 
---  [1883]  f                    People's Concerts (Temp Hall, Melb; 4 Aug.) 
HIGH JACK THE BOUNCER:  [1887]  f            Frank Smith (Alhambra MH, Syd; 20 Dec.) 
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HIGH LIFE ON DECK: 1898]  f               Clark and Speed Co (Bijou, Fremantle WA; 17 Sept.)  
HOLLYHOCK:  [1893]  f        W. H. Bent       Dan Tracey Co (Gaiety Th, Syd; 25 Feb.) 
HOME COMFORTS: [1887]  f      Will Wallace      Cottier's PC (Protestant Hall, Syd; 24 Dec.) 
---  [1892]  f                    Cogill Bros (St Geo's Hall, Melb; 5 Nov.) 
HOME FOR THE BOYS:  [1888]  f     Johnny Cowan      Perry Ryan (Protestant Hall, Syd; 3 Nov.) 
HOME FROM SCHOOL: [1905]  f     Charles Naylor     F. M. Clark (Gaiety Th, Melb; 14 Jan.) 
HOOK AND EYE:  [1898]  c                Jones and Lawrence Co (Cremorne Gardens, Perth; 26 Nov. - Cast incl. Joe Cowan, Geo A Jones) 
HOT NIGHT IN BALMAIN:  [1889]  f    F. M. Clark      F. M. Clark (A of M, Syd; 20 July - Cast incl. Will Whitburn, Alf Lawton) 
HOW DO YOU DO?:  [1874]  sk               People's Concerts (Temp Hall, Melb; 4 Apr. - M Dir. Mr Empson) 
HOW MUCH FOR THAT:  [1885]  f                Cottiers' PC (Protestant Hall, Syd;  7 Mar.) 
HUNDRED TO ONE CHANCE, A:  [1917]  f           Courtiers Co (Cremorne, Bris; 12-25 Oct. - With George Edwards and Rosie Parkes) 
 HURRAH FOR CASEY:  [1894]  f              Dan Tracey (Th Royal, Syd; 3 Mar.) 
 ---  [1894]  f                    Slade Murray's Oxford Co Qld tour - incl. (Th Royal, Charters Towers; 8 Aug.) 
 ---  [1895]  f                    York and Jones (Empire, Syd: 17 Aug.) 
 ---  [1897]  f                    Bovis Bros Elite Co (Gaiety, Bris; 20 Nov.) 
---  [1900] f                    Percy St John's Royal Co (Royal Th, Bris; 6 Oct.) 
---  [1900]  f                    Greenwood Family Operatic Co (Protestant Hall, Bris;  25 Dec.) 
---  [1902]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 26 Feb. ) ●  (Th Royal, Toowoomba; 20 Mar.) ●  
                         (Th Royal, Gympie; 16 June)  
---  [1911]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 22 Mar.) 
---  [1914]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 19 Mar. - As "Mr Casey") 
---  [1914]  f                    Post Mason's Record Breakers (Empire, Bris; 17 Jan.) 
---  [1916]  f                    Harry Clay (Bridge Th, Newtown; 4 Nov.) 
  HURRAH FOR CASEY:  [See also Casey v Levy; The Arrival of Casey; See also Casey's Ashes (Appendix C)] 
 
 
 
I'LL GET YOU SOMETHING: [1887]  f   Cogill Bros       Cogill Bros (Gaiety, Syd; 20 Apr.) 
I'M TIRED: [1896] f         Charles Cogill      Harry Rickards (Tivoli Th, Syd; 29 Aug.) 
INTRUDER, THE:  [1913]  f                Harry Barrington (Alhambra MH, Syd; 7 June  - Cast  incl. Mr Desmond as Mr Hardcastle, Joe Charles as Zic  
                         Johnson and Charles Rose as the Intruder) 
 INDIAN CHIEF, THE:  [1908]  f               Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 20 Apr.) ●  (Maryborough; 12 May) ●  (Th  
  (aka The Indian)                    Royal, Charters Towers; 24 June) 
 ---  [1909]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 16 July) 
 ---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 18 Mar. - As "The Indian") 
 ---  [1913]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 1 Apr. - As "The Indian") 
 INDIAN CHIEF, THE:  [See also The Sioux Indian and The Suez Indian] 
IN DISGUISE:  [1883] f        Charles Heywood     F. E. Hiscock's (Vic Hall, Melb; 26 May - Cast incl. Charles Heywood, G. W. Lawless, W. H. Bent, Alf Lawton,  
                         George Turner, E. J. Kennedy, Charles McCarthy) 
 INSURANCE OFFICE, THE:  [1907]  sk   Adson/Thorne (?)     Post Mason (Centennial Hall, Bris; 1 June) 
 INSURANCE OFFICE, THE:  [see also The Insurance Agent] 
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 INSURANCE AGENT, THE:  [1911]  f             Harry Clay NSW/Qld tour -incl. (Toowoomba TH; 12 Mar. / 2 May - As "The Insurance Office") 
 INSURANCE AGENT, THE:  [see also The Insurance Office] 
 INVENERABLE THESPIAN, THE:  [1905]  f           F. M. Clark (Gaiety Th, Melb; 30 Sept.) 
¤ IRISH INSPECTOR:  [1890]  f               Harry Rickards (S of A, Syd; 27 Sept.) 
IRISH DOMESTICS: [1898]  ?               XLCR Burlesque Co (Bijou, Fremantle WA; 12 Nov.) 
IRISH JUSTICE:  [1886]  f                Frank Smith (Alhambra MH, Syd; 10 Apr. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
---  [1890]  f                    Dan Tracey (Opera House, Syd); 24 July -  Characters incl. bigamists, embezzlers, thieves and ballet dancers) 
---   [1905]  f           Dennis Carney      F. M. Clark (Gaiety Th, Melb;  21 Oct.) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 8 Jan.) 
---  [1914]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 16 Mar.) 
---  [1916] f           James Craydon      Kearns and Sadler (Princess Th, Syd; 11 Mar.) 
IRISH PICNIC, THE:  [1888]  f               Frank Smith (Alhambra MH, Syd; 13 Feb.) 
IRISH TURKS:  [1898]  f                 (YOEF, Perth; n. date - Cast incl. DC&H) 
I SHOULD SMILE:  [1885]  f       Martyn Hagen      Cottiers' PC (Protestant Hall, Syd; 19 Oct. - Co incl. Martyn Hagen) 
 
 
 
JACK SHEPPARD OUTDONE:  [1873]  sk           Billy Emerson (S of Arts, Syd; 10 Jan. - Cast incl. Ainsley Scott, Charley Sutton, G. W. Rockefeller, Thomas  
Campbell)    
JAKE, BLOW THE HORN:  [1900] f             Jones and Lawrence (Cremorne Th, Perth; 7 July) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 14 Oct.) 
JASPER'S MISTAKE:  [1905]  f               F. M. Clark (Gaiety Th, Melb; 2 Sept.) 
JEALOUS HUSBAND, THE:  [1904]  f             Harry Clay NSW/Qld tour - incl. (Maitland TH; 17 Mar.) 
---  [1905]  f           Dennis Carney      F. M. Clark (Gaiety Th, Melb; 2 Dec.) 
JIMMY BUNRO'S ARRIVAL:  [1892]  f            J. Billin (Victoria Hall, Melb; 27 Aug. - Cast incl. Slade Murray, Will Stevens) 
JOHNNY COME LATELY:  [1905]  f    Blutch Jones      F. M. Clark (Gaiety Th, Melb) 20 May) 
 (aka Johnny Come Late, Johnny Come Lightly and Johnny Came too Late) 
---  [1906]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 4 Apr.) ●  (Ipswich TH; 11 Apr. - As "Johnny  
                         Come Later") 
---  [1908]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 4 Aug.) 
---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 4 July) ●  (Ipswich TH; 28 July) 
---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 16 July) 
---  [1910]  f                     "       People's Concerts (Temp Hall, Melb; 8 Oct.)  
---  [1914]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 23 Mar.) 
JOHNSON'S INVITATION:  [1900] f             Jones and Lawrence (Cremorne Th, Perth; 9 June) 
---  [1905]  f/sk          Jim Marion      F. M. Clark (Gaiety Th, Melb; 29 July) 
JONES HAS STRUCK A BONANZA:  [1885]  f          Frank Smith (Alhambra MH, Syd; 9 Nov. - Co incl. Harry Clay, Edwin Shipp, Amy Rowe, Harry Barrington,  
                         John Matlock) 
J. P. FOR A DAY, A: [1883] f                F. E. Hiscocks (Vic Hall, Melb; 23 June - Cast incl. W. H. Bent,  George Turner, E. J. Kennedy, Tom Bergin,  
                         Charles McCarthy, Edward Amery) 
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J.P FOR A DAY, A [see also A Judge for a Day] 
JUDGE FOR A DAY, A:  [1913]  f              Alhambra (Syd; 2-9 Aug. - Cast incl. Joe Charles) 
---  [1916]  f           Wal Rockley      Harry Clay (Bridge Th, Newtown; 7 Oct. - Cast incl. Wal Rockley as the judge and Billy Maloney as Higgins) 
 JURISPRUDENCE:  [1916] f       James Craydon      Kearns and Sadler (Princess Th, Syd; 11 Mar.)  
JUSTICE OUTDONE: [1892]  f      Will Whitburn      Cogill Bros/Harry Rickards (St Geo's Hall, Melb; 27 Aug.) 
JUST IN TIME:  [1886]  f                 F. E. Hiscocks (A of M, Syd; 3 Apr. - Described as "the latest 'Undone' sensation in 8 Hacks and Tap Blows" –  
                         possibly written by or arranged by W.H. Bent) 
 
 
 
KILL OR CURE:  [1870]  f       W. A. Robbins      (Th Comique, Melb; 24-8 Jan.  Dir. T.H. Rainford) 
KIMBERLEY NUGGET:  [1890]  c              (Gaiety Th, Bris; 5 Apr.) 
 KISS IN THE DARK, A:  [1886]  f              Bella Sutherland Co (Olympic Th, Syd; 10 Apr.) 
 ---  [1898]  f           Phil Agnew       DC&H (YOEF, Fremantle WA; 2 Apr.) 
 KOVINSKY'S HOME:  [1891] f      Franks/Marion      Frank Smith (Alhambra MH, Syd 20 June - Cast incl. Morris Franks, Sam Marion, James Craydon, Ted  
                          Holland) 
 
 
 
LADY AND THE PARSON, THE: [1905]  f           Ted Holland (Th Royal, Bris; 18 Mar. - Described as a one act comedy, it was staged by the Swift Family - incl.  
                         Wilton and Dorothy) 
LADY'S COMPANION, A:  [1905]  f     F. M. Clark      F. M. Clark (Gaiety Th, Melb;  15 Apr.) 
LARKS ON SPORTS:  [1883]  f               People's Concerts (Temp Hall, Melb; 14 July - As "Sports on a Lark") 
 (aka Sports on a Lark) 
---  [1898]  f            Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 11 June, 15 Oct.) 
---  [1898]  f                       "       People's Concerts (Temp Hall, Melb; 25 Mar.) 
---  [1899]  f                      People's Concerts (Temp Hall, Melb; 26 Aug. / 18 Nov. - Also referred to as "Sports on Larks") 
LAUGHING GAS, THE:  [1905]  f              F. M. Clark (Gaiety Th, Melb; 23 Sept.) 
---  [1906]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 16 Apr.) 
LAW V LEATHER:  [1888]  f               F. E. Hiscocks (A of M, Syd; 21 Jan.) 
LAWYER'S CLERK, THE:  [1883]  f    W. H. Bent       F. E. Hiscocks (Vic Hall, Melb; 30 June - Cast incl. W. H. Bent, George Turner, Tom Bergin and Charles  
                         McCarthy) 
---  [1885]  f           W. H. Bent       F. E. Hiscocks (A of M, Syd 11 Apr.) 
---  [1889] f                     Hiscocks London Pavilion Co (Opera House, Syd; 14 Dec.) 
---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 9 Apr.) ●  (Th Royal, Charters Towers; 27 May) ●  
                         (Th Royal, Gympie; 8 July)  
---  [1911]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 24 Mar.) 
---  1914] f           Joe Charles      Post Mason's Record Breakers (Empire, Bris; 1 Jan. - Joe Charles indicates in a TT article that the farce was  
                         his creation see Nov. 1914, 36) 
LAWYER'S TROUBLES, A:  [1900]  f             Percy St John's Empire Variety Co (Opera House, Bris; 6 Jan.) 
LE PERRUQUIER:  [1886]  f                Frank Smith (Alhambra MH, Syd; 22 May - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
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LES INFANTS TERRIBLE:  [see The Terrible Infants] 
LES MISERABLES:  [1886]  f               Frank Smith (Alhambra MH, Syd; 19 June. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
LIE DETECTOR, THE:  [1918]  f              J. L. McCallum (Cremorne, Bris; 23 May - Billed as locally-written) 
LIKE THE JOB:  [1898]  ?                People's Concerts (Temp Hall, Melb; 26 Nov.) 
LITTLE BOY LOST, A: [1901]  f              Harry Clay NSW/Qld tour - incl. (Th Royal, Charters Towers; 4 July) 
LITTLE SENTINAL, THE: [1895]  f             Clitherow (Clitherow's Bijou, Syd; 23 Nov. - Amateur production) 
 LIVE INDIAN:  [1888]  f        Sam Keenan      F. E. Hiscocks (Gaiety Th, Bris;  21 Apr.) 
 ---  [1892]  f             W. H. Speed      Dan Tracey (Gaiety Th, Melb; 30 July  - Cast incl. Speed, Hagen, Harry Carroll and W.B. Warner) 
LIVING MODELS:  [1897]  c                Harry Rickards (Palace, Melb; 15 May) 
LIVING STATUE, THE:   [1900]  f              Percy St John's Royal Co (Th Royal, Bris; 8 Sept.) 
LIVING TRAGEDY:  [1898]  f      Charles Cogill      Harry Rickards (Cremorne, Perth WA; 16 July  - Possibly written by Cogill, who "provided most of the fun.") 
LIZZIE:   [1910]  f                   Harry Clay NSW/Qld tour - incl. (Ipswich TH; 22 Mar.) 
LOCKET, THE:  [1905]  c        James Bell       Harry Rickards (Opera House, Melb; 4 Feb. - Cast incl. Ida Rosslyn and Arthur Elliott.) 
LODGER, THE:  [1891]  f                 J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 25 July. - Cast incl. Amy Rowe, Alf Holland,  
                         Will Whitburn, James R. Walsh) 
LONDON BUS, THE:  [1916]  f/sk              Orange Dandies Co (Cremorne, Bris; 12 Oct.) 
 LORD FOR A (K)NIGHT, A:  [1895]  f             York and Jones (Empire, Syd; 24 Aug.) 
 LORD FOR A NIGHT:  [1899]  f               Elite Vaudeville Co (Th Royal, Bris; 4 Feb.) 
 ---    [1905] f                    Frank Smith (Queen's Hall, Syd; 2 Oct.) 
 LORD FOR A NIGHT:  [see also An MP for a Night] 
LOST IN THE BUSH:  [1888]  f               Walsh and King (Protestant Hall, Syd; 11 Feb. - Co incl. Harry Clay and Johnny Cowan) 
LOVE, DIVORCE, POISON:  [1898]  f              People's Concerts (Temp Hall, Melb; 16 Apr. / 6 Aug.) 
 (aka Loved, Divorced and Poisoned) 
---  [1905]  f           Charles Naylor      F. M. Clark (Gaiety Th, Melb; 4 Feb.) 
---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 2 Apr. - As "Loved, Divorced and Poisoned") 
LOVE IN A TUB:  [1899]  f                 People's Concerts (Temp Hall, Melb; 24 June.) 
LOVERS:  [1900]  f                   People's Concerts (Temp Hall, Melb; 23 June) 
LOVE'S DIVERSIONS: [1899]  ?               People's Concerts (Temp Hall, Melb; 22 July) 
LOVE'S LABOUR LOST:  [1886] f              F. E. Hiscocks (A of M, Bris; 5 June) 
LOVE VERSUS SURGERY:  [1908]  f             Harry Clay NSW/Qld tour - incl. (Ipswich Th; 1 May) 
LUCINDA'S BIRTHDAY:  [1920]  f              McCallum's Town Topics (Cremorne Th, Bris; 19 June) 
LUNATIC ASYLUM: [1895]  f               York & Jones Vaudeville Co (Gaiety Th, Bris; 23 Mar.)    
---    [1899]  f                     People's Concerts (Temp Hall, Melb; 21 Oct.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 21 Apr. / 30 June / 18 Aug. / 3 Nov.) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 7 Aug.) 
---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 15 Mar.) ●  (Ipswich TH; 23 Mar.) ●  
(Gympie; 1 Apr.) 
---  [1910]  f           Johnny Garner      People's Concerts (Melb; 25 June) 
---  [1914]  f                    Post Mason's Jolly Rovers (Crystal Gardens, Bris; 3 Oct. - Cast incl. Wal Rockley) 
LUNATIC ASYLUM, THE:  [see also: The Asylum] 
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McFALL VERSUS SIGGINHOUSE: [1895]  f           Warren's Surprise Party (Gaiety Th, Bris; 31 Aug. - Co incl. Harry Clay and Wal Rockley) 
McFALL VERSUS SWIGGINHOUSE:  [See also Swigginhouse Versus the Unknown) 
MADAME CIGAR BUTT:  [1910]  f    Johnny Gardner     People's Concerts (Temp Hall, Melb; 30 Apr.) 
MAGIC PENNY, THE:  [1886]  f              F. E. Hiscocks (A of M, Syd; 5 June  - Possibly written by W. H. Bent) 
MAIL BOYS, THE:  [1899]  f                People's Concerts (Temp Hall, Melb; 30 Sept.) 
MANAGER FOR A NIGHT, A:  [1905]  f   Bob Bell       F. M. Clark (Gaiety Th, Melb; 12 Aug.) 
MAN OF EDUCATION:  [1885]  f     F. M. Clark      F. M. Clark (Gaiety Th, Syd; 12 Sept.) 
MAN'S REVENGE, A:  [1894]  f               Harry Barrington V&B Co (S of A, Syd; 4 Aug. - Cast incl. Martyn Hagan, Lucy Fraser and W. H. Bent) 
MAN WHO LOOKS LIKE ME, THE:  [1898]  f          Jones and Lawrence (Cremorne Gardens, Perth; 3 Dec.) 
MARCONI OUTDONE:  [1905]  f              Leonard Davis (Palace Gardens, Perth; 8 Apr.) 
---  [1905]  f           Jack Steele       F. M. Clark (Gaiety Th, Melb; 5 Aug.) 
MARRIED BLISS:  [1897]  c       Harry Shine      Harry Rickards (Palace, Melb; 23 May) 
MARRIED IN THE DARK:  [1892]  f             J. Billins (Vic Hall, Melb; 3 Sept.) 
 MASQUERADERS:  [1904]  sk      Warne/Octavia      Leonard Davis (Palace Gardens, Perth; 12 Nov.) 
 MEETING OF THE WATERS:  [1887]  ?     Walter Keen       Cogill Bros (Gaiety, Syd; 21 May) 
MELBOURNE GIRL, THE:  [1891]  f             J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 11 Apr. - Cast incl. Amy Rowe, Alf Holland,  
                         Will Whitburn, James R. Walsh) 
MELBOURNE RACES, THE:  [1857]  f            (Theatre Royal, Melb; 23 Dec.) 
 MELBOURNE'S BOBBIES: [1898]  f             People's Concerts (Temp Hall, Melb; 15 Jan. / 23 Apr. / 10 Dec.) 
  (aka The Bobbies)   
---  [1899]  f           Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 18 Mar.) 
MELBOURNE'S SALVAGE CORPS; [1890] f   Charles Cogill/James Walsh  Cogill Bros (St Geo's Hall, Melb; 15 Mar.)  
       Or, Nathan's Big Fire       
MERRY MOMENTS:  [1898]  f       Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 13 Aug. / 29 Oct.) 
 MILITARY MANIACS:  [see Military Manouvres] 
 MILITARY MANOUVRES:  [1904]  sk    Warne/Octavia      Leonard Davis (Palace Gardens, Perth; 12 Nov.)  
  - NB: The relationship between this production and Military Tic-Tacs is unclear. 
 MILITARY TIC-TACS:  [1905]  f              Leonard Davis (Palace Gardens, Perth; 6 May)   
  - NB: The relationship between this production and Military Manoeuvres is unclear. In Military Tic-Tacs, the performer billed as Riley played the role of Corporal Powder. 
 MIDNIGHT INTRUDER, THE:  [1885] f            Frank Smith (Alhambra MH, Syd; 4 July) 
  (aka Midnight Intruders) 
---  [1886]  f                    Frank Smith (Alhambra MH, Syd; 29 May - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
 ---  [1892]  f                    Dan Tracey (Gaiety Th, Melb; 13 Feb.) 
 ---  [1905]  f                    Ted Holland (Th Royal, Bris; 5 Aug.) 
 ---  [1905]  f           Dennis Carney      F. M. Clark (Gaiety Th, Melb; 7 Oct.) 
 ---  [1914]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 20 Mar.) 
 MILLINERY UPSET: [1895]  f               Cogill Bros (Th Royal, Bris; 19 Oct.) 
 MINNIE HA! HA!:  [1898]  f       John Tudor       Jones and Lawrence (Cremorne Gardens, Perth; 17 Dec.) 
MIRROR, THE:  [1895]  ?                Harry Rickards (Tivoli, Syd; 20 July - Cast incl. Fanning and Devoe, William D'Ensem) 
MISCHIEVOUS BOY, THE:  [1891] f             Dan Tracey / Charles Fanning (S of A, Syd; 31 Jan.) 
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MISS BLUE EASE UGLY:  [1924]  f             J. C. Bain (Hippodrome, Syd; 27 Sept. - A farce which "contrived to give a demonstration of how motion pictures  
                         are produced, or not produced - according to the point of view - at Hollywood" - see SMH: 29 Sept. 1924, 5) 
MISTAKEN IDENTITY:  [1910]  f     Johnny Gardner     People's Concerts (Temp Hall, Melb; 16 Apr.) 
---  [1910]  f           Lal Logie       Collingwood Town Hall (Melb; 16 Apr.) 
MOONLIGHT FROLICS ON THE LEVEE: [1883] f Alf Lawton/E.J. Kennedy F. E. Hiscock's (Vic Hall, Melb; 4 Aug. - Cast incl. Alf Lawton, E  J. Kennedy, Charles Holly, Johnny Gardner,  
                         George Jones) 
MR AND MRS BARNABY: [1897]  f    Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 17 July) 
---  [1898] f                       "       People's Concerts (Temp Hall, Melb; 5 Mar.) 
 MUG FROM MUGVILLE, THE: [1905] f    Walter Rivers      F. M. Clark (Gaiety Th, Melb; 22 July) 
 MULDOON'S PICNIC:  [1886]  f     F. M. Clark      F. M. Clark (Victoria Hall, Melb; 16 Oct. - "Clark's Irish comedy in two acts… F. M. Clark  the original  
                          Muldoon") 
---  [1887]  f                    Cogill Bros  (Gaiety Th, Bris; 21 May - 2 act version) 
 ---  [1895]  f                    (Empire Th, Syd; 9 Nov. - Cast  incl. Delohery, Craydon and Holland, Steve Adson and Harry Crawford) 
---  [1897]  f                    "        F. M. Clark (Gaiety Th, Bris; 7 June) 
---  [1898] f                    Elite Vaudeville Co (Th Royal, Perth; 12 Mar. - Co incl. Delohery,Craydon and Holland, Pope and Sayles) 
---  [1905]  f                 "        F. M. Clark (Gaiety Th, Melb; 11 Feb.) 
---  [1905] f                    Mid Lewis Variety Co (Palace Th, Perth; 1 July) 
MULDOON'S PICNIC:  [See also Appendix C, 1895 for 2 act extravaganza version] 
MULDOON'S WEDDING: [1895]  f/sk             W. A. Ball's Gaiety Surprise Party (Gaiety Th, Bris; 14 Sept.  - Co incl. Harry Clay and Wal Rockley) 
MY RIVAL:  [1890]  f                  Harry Rickards (S of A, Syd; 20 Sept. - Cast incl. John Gilmore, Fred Davys) 
---   [1890]  f                    Harry Rickards (Th Royal, Bris; 6 Dec.) 
 MYSTERIOUS HOUSE, THE: [1904]  f            Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 30 Mar. ) ●  (S of A, Rockhampton); 26 Apr.)  
                          ●  (Th Royal, Charters Towers; 17 May) 
 ---  [1909]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 15 Mar.) 
 ---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 20 Mar.) 
 MYSTERIOUS STRANGER:  [1900]  f             People's Concerts (Temp Hall, Melb; 29 Sept.) 
 MYSTERY, THE: [1887]  f       Cogill Bros       Cogill Bros (Gaiety Th, Syd; 2 Apr.) 
 ---  [1889] f                    "        Cogill Bros (Gaiety Th, Syd; 27 Apr.)       
 ---  [1890] f                    Frank Smith (Alhambra MH, Syd; 17 Feb.) 
 ---  [1895] f           George A. Jones     York and Jones (Empire Th, Syd; 6 July)   
   [1905] f                      "       Mid Lewis Variety Co (Palace Th, Perth; 17 June) 
 
 
 
NAVVIES ON THE TRAM LINE:  [1886]  f     Walter Keen      F. M. Clark (Victoria Hall, Melb; 14 Aug.) 
NEPHEW'S VISIT, THE:  [1899]  f               People's Concerts (Temp Hall, Melb; 27 May) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 27 Oct.) 
NERO THE NAUGHTY:  [1919] f              Walter Johnson's Town Topics (Cremorne Th, Bris; 21 Nov.) 
NEVER SAY DIE:  [1919]  f                John N. McCallum (Cremorne Th, Bris; 3 Dec.) 
NEW EXPLOSIVE, THE: THE: [1905] f   Bob Bell       Ted Holland (Th Royal, Bris; 7 Oct.) 
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NEW GUINEA ANNEXED: [1884]  f     W. H. Bent       F. E. Hiscocks (A of M, Syd; 5 July / 20 Dec.) 
       (aka New Guinea Protected) 
NEW GUINEA CHIEF, THE:  [1885]  f             Cottiers' PC (Protestant Hall, Syd; 31 Oct. 
---  [1892]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 14 May)   
---  [1897]  f                  "        People's Concerts (Temp Hall, Melb; 26 June / 16 Oct.) 
---  [1897] f                "        People's Concerts (Temp Hall, Melb; 21 May) 
---  [1898] f                   "        People's Concerts (Temp Hall, Melb; 26 Feb.) 
---  [1900] f                    People's Concerts (Temp Hall, Melb; 13 Jan. / 19 Mar.) 
---  [1909] f                        "       People's Concerts (Temp Hall, Melb; 4 Dec.) 
---  [1910]  f                "       People's Concerts (Temp Hall, Melb; 19 Mar. 7, 14 May / 23 July) 
NEW WOMAN:  [1895]  f                  Lawler & Morrison (Sydney MH;  13 Dec.) 
NIGHT AT EMERALD HILL, A:  [1863 ]  f           (Th Royal, Melb; 12 June) 
NIGHT IN THE NUNDAH LOCK-UP, A:  [1887]  f         Australian Constellation Minstrel Co (Nundah Recreation Hall, Bris; 17 July) 
 NIGHT IN WOOLOOMOOLOO, A:  [1892]  f          (Alhambra MH, Syd; 26 Mar. - Cast incl. Charles Fanning and Alf James as actors out of luck) 
NIGHTS LODGINGS, A:  [1891]  f     Charlie Fanning     Dan Tracey / Charlie Fanning (S of A, Syd; 14 Feb.) 
NINE POINTS OF THE LAW:  [1886]  c   Tom Taylor      Edwin Palmer (A of M, Bris; 1 Jan. - Cast incl. Martyn Hagan)  
NORTH-EAST LYNNE: [1905]  f              Ted Holland (Th Royal, Bris; 2 Feb.) 
---   [1905]  f           Martyn Hagan      F. M. Clark (Gaiety Th, Melb; 28 Jan.) 
NUMBERS THIRTY-THREE AND THIRTY-FOUR: [1899] f      People's Concerts (Temp Hall, Melb; 18 Feb.) 
 
 
       
OBEYING ORDERS:  [1910]  f      Johnny Gardner     People's Concerts (Temp Hall, Melb; 15 Jan. / 26 Nov.) 
OLD AND YOUNG:  [1893]  f      John Tudor       Up-to-Date Minstrels (Gaiety Th, Bris May) 
OLD KENTUCKY HOME:  [1885]  f    Billy Welch       Emerson's 20 July (St Geo's Hall, Melb) 
OLD GRIMES'S WILL: [1885]  f              Cottiers' PC (Protestant Hall, Syd; 10 Jan.) 
ONCE BITTEN TWICE SHY:  [1889]  f`   Maddison Morton     Benefit (Royal Standard, Syd; 26 Aug. - Possibly US in  origin) 
ONE NIGHT IN A BAR ROOM:  [1899]  f            Elite Vaudeville Co (Th Royal, Bris; 8 July  - Cast incl. Delohery Craydon and Holland.) 
ON FIRE: [1897]  f          Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 3 July) 
---  [1898]   f                     People's Concerts (Temp Hall, Melb; 23 Apr. / 17 Sept.) 
ON FIRE:  [See also On the Fire] 
ONLY A DREAM:  [1910]  f/sk      Harry Quealy      Harry Rickards (Tivoli, Syd; 1 Oct.) 
ON THE DEEP:  [1900]  f/sk                Percy St John's Royal Co (Th Royal, Bris; 18 Aug.) 
ON THE FIRE: [1902]  f                 Harry Clay NSW/Qld tour - incl. (Maitland TH; 10 July) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 13 May) 
---  [1908]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 24 Apr.) 
ON THE FIRE:  [See also On Fire] 
ON THE TILES; Or, A Hot Night [1905] f    F. M. Clark      F. M. Clark (Queen's Hall, Syd; 20 May) ●  (Gaiety Th, Melb; 4 Nov.) 
      In Waterloo:                             
OPERATIC RESTAURANT:  [1916]  f             Orange Dandies Co (Cremorne, Bris; 12 Aug.) 
OPERATIC RESTAURANT:  [See also Burlesque Musical Restaurant] 
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OUR BOARDING HOUSE:  [1891]  f    F. M. Clark      F. M. Clark (Gaiety Th, Melb; 7 Mar.) 
OUR BOYS:  [1885]  f                  Frank Smith (Alhambra MH, Syd; 10 Oct. - Co incl. Harry  Clay, Edwin Shipp, Amy Rowe, Harry Barrington) 
---  [1898]  f           Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 22 Jan. / 12, 19 Mar.) 
---  [1899]  f                      People's Concerts (Temp Hall, Melb; 5 Aug. / 7 Oct.) 
 ---  [1900]  f                    People's Concerts (Temp Hall, Melb; 21 July / 15 Sept.) 
 OUR COUNTRY COUSIN:  [1889]  f               American Coloured Performers (Haymarket MH, Syd;  2 Nov.) 
OUR LAST NIGHT IN PARIS: [1883] f   Charles Heywood     F. E. Hiscock's (Vic Hall, Melb 30 June; - Cast incl.Charles Heywood, G. W. Lawless, W. H. Bent, Lou Brahm, 
                         Alf Lawton, George Turner, E. J. Kennedy, Charles McCarthy, T. Bergin, E. Amery) 
OUR STATE SCHOOL:  [1905]  f       F. M. Clark      F. M. Clark (Queen's Hall, Syd; 27 May) 
 OUT ON THE RANTAN:  [1899] f              Loco and Mohawk Minstrels (YOEF, Fremantle; 2 Dec.) 
 OUTWITTED:  [1885]  f         Cogill Bros       Emerson's  (Gaiety Th, Syd; 25 Apr.) ●  (St Geo's Hall, Melb; 20 July - 3 scenes. Cast incl. Dan Tracey, 
Alf Holland, Charles and Harry Cogill.) 
---  [1887]  f                  "        Cogill Bros (Gaiety Th, Syd; 20 Apr.) 
---  [1892]  f           Charles Cogill      Harry Rickards (Tivoli, Syd; 18 Mar. - Cast incl. Charles Cogill) 
 OVER THE GARDEN WALL:  [1885]  f            Emerson's Minstrels (St Geo's Hall, Melb; 31 Oct. - Cast incl. Harry and Charles Cogill, Burt Stanley, Alf  
                          Holland) 
 ---    [1895]  f             Irving Sayles      Harry Rickards (Tivoli, Syd; 2 Mar.)     
---  [1904]  f                    F. M. Clark (Gaiety Th, Melb; 27 Aug.) 
 ---  [1905]  f                    Ted Holland (Th Royal, Bris; 24 June) 
 ---  [1905]  f           James Craydon     F. M. Clark (Gaiety Th, Melb; 15 July) 
 OYSTERS:  [1893]  f                  (Alhambra,  Syd; 9 Oct.) 
---  [1899]  f                    People's Concerts (Temp Hall, Melb; 13 May) 
---  [1900]  f                    Percy St John's Royal Co (Royal Th, Bris; 11 Aug.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 8 Sept.) 
---  [1904]  f                    Leonard Davis' Palace Entertainers (Palace Gardens, Perth; 12 Nov.) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 10 June) 
---  [1910]  f           Johnny Gardner     People's Concert (Temp Hall, Melb; 3 Dec.) 
---  [1913]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 31 July) 
OYSTERS AT ST KILDA:  [1856]  f             (Th Royal, Melb; 23 Aug.) 
 
 
 
PAINTER'S APPRENTICESHIP, THE:  [1905]  f          F. M. Clark (Gaiety Th, Melb;  22 Apr.) 
PARTED (aka The Parting): [1898]  f     Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 31 Dec.) 
PAUL KRUGER SINK-IN- THE-VALLEY:  [1899]  f        Charles Fanning's MS&B Co (Opera House, Syd; 11 Nov.) 
PERKINS'S CHRISTMAS BOX: [1905]f   Dennis Carney      F. M. Clark (Gaiety Th, Melb; 23 Dec.) 
PETER PIMPLE:  [1892]  f        Charles Cogill      Cogill Bros (St Geo's Hall, Melb; 14 May) 
PHAROAH:  [See also: Pharo the Banker / Faro / The Banker] 
 PHARO THE BANKER:  [1900]               People's Concerts (Temp Hall, Melb; 24 Feb. / 6 Oct.  - As "Pharo") 
  [aka Pharoah the Banker / Faro the Banker / The Banker's Daughter - aka Pharo]        
 ---  [1909] f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 25 Dec.) 
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 ---  [1910] f                    "        People's Concerts (Temp Hall, Melb; 21 May) 
 ---  [1916] f           James Craydon      Kearns and Sadler (Princess Th, Syd; c July - See TT: Aug. 1916, 45.  As "Faro The Banker") 
 PHOTOGRAPHER, THE:  [1892]  f              Dan Tracey (Gaiety Th, Melb; 20 Feb. - Cast incl.  Steve Hagan & Fraser, Frank York, Harry Clay) 
 ---  [1899]  f                    Charlie Fanning MS&B Co (Opera House, Syd; 4 Nov.  - Cast incl. Fanning & Devoe, W. Reed, Harry  
                          Carleton, Johnny Cowan) 
 ---  [1905]  f                    F. M. Clark (Queen's Hall, Syd; 1 July) 
 PHOTOGRAPHER'S MISTAKE, THE:  [1918]  f          Walter George Smart Set (Palace, Bris; 30 Mar.) 
 PHOTOGRAPHER'S TROUBLES, THE:  [1897]  f         Elite Burlesque Co (Gaiety Th, Bris; 29 May - Co incl. Delohery, Craydon and Holland) 
PHOTOGRAPHIC STUDIO, THE:  [1914]  f           Harry Clay (NBT, Syd; 4 July 
PHOTOPGRAPHY:  [1915]  f/sk?              John N. McCallum (Cremorne Gardens, Bris; 28 Oct.) 
PLANTATION FESTIVITIES:  [1910]  f   Johnny Garner      People's Concerts (Melb; 19, 26 Feb.) 
PLOTS AND PROPHETS:  [1858]  f             (Haymarket, Melb; 24 Aug. - Subtitled  "Or, A Trip To Melbourne.") 
PNEUMATIC ERADICATOR:  [1891]  f   W. H. Bent       Dan Tracey (S of A, Syd; 24 Oct.) 
---  [1897]  f                "        Bovis Bros Elite Co (Gaiety Th, Bris;  13 Nov.) 
POLICEMEN: [1899]  f        Rockley Bros      People's Concerts (Temp Hall, Melb; 25 Nov.) 
POLYPATHIC CALLITHUMPIANS:  [1898]  f            People's Concerts (Temp Hall, Melb; 5 Feb.) 
POLYPATHIC CALLITHUMPIANS:  [See also Callithumpian Process] 
POST BOY:  [1892]  f                  People's Concerts (Temp Hall, Melb; 4 June) 
---   [1899]  f             Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 21 Jan.) 
POTTED CONCERT PARTY:  [1917]  f            Courtiers Co (Cremorne, Bris); 17 Aug. - Cast incl. George Edwards and Rosie Parkes) 
¤ POWER OF THE PRESS, THE: [1893]  f               Harry Rickards (Tivoli,  Syd; 8 July) 
 PRESIDENT, THE:  [1905]  sk               F. M. Clark (Gaiety Th, Melb; 1 July) 
¤ PRIMA DONNA:  [1890]  f                Harry Rickards (Th Royal, Bris; 29 Nov.) 
 ---  [1891]  f           Johnny Gilmore     Harry Rickards (Gaiety Th, Syd; 14 Feb.) 
PRINCE AND THE TINKER, THE:  [1891]  f  Fred Garnet/Frank York   Dan Tracey (S of A, Syd; 11 Apr.) 
PRINCESS'S IN AN UPROAR:  [1858]  f            (Princess's Th, Melb; 23 June) 
PRIVATE LUNATIC, THE:  [1892]  f              J. Billin (Vic Hall, Melb; 18 June - Cast  incl. Tom and Alf Holland, Amy Rowe) 
PRIVATE LUNATIC ASYLUM, THE:  [1886]  f          Hugo's BM (Gaiety Th, Bris; 20 Nov. - Cast incl. Priscilla Verne, Will and Charles Hugo, Alf Santley, Fred  
                         Turner) 
PROFESSOR AND HIS PUPILS, THE:  [1904]  f          Harry Rickards (Tivoli, Syd); 30 July - Cast incl. Burke, Moller and Teller. 
 
 
 
QUARRELSOME NEIGHBOURS:  [1905]  f           F. M. Clark (Gaiety Th, Melb; 13 May) 
QUIET FAMILY:  [1889]  f       F. M. Clark      F. M. Clark (A of M, Syd; 20 July) 
QUIET LODGINGS:  [1908]  f               Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 5 Aug.) 
QUITS: [1885]  f                   Davis and Raphael's Olympic Comedy & Burlesque Co (Olympic Th, Syd; 10 Oct. - Co incl. D'Arcy  
                         Stanfield) 
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RAGGED JIM, THE CROSSING SWEEPER: [1910] f   Harry Salmon    Harry Salmon Co (Th Royal, Charters Towers; 12 Aug.) 
RAZOR JIM:  [1900] f                 Percy St John's Royal Co (Royal Th, Bris; 15 Sept.) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 9 Mar.) ●  (Ipswich TH; 6 Apr.) ●  (S of A,  
                         Rockhampton; 26 Apr.) 
---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 3 July) 
REAL COON PICNIC, A:  [1905]  f              Frank Smith (Queen's Hall, Syd;  7 Oct.) 
RED POCKET BOOK:  [1898]  f                People's Concerts (Temp Hall, Melb; 22 Oct.) 
REFUSED FOR THE SOUDAN:  [1885]  f     W. H. Bent        Hiscocks' (A of M, Syd; 14 Mar.) 
REGISTRY OFFICE, THE:  [1887]  f             Cottiers PC (Oddfellows Hall, Syd; 17 Sept. - Advertised as an original farce) 
REGULAR FIX, A:  [1889]  f`      Maddison Morton     Benefit (Royal Standard, Syd; 26 Aug. - Possibly US in origin) 
REHEARSAL, THE:  [1887] f               Alf Lawton Co (A of M, Syd; 4 June  - Co incl. James Craydon, Frank York, Minnie Shipp and Amy Rowe) 
---  [1892]  f                    F. M. Clark's Great Folly Co (Gaiety Th, Melb; 18 Apr.) 
---   [1898]  f             F. M. Clark      Clark and Cogill's Silk Stockings Co (YOEF, Fremantle WA; 30 Apr. - Subtitled "Or, Irish Blunders") 
---  [1899]  f                     Continental Vaudeville Co (Th Royal, Bris; 7 Aug. - Cast incl. Harry Clay, Jack Kearns, Ida Roslyn, Bob  
                         Bell) 
---  [1905]  f           James Craydon     Ted Holland (Th Royal, Bris; 26 Aug.) 
---   [1905]  f            F. M. Clark      F. M. Clark (Gaiety Th, Melb;  25 Mar.) 
RESTAURANT, THE:  [1899]  f/c              Continental Vaudeville Co (Th Royal, Bris; 12 Aug. - Cast incl. Harry Clay, J. C. Bain, Kate Henry, Bob  
                         Bell, Ida Rosslyn, Jack Williams) 
---  [1905]  f           James Craydon     F. M. Clark (Gaiety Th, Melb; 8 July) 
RESTAURANT PARIS DE FRANCE:  [1898]  f          DC&H Co (YOEF, Fremantle WA; c Feb.) 
RESTAURANT PARIS DE FRANCE:  [See also The French Restaurant] 
REVENGE, THE:  [1902]  f                  Hazlewood and Crawford (Empire, Bris; 1 Nov.) 
RIVAL BUSMEN:  [1899] f                People's Concerts (Temp Hall, Melb; 28 Aug.) 
RIVAL WAITERS:  [1886]  f                Frank Smith (Alhambra MH, Syd; 15 May. - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser, 
                         Johnny Matlock) 
ROADSIDE RESTAURANT, A:  [1905]  f   Dennis Carney      F. M. Clark (Gaiety Th, Melb; 16 Dec.) 
ROOM 49:  [1895]  f                  York and Jones (Empire Th, Syd; 22 June) 
ROOMS TO RENT: [1896] f                Black Diamond Minstrels (Th Royal, Charters Towers; 10 Mar.) 
---  [1898]  f                    People's Concerts (Temp Hall, Melb); 8 Jan.) 
ROUGH DIAMOND:  [1861]  f               (Th Royal, Geelong, Vic; 24 Dec. - Cast incl. Fred Younge and Mrs Younge) 
---  [1862]  f                    (Princess's Th, Melb; 27 Dec. - Cast incl. Robert Air as Cousin Joe and Mrs Heir as Margery) 
RUM AND BITTERS:  [1881]  f      R. P. Whitworth     (Princess's Th, Melb; 7 Apr.) 
RUMPUS:  [1904]  f         F. M. Clark      F. M. Clark (Gaiety Th, Melb; 13 Aug) 
---  [1905]  f                    Mid Lewis Variety Co (Palace Th, Perth; 10 June) 
RUMUM'S FROM ROME:  [1905]  f    Dennis Carney      F. M. Clark (Gaiety Th, Melb; 11 Nov.) 
---   [1910]  f                    Ted Holland (Th. Royal, Charters Towers; 11 Mar.) 
RUSH-IN BATH:  [1886]  f                F. E. Hiscocks Federal Minstrels (A of M, Syd; 12 June) 
RUSSIAN COUNT, THE: [1899]  f              People's Concerts (Temp Hall, Melb; 29 July / 28 Oct.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 25 Aug. / 17 Nov.) 
---  [1910]  f           Johnny Garner      People's Concerts (Temp Hall, Melb; 18 June) 
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SALUTATION SISTERS:  [1898]  f      Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 26 Feb. / 6 Aug. / 24 Dec.) 
SAM KEE'S CHINESE LAUNDRY: [1892] f    Queen/Stowe/Ryder    Emerson/Wood Minstrels (Garrick, Syd; 22 Aug.) ●  (Opera House, Syd; 15 Oct. - Described as 
Queen,  (aka Sam Kee's Laundry)                Stowe and  Rowe's "original comedy" and a panto-gymnastic comedy. 
---  [1895]  f                    York and Jones Vaudeville Co (Gaiety Th, Bris; 30 Mar.) 
---   [1895] (as Sam Kee's Chinese Laundry) f            Speed and Delohery (Empire Th, Syd; 14 Sept.) 
---  [1895] (as Sam Kee's Laundry)  f             Harry Chapman's Mammoth Minstrels (Opera House, Syd; 17 Sept. - Cast incl. W & H Cottier, Amy  
                         Blackie) 
---  [1898] (as Sam Kee's Laundry) f             Cottiers' PC (Protestant Hall, Syd; 17 Sept.)  
---  [1898] (as Sam Kee's Laundry) ?             Harry Chapman's Mammoth Minstrels (Opera House, Syd; 17 Sept.  - Described as a First Part Finale.) 
---  [1905] (as Sam Kee's Laundry) f             Frank Smith (Queen's Hall, Syd; 11, 25 Nov.) 
---  [1910] (as Sam Kee and His Chinese Laundry) f         Frank Smith (Cremorne Th, Perth; 15 Oct. - Advertised as "direct from the Fullers' NZ circuit.") 
SAM'S SECOND ATTEMPT:  [1918]  sk   Arthur Bertram/Rubee Raymond Fullers (Empire, Bris; 21 Sept. - Described as a typical bush sketch) 
SAUSAGE FOUNDRY: [1894]  f               York and Jones (Gaiety Th, Bris; 9 Nov.) 
SCENES AT THE CIRCUS: [1897]  f             People's Concerts (Temp Hall, Melb; 27 Nov.  - Also referred to as a finale) 
SCENES ON LEVEE:  [1888]  f               Hicks/Sawyer  (New Opera House, Syd; 8 Sept. - Cast incl. Charlie Pop, Irving Sayles, Billy Speed) 
SCHOOL:  [1873]  f                  Billy Emerson (S of Arts, Syd; 23 Dec. - Cast incl. Billy Emerson, Ainsley Scott, Charley Sutton, G. W.  
                         Rockefeller, W. Hepburn, Wallace and Carroll)   
---  [1885]  f                    Frank Smith (Alhambra MH, Syd; 3, 17 Oct. - Co incl. Edwin Shipp, Amy Rowe, Harry Barrington) 
---  [1905]  f                    Ted Holland (Th Royal, Bris; 11 Mar.) 
---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 7 Aug.) 
---  [1910]  f                    Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 1 July) ●  (Ipswich TH, 26 July) 
---  [1910]  f           Johnny Gardner     People's Concert (Temp Hall, Melb; 22 Oct. / 31 Dec.) 
---  [1913]  f                    Harry Barrington (Alhambra MH, Syd; 26 July) 
SERVANTS OUT OF WORK:  [1886]  f            Frank Smith (Alhambra MH, Syd; 19 June - Co incl. Harry Clay, Amy Rowe, Harry Barrington, Lucy Fraser,  
                         John Matlock) 
SHARP-SHOOTER WIFE:  [1886]  f             F. E. Hiscocks Federal Minstrels (A of M, Syd; 1 May)  
SHINE ON: [1897]  f         Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 13 Nov.) 
---  [1898]   f                       "          People's Concerts (Temp Hall, Melb; 18 June / 17 Sept. - Also sometimes described as a finale?) 
SIAMESE TWINS:  [1883]  f                People's Concerts (Temp Hall, Melb; 11 Aug.) 
---  [1899]  f                     People's Concerts (Temp Hall, Melb; 29 Apr.)  
SILENT WOMAN:  [1895]  c                (Lyceum, Syd; 5 June - Presented by Maggie Moore during a benefit to Mde Soldini) 
 SI SALEM:  [1892]  c                  Cogill Bros (St Geo's Hall, Melb; 9 July) 
 SIZZLE:  [1910]  f                   Harry Clay NSW/Qld tour - incl. (Maryborough TH; 6 Apr.) 
 SKILLEGENS, THE: [1892]  f      Cogill Bros       Cogill Bros/Rickards (St Geo's Hall, Melb; 20 Aug.) 
 SKIPPED BY THE LIGHT OF THE MOON:  [1897]  c        Harry Rickards (Palace, Melb; no details) 
 SLATTERY'S HOME:  [1895]  f               York and Jones (Empire Th, Syd; 29 June) 
---  [1895]  f                    W. A. Ball's Gaiety Surprise Party (Gaiety Th, Bris; 28 Sept. - Co incl. Harry Clay and Wal Rockley) 
 ---  [1900] f                    Jones and Lawrence (Cremorne Gardens, Perth; 13 Jan.) 
 ---  [1903]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 6 July) 
 SLIM JIM:  [1886] f                  Cottiers' PC (Protestant Hall, Syd; 26 June)  
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 SLOCUM'S DOG: [1883]  f                People's Concerts (Temp Hall, Melb; 28 July) 
 ---  [1886] f                      Frank Smith (Alhambra MH, Syd; 15 Mar.) 
---  [1904]  f                    Harry Clay NSW/Qld tour - incl. (Maitland TH; 16 Mar.) 
 ---  [1905]  f            F. M. Clark      F. M. Clark (Gaiety Th, Melb;  1 Apr.) 
 ---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 10 Apr.) ●  (Th Royal, Charters Towers; 28 May) 
 ---    [1909]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 27 Feb. / 16 Oct.)  
 ---   [1910]  f                      "       People's Concerts (Temp Hall, Melb; 29 Jan. / 23 Apr. / 15 Oct.) 
 SLOCUM'S DOG:  [See also Dr Slocum and Thompson's Dog] 
 SMOKED OUT: [1887]  f         Cogill Bros       Cogill Bros  (Gaiety Th, Syd; 11 June)  
SNORKY: [1898]  f          Charles Cogill      Harry Rickards (Cremorne Th, Perth ; 29 Aug. - Possibly written by Cogill, who "provided most of the fun") 
SOLVING THE MYSTERY:  [1905]  f    James Craydon     F. M. Clark (Gaiety Th, Melb; 17 June) 
SIOUX INDIAN, THE:  [1906]  f               Harry Clay NSW/Qld tour - incl. (Ipswich TH; 19 July) ●  (Toowoomba TH; 30 July) 
SIOUX INDIAN, THE:  [See also: The Suez Indian and The Indian Chief] 
SPANISH BULLFIGHT: [1914]  f              Sidney Cook and Win Fowles (Crystal Gardens, Bris; 31 Jan.)  
SPANISH STUDENTS: [1889]  f               Frank Smith (Alhambra MH, Syd; 30 Mar.) 
---  [1895]  f                    W. A. Ball's Gaiety Surprise Party (Gaiety Th, Bris; 5 Oct. - Co incl. Harry Clay and Wal Rockley) 
SPANISH STUDENTS: [See also: Spoonish Stoodents and Spoonish Prancers, The – See entry in Appendix C, 1888] 
SQUIRE'S BIRTHDAY, THE:  [1916]  f/sk           Orange Dandies Co (Cremorne Th, Bris; 16 Nov.) 
SPORTS ON LARKS:  [See Larks On Sports] 
STARVATION ARMY, THE:  [1885]  f             Hiscocks' FM (A of M, Syd; 21 Sept. - Cast incl. W. H. Bent) 
STEVE'S VISIT:  [1898]  f       Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 3 Dec.) 
STOP THAT KNOCKING:  [1898]  f               People's Concerts (Temp Hall, Melb; 5 Nov.) 
STRANGE COINCIDENCE:  [1899]  f              People's Concerts (Temp Hall, Melb;  14 Oct.) 
 STRATEGEM:  [1882]  f                 (Hudson's Th, Melb; 26 Dec.) 
---  [1895]  f              James Bell       Harry Rickards (Tivoli, Syd; 8 June) 
STRATEGIST, THE:  [1883]  f      W.H. Bent       F. E. Hiscocks (Vic Hall, Melb; 16 June - Cast incl.  W. H. Bent, George Turner, E. J. Kennedy, Charles  
                         McCarthy) 
 ---  [1883]  f                    People's Concerts (Temp Hall, Melb; 7, 14 July - It is unclear what relationship, if any, this farce has with W.  
                          H. Bent's "negro" farce (1883), a similarly he American comedy which was also staged in Australia in 1883 (Bijou  
                          Theatre, Melb; 11 Aug.). and possibly even "Strategem - see above) 
SUBURBAN BURGLAR: [1883] f     W.H. Bent       F. E. Hiscock's (Vic Hall, Melb; 18 Aug. - Cast incl. W.H. Bent, Alf Lawton, George Turner, E. J. Kennedy,  
                         Charles McCarthy, Tommy, Empson, Mrs T. Empson) 
 SUEZ INDIAN, THE:   [1905]  f               Harry Clay NSW/Qld tour - incl. (Ipswich TH; 27 Mar.) 
 SUEZ INDIAN, THE:  [See also The Sioux Indian and The Indian Chief) 
¤ SUMMER BOARDERS: [1892]  f               Cogill Bros/Rickards (St Geo's Hall, Melb; 10 Sept. - "A screaming American farce.") 
 SUPPER FOR THREE:  [1899]  f              People's Concerts (Temp Hall, Melb; 16 Dec.) 
 ---  [1900]  f                    People's Concerts (Temp Hall, Melb; 17 Mar.) 
 SWIGGENHOUSE VERSUS  THE UNKNOWN:  [1895]   DC&H     Speed and Delohery  (Empire Th, Syd; 12 Oct.) 
 SWIGGINHOUSE VERSUS THE UNKNOWN:  [See also McFall versus Swigginhouse] 
 
 
 
908 
TAILOR'S TROUBLES:  [1897]  f              Elite Co (Gaiety Th, Bris; 17 Apr. - Cast incl. Delohery,Craydon and Holland) 
TAILOR'S TROUBLES:  [See also Tony the Tailor] 
 TAMING A HUSBAND:  [1892]  c                Cogill Bros/Rickards (St Geo's Hall, Melb; 3 Sept.) 
 TEASING THE DOCTOR:  [1904]  f    Will Rollow      F. M. Clark (Gaiety Th, Melb; 31 Dec.) 
 TELEGRAPH BUREAU, THE: [1900]  f   Will and Blutch Jones    Percy St John's Royal Co (Royal Th, Bris; 3 Nov.)   
   [1904]  f                       "       F. M. Clark (Gaiety Th, Melb; 17 Dec.) 
 ---  [1905] f                  "       F. M. Clark (Queen's Hall, Syd; 21 July) 
 TELEPHONE, THE:  [1890]  f               Harry Rickards (Th Royal, Bris; 22 Nov.) 
 ---   [1891]  f           Charles Hugo      Dan Tracey / Hugo's BM (S of A, Syd; 7 Feb.) 
 ---  [1910]  f                    Lennon, Hyman and Lennon's Big Sensation Co (Th Royal, Charters Towers; 27 Mar.) 
 TELEPHONOGRAPH, THE: [1905]  f             Ted Holland (Th Royal, Bris; 29 July) 
---  [1914]  f                    Harry Clay (NBT, Syd; 21 Nov.) 
---  [1917]  f                    Harry Clay (NBT, Syd; c Apr/May  - Cast: The Desmonds, John  Cosgrove, Will Gilbert, Truman Neilson - see  
                         TT: May 1917, 44) 
TERRIBLE INFANTS; Or, The  [1888]  f            George Barr (New Haymarket MH, Syd; 20 Oct. - Cast incl. Faust Family) 
      School Days Of Nicholas Nickleby:  (aka Les Infants Terrible)    
 ---  [1889] f                    Faust Family Concert Party (Protestant Hall, Syd; 23 May - as "Les Terrible Infants") 
   ---  [1894]  f                    (Th Royal, Charters Towers;  2 Oct.) 
 THAT AWFUL GIRL:  [1895]  f               Stokes' B&VC (Manly Aquarium, Syd; 9 Nov.) 
 THAT BAD BOY:  [1895]  f/sk               Cogill Bros (Th Royal, Bris; 4 Nov.) 
 THAT BOY PETE:  [1906]  f                Harry Clay NSW/Qld tour - incl. (Ipswich TH; 13 Apr.) 
 THAT'S HOW IT'S DONE:  [1915]  f/sk            John N. McCallum (Cremorne Gardens,  Bris; 28 Oct. - Dandies Co) 
THEATREGRAPH, THE:  [1908]  f              Harry Clay NSW/Qld tour - incl. (Toowoomba TH; 3 Aug.) 
THEATRICAL AGENCY, THE:  [1920]  f            McCallum's Town Topics (Cremorne Th, Bris; 2 Apr.) 
THIS GREAT CITTEE:  [1891]  f     Messrs Damphere (? /    J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 21 Nov. - A spoof on Dampier and Walch's 
                James R. Walsh     "This Great City") 
THOMPSON'S DEAD:  [1886]  f               Hugo's Buffalo Minstrels (Princess Th, York St, Syd; 28 June) 
---  [1898]  f                     People's Concerts (Temp Hall, Melb; 26 Mar. / 2 Apr.) 
---  [1905]  f                    F. M. Clark (Queen's Th, Syd; 15 July)  
---  [1905]  f                    Ted Holland (Th Royal, Bris); 25 Nov.) 
THOMPSON'S DOG:  [1910]  f               Harry Clay NSW/Qld tour - incl. (S of A, Rockhampton; 5 July) 
THOMPSON'S DOG:  [See also: Slocum's Dog] 
THROWN OUT:  [1891]  f       Fred Davies/Georgie Devoe  J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 29 Aug. - Cast incl. Fred Davys, Georgie  
                         Devoe) 
TIFFINS THE IMPERISHABLE:  [1865]  f           (Th Royal, Melb; 17 June) 
TINKER, THE: [1891]  f        Fred Davies/Georgie Devoe(?)  J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 26 Sept. - Cast incl. Fred Davys, Georgie  
                         Devoe) 
---  [1892]  f                     Cogill Bros (St Geo's Hall, Melb; 29 Oct.) 
 TIT BITS:  [1897]  sk         Boyd/Octavia      Peoples Concerts (Temp Hall, Melb; 7 Aug.) 
 TOGETHER DUMMY:  [1889] f      James Bell       Harry Rickards (S of Arts, Syd; 25 Dec.) 
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TONY THE TAILOR:  [1892]  f      Cogill Bros       Cogill Bros (St Geo's Hall, Melb; 15 Oct.) 
---  [1898]  f                     People's Concerts (Temp Hall, Melb; no details) 
 ---  [1905]  f                    Ted Holland (Th Royal, Bris; 8 July) 
 ---  [1910]  f           Johnny Gardner     People's Concert (Temp Hall, Melb; 29 Oct.) 
 TONY THE TAILOR:  [See also Tailor's Troubles] 
 TOO MANY LOVERS: [1897] f      Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 4 Dec.) 
   ---  [1898]  f                     People's Concerts (Temp Hall, Melb; 30 Apr.) 
 ---  [1900]  f                    People's Concerts (Temp Hall, Melb; c Dec.) 
 ---  [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 2 July) 
 TOPSY TURVEY:  [1899]  f       Percy St John      Elite Vaudeville Co (Th Royal, Bris; 24 June  - Adapted from the comedy "Confusion") 
TRAGEDY OF THE BEAUDESERT EXPRESS:  [1919] f       Walter Johnson's Town Topics (Cremorne Th, Bris; 7 Nov. - Described as an absurd piece of melodrama) 
TRANS-OCEANIC TELEPHONE, THE:  [1892]  f         Emerson and Wood Minstrels (Garrick, Syd; 19 Sept. - Cast incl. Emerson, Wood, Geo. Dean, Tom  
                         Edwards) 
TRESPASSERS:  [1897]  f                 Cottiers' PC (Protestant  Hall, Syd; 4 Sept.)   
TRICKS: [1892]  f           Charles Cogill      Cogill Bros (St Geo's Hall, Melb;  9 Oct.) 
TRICKS ON TRAVELLERS:  [1875]  f             California Minstrels (Fitzroy TH, Melb; 19 June - Co incl. Johnny Cowan) 
TRIP TO CHINATOWN, A:  [1898]  f             F. M. Clarke/W.H. Speed Co (Bijou, Fremantle WA; 17 Sept. - Described as a "burlesque sketch.") 
TRIP TO GEELONG, A:  [1861]  f     Edward Geoghegan    (Princess Th, Melb; 15 July) 
TRIP TO HUMPTYBONG; Or, Fun   [1897]  f          Elite Burlesque Co (Gaiety Th, Bris; 13 Feb. - Delohery, Bovis and Deane company) 
 On The Garnet, A: (aka A Trip to Manly;Or, The Soapboiler's Picnic) 
TROUBLES IN A TELEPHONE OFFICE:  [1898]  f         W. H. Speed Co (YOEF, Fremantle; 10 Dec.) 
TROUBLES IN THE KITCHEN: [1897] f   Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 9 Oct.) 
---  [1898]  f                       "       People's Concerts (Temp Hall, Melb; 29 Jan. / 23 July / 3 Dec. - as "Fun in the Kitchen") 
---  [1899]  f                       "       People's Concerts (Temp Hall, Melb; 18 Mar.)  
TROUBLES IN THE KITCHEN:  [See also Fun in a Kitchen] 
TROUBLES OF AN ACTOR, THE:  [1898]  f           Musette Musical Comedy Co (Bijou, Fremantle WA; 13 Aug. - Co incl. Martyn Hagen, Lucy Fraser, Geo  
                         Jones) 
TROUBLES OF A VERY HAPPY HOME, THE:  [1895]  f       (Sydney Music Hall; 31 Nov.) 
TROUBLESOME SERVANTS: [1875]  f            Saturday Evening Popular Concerts (Rechabite Hall, Prahan, Melb; 19 June - as The Troublesome  
(aka The Troublesome Servant)                Servant") 
---  [184[  f                    (A of M, Syd; 13 Sept.) 
---  [1897]  f                    People's Concerts (Temp Hall, Melb; 2 Oct.) 
---  [1898]  f                    People's Concerts (Temp Hall, Melb; 24 Dec.) 
---  [1899]  f                      People's Concerts (Temp Hall, Melb; 15 July / 12 Aug.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 5 May / 28 July / 1 Dec.) 
TRUE LOVE:  [1845]  f                 (Victoria Th, Syd; 23 June) 
TURN HIM OUT:  [1886]  f                Bella Sutherland Co (Olympic Th, Syd; 3 Apr. - Co incl. Kate Howarde) 
---  [1891]  f                    J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 5 Sept.)  
---  1899] f/sk                    People's Concerts (Temp Hall, Melb; 4 Mar.) 
---  [1900] f                    People's Concerts (Temp Hall, Melb; 10 Mar.) 
TURTLE SOUP:  [1865]  f                (Th Royal, Melb; 1 May) 
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TWINS, THE: [1892]  f        Will Whitburn      Cogill Bros New Minstrels (St Geo's Hall, Melb; 3 Dec.) 
2d SHAVE:  [1897]  f                  Cottiers' PC (Protestant Hall, Syd; 4 Sept.) 
TWO BLACK ROSES:  [1885]  f      Cogill Bros       Billy Emerson (Gaiety Th, Syd; 25 May) 
TWO EXTREMES:  [1898]  f                People's Concerts (Temp Hall, Melb; 28 May) 
TWO LOVERS, THE:  [1870]  f      John G. Marwick     (Adelphi Th, Syd); 11 June  - Subtitled - "Or, The Ghosts In The Churchyard") 
TWO MACKS, THE:  [1887] f       F. M. Clark      F. M. Clark (Opera House, Syd; 17 Dec.) 
TWO OTHELLOES:  [1875]  f               California Minstrels (Fitzroy TH, Melb; 19 June - Co incl. Johnny Cowan) 
TWO POMPYS, THE: [1883]  f      Geo Jones/Johnny Gardner  People's Concerts (Temp Hall, Melb; 18 Aug.) 
---  1898]  f           Kohlman/Gardner     People's Concerts (Temp Hall, Melb; 17 Dec.) 
---  [1899]  f                    "       People's Concerts (Temp Hall, Melb; 19 Aug. / 4 Nov.) 
---  [1900]  f                    People's Concerts (Temp Hall, Melb; 22 Dec.) 
---   [1910]  f           Johnny Gardner     People's Concerts (Temp Hall, Melb; 22 Jan. / 12 Mar. /  9 July / 17 Sept.) 
TWO TAILORS, THE: [1892]  f      Cogill Bros       Cogill Bros New Minstrels (St Geo's Hall, Melb; 15 Oct.) 
TWO STATUES, THE: [1905]  f               Harry Clay NSW/Qld tour - incl. (Maitland TH; 10 Mar.) ●  (Toowoomba TH; 20 Mar.) 
 
 
 
UNCLE TOM'S CABIN REVISED:  [1905]  f           F. M. Clark (Gaiety Th, Melb; 4 Mar.  - Walter Sanford's American Players were playing a season of "Uncle  
Tom's Cabin" at the Melbourne Bijou concurrently) 
UN COUP DE RAZIOR:  [1882]  f              Bent and Bachelder's Anglo-Christy Minstrels (Opera House, Syd; 4 Mar. - Cast: W. H. Bent, W. A.  
                         Ball, C. S. Fredericks, Amy Rowe) 
---  [1885]  f                    Frank Smith (Alhambra MH, Syd; 19, 24 Oct. - Co incl. H. Clay, Edwin Shipp, Amy Rowe, Harry Barrington,  
                         J. Matlock) 
---  [1886]  f                    Frank Smith (Alhambra MH, Syd; 1 May. - Co incl. Harry  Clay, Amy Rowe, Edwin Shipp, Lucy Fraser, John  
                         Matlock) 
---  [1889]  f                    F. E. Hiscocks' London Pavilion Co (New Opera House, Syd; 2 Nov. - Cast incl. Harry Clay, John  
                         Fuller) 
---  [1899]  f                    Harry Rickards (Tivoli Th, Syd; 30 Aug. - W. H. Bent testimonial. Cast: W. H. Bent, George Dean, Lorrie St  
                         George,  Harry Barrington) 
UNEMPLOYED MASHERS, THE:  [1886]  f     Walter Keen       F. M. Clark (Victoria Hall, Melb; 21 Aug.) 
UNKNOWN, THE:  [1891]   f          F. M. Clark      F. M. Clark (Gaiety Th, Melb; 14 Mar.) 
 ---    [1891] f           Franks/Marion      Frank Smith (Alhambra MH, Syd 20 June - Cast incl. Morris Franks and Sam Marion (USA), James Craydon,  
                          Ted  Holland) 
UNNEIGHBOURLY NEIGHBOURS:  [1891]  f          F. M. Clark's Folly Co (Gaiety Th, Melb; 4 Apr.) 
US POST BOY: [1910]  f        Johnny Gardner     People's Concerts (Temp Hall, Melb; 20 Aug.) 
UNTAMED SAVAGE, THE: [1888] sk    W. H. Bent       F. E. Hiscocks (A of M, Syd; 21 Jan.) 
---   [1892]  f`                 "        (Alhambra MH, Syd; 26 Mar.) 
---  [1905]  f                    Harry Clay NSW/Qld tour - incl. (Queen's Th, Bundaberg; 25 June) 
---  [1905]  f                     F. M. Clark (Gaiety Th, Melb;  8 Apr.) 
UP TO DATE TONSORIAL WORK:  [1899] f          Jones and Lawrence (Cremorne Gardens, Perth; 2 Dec.) 
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VILLAGE BLACKSMITH, THE:  [1914]  f           Munro and Post Mason Jolly Rovers (Crystal Gardens, Bris;  no details - Staged by Happy Harry Salmon  
                         Co, it possibly spoofed Carlton Wallace's drama of the same name)  
VIP WAN RINKLE:  [1889]  f               F. E. Hiscocks (Opera House, Syd; 5 Oct. - Possibly written by, or arranged by, W.H. Bent) 
 
 
 
WANOTEE FROM AMERICA:  [1895] f            Speed/DC&H (Gaiety Th, Bris; 14 Dec.) 
WAY DOWN SOUTH:  [1885]  f               Leon and Cushman's Minstrels (Nugget, Melb; 11 Dec.) 
WEARING THE TROUSERS:  [1898]  f   F. M. Clark      F. M. Clark (Th Royal, Perth; 28 Oct.)  
WELSH RAILWAY PORTER, THE:  [1917]  f          Dandies Costume Comedy Co (Cremorne, Bris; 1Feb.; 4 May) 
WHAT A MAN MAY SUFFER IN VICTORIA:  [1856]  f       (Th Royal, Melb; 31 Oct.) 
WHAT HAVE I STRUCK:  [1898]  f    W. H. Speed      (YOEF, Fremantle WA; 29 Jan.) 
WHERE HAVE I SEEN THAT FACE: [1901]  f          Harry Clay NSW/Qld tour - incl. (Th Royal, Charters Towers; 2 July) 
WHISTLER, THE:  [1892]  f                Dan Tracey (Gaiety Th, Melb; 20 Aug.) 
WHO BROKE THE CLOCK:  [1899]      Charlie Fanning     Charlie Fanning MSB Co (Protestant Hall, Syd; 23 Dec. - Cast incl. Wal Cottier, Priscilla Verne) 
WHO OWNS THE BABY: [1892]  f               Cogill Bros (St Geo's Hall, Melb; 23 July / 8 Oct.) 
WHO DIED FIRST:  [1885]  f               People's Concerts (Temp Hall, Melb; 5 Sept.) 
---  [1885]  f                    Frank Smith (Alhambra MH, Syd; 12 Oct. - Co incl. Harry  Clay, Edwin Shipp, Amy Rowe, Harry Barrington) 
---  [1905]                      F. M. Clark (Queen's Hall, Syd; 29 July) 
WHO'LL SHUT THE DOOR:  [1916]  f/sk            Orange Dandies Co (Cremorne, Bris; 19 Oct.) 
WHO OWNS THE BABY:  [1892] f              Cogill Bros (St Geo's Hall, Melb; 8 Oct. - Cast incl. Johnny Gilmore, Charles Cogill and Will Whitman) 
WHO'S A TRAVELLER?, Or, A;:  [1856]  f           (Victoria Th, Syd; 10 Oct.)  
       Hunt For Publicans: 
WHY DON'T SHE MARRY:  [1848]  f             (Royal Victoria, Syd; 15 Jan. - Return season) 
WIGMAKERS, THE:  [1885]  f               Frank Smith (Alhambra MH, Syd; 2, 7 Nov. - Co incl. Harry Clay, Edwin Shipp, Amy Rowe, Harry  
 (aka The Wigmaker and Whigmakers)              Barrington) 
---  [1905]  f           Stagpooles (Melb)     F. M. Clark (Gaiety Th, Melb; 6 May) ●  (Queen's Hall, Syd; 10 June) 
---  [1905]  f           Jim Marion      Ted Holland (Th Royal, Bris; 26 Oct.) 
---  [1907]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 12 Apr. - As "Whigmakers") 
WILD WEST:  [1899]  f                  People's Concerts (Temp Hall, Melb; 28 Jan.) 
WILD WILD WEST:  [1891]  f               J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 31 Oct.) 
WILD WORST SHOW, THE:  [1891]  f   Fred Davys      Lizzie Hastings' Picnic Party (Gaiety Th, Syd; 14 Mar.) 
WISE WOMAN, THE: [1905]  f      James Craydon     Ted Holland (Th Royal, Bris; 25 Sept.) 
WOMAN'S RIGHTS:  [1885]  f               Frank Smith (Alhambra MH, Syd; 30 May) 
WOMAN WITH FEW WORDS, A:  [1902]  f           Bullock's (Foresters' Hall, Bris; 6 Dec.) 
WRONG MAN:  [1898]  f                  People's Concerts (Temp Hall, Melb; 30 Apr. / 21 May) 
---    [1898]  f                    Hagan and Speed Co (YOEF, Fremantle; 26 Nov.) 
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YELLOW NOVEL HEROES:  [1897]  f   W. H. Bent       Bovis Bros (Gaiety, Bris; 6 Nov. - Cast incl. Maud Fanning, Charles and Will Bovis, W.H. Bent.) 
YELLOW PERIL, THE:  [1905]  f     Joe Cowan       F. M. Clark (Gaiety Th, Melb; 16 Sept.) 
YOU LIKE THE JOB:  [1898]  f                People's Concerts (Temp Hall, Melb; 7 May) 
YOU'LL FIND OUT: [1885]  f      Burt Stanley      Emerson's Minstrels (Gaiety Th, Syd; 9 May  - Cast incl. Harry and Charles Cogill, Burt Stanley) 
---  [1891]  f                    Dan Tracey (S of A, Syd; 14 Mar. - Cast incl. Charlie Fanning, Alf M. Hazlewood, Frank York and Fred Garnet) 
---  [1891]  f                    J. Billins - Representative Metropolitan Co (Vic Hall, Melb; 18 Apr. - Cast incl. Amy Rowe, Alf Holland,  
                         Will Whitburn, Mr Walsh) 
---  [1892]  f                     Cogill Bros (St Geo's Hall, Melb; 28 May) 
YOUNG AUSTRALIA:  [1857]  f              (Th Royal, Melb; 9 June) 
YOUR TURN NEXT:  [1898]  f      Will Stevens      Percy St John and W.J. Wilson (Alhambra MH, Syd; 19 Nov.) 
 
 
 
ZEKE JOHNSTONE:  [1905]  f      James Craydon     F. M. Clark (Gaiety Th, Melb; 24 June) 
 (aka Zic Johnston) 
---   [1905]  f                    Harry Clay NSW/Qld tour - incl. (Ipswich TH; 14 July) ●  (Toowoomba TH; 24 July  - As "Zic  
                         Johnston") 
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1.  Descriptions and Historical Overviews:  
 
 
1.1   REVUSICALS:  Combining elements of revue and the musical comedy, revusicals are one act musical comedies 
that similarly feature comedy and song and dance. While closely aligned with intimate revue in terms of production values, 
the revusical differs through its use of a storyline to hold the various sketches and improvised scenes together. The 
Australian revusical emerged primarily as a vehicle for two principal comedians, who were supported by a small but 
versatile ensemble of variety performers and six scantily-clad chorus girls.  
 
• One act musical comedies were not new to the Australian stage by c1914. See, for example, Romance from Rome 
(1905). This production was staged as a second part entertainment by Ted Holland's Vaudeville Entertainers at the Theatre 
Royal (Bris) during the week of between 7-13 January. The production is described in the Brisbane Courier as a "musical 
comedy" (9 Jan. 1905, 2). 
 
• The revusical emerged in Australia following the American Burlesque Company's 1913-14 tour, and almost two decades 
before it appeared elsewhere in the world. During its heyday in Australia (c 1915-1928), countless revusical companies 
plied their trade around the country presenting a mixture of original works and localised adaptations. 
 
• Up until the early 1920s, Australian revusicals were billed under various titles including: "revue," "tabloid musical 
comedy," "burlesque revue," "musical dramatic sketch," "musical travesty," "miniature musical comedy" and "musical 
playlet," and "revusical." Because no over-arching term was applied, the genre was later confused with 'revue' by Australian 
theatre historians who incorrectly assumed that productions staged by troupes such as the George Wallace Revue Company 
involved a series of unrelated songs, sketches and dance staged under an 'umbrella' theme. 
 
• The songs were taken from popular sources (local or overseas), with ragtime/jazz and sentimental numbers favoured. 
There was little attempt at integration, with most songs being interpolated into the story and changed as required. 
Nevertheless some songs are known to have been specifically written for particular scenes or characters – notably in the 
works by Nat Phillips and George Wallace. Of the many dozens of key Australian revusical practitioners, among the most 
successful were: Bert Le Blanc (ex-American Burlesque Co), Nat Phillips and Roy Rene (Stiffy and Mo), George Wallace, 
Jim Gerald, Paul Stanhope, Con Moreni, W. Gayle Wyer (USA), Arthur Morley, Art Slavin, Charles Delavale and Joe Rox. 
 
• Described in the Supplement to the Oxford English Dictionary as "a theatrical entertainment that combines elements of 
the revue and musical" (1244), the term revusical is to have been chiefly used in the American theatre context, having 
originated there as slang sometime around 1931 and as such perhaps came about through "playful or humorous intent." The 
dictionary also proposes that revusical did not come into more frequent usage in America (and Britain), until the late 
1930s/early 1940s in Britain and America.  The same entry points to an article in the Australian New Idea (23 Feb. 1967, 6) 
which refers John McKellar's invention, the revusical Hail Gloria Fitzpatrick. According to the writer it was "coined by the 
Phillip Theatre to describe a show that will cover every facet of theatre work."  
 
• The earliest reference to revusical found to date is in an advertisement for Paul Stanhope's production, I'm Sorry, 
published in the Age 25 December 1915 (12). 
 
 
1.2  REVUE:  "A word which, if it means anything at all," writes one London critic, "means something with a dash of 
topicality" (PMG: 1 Sept. 1916, 6). 
 
• In its broadest definition revue might be described as a form of popular culture entertainment in which unrelated 
sketches comprising elements of song, dance and dialogue are organized around a unifying idea or theme (usually intimated 
in the title). The genre traditionally features comedy and topical references, often with a sharp satiric edge.  
 
• American and English revue derived out of the French form - a type of satirical theatre that became popular in the late 
nineteenth century. The advent of ragtime (and later jazz) was especially important to the genre's appeal from around 1910 
onwards. Two of the most successful revue producers of the early twentieth century were England's Charles B. Cochrane 
and American Florenz Ziegfeld (Ziegfeld's Follies). The two differed in their approach, however, with Ziegfeld's formula 
focusing largely on spectacle and the glorification of the American female, while English (and Australian) revue tended to 
emphasise satirical humour.   
 
• Revue was first staged in Australia in 1913 when J. C. Williamson toured an English production, Come Over Here, 
starring Daisy Jerome and Jack Cannot. Although the Tivoli presented follies-style revues from around 1915 onwards, these 
were mostly of foreign origin and represented only a minor part of the Australian theatre industry overall. More popular 
with Australian popular culture audience, however, was the locally-written and narrative-driven revusical genre. By the late 
1920s traditional revue ousted the revusical from its once dominant position (due in part to its non-reliance on plot), 
becoming a popular live alternative to the movies following World War Two. As a popular culture form of entertainment, 
however, it eventually succumbed to the power of television in the 1970s and largely disappeared from the professional 
stage. 
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• Australian revue during the 1950s and early 1960s became synonymous with the Phillip Street Theatre (Sydney), 
although these productions were essentially a sub-genre known as intimate revue. Today the revue is commonly associated 
with university productions, whereby a pastiche of skits and popular songs (usually with new lyrics) are presented in order 
to comment humorously on aspects of student life or on contemporary issues. Another sub-genre of revue also emerged 
during the late twentieth century. Comprising few if any identifiable characters (although sometimes based on a rudimentary 
story line) these revues focus on either the songs of a particular composer or on songs made famous by a particular 
performer, or group of performers (a selection of female singers, for example). 
 
 
1.3  REVUDIVILLE:  Is referred to in the Supplement to the Oxford English Dictionary as "a form of variety 
entertainment" (1244), seems to have been first used to describe productions staged at the Windmill Theatre in London 
between 1932 and 1964. The earliest references to revudiville are in an advertisement published in the Times on 3 February 
1932 (12), and a subsequent review (4 Feb. 1932, 15). 
 
 
1.4   REVUOMIME:  Coined as early as early as 1917, revuomime is a term that was sometimes applied to 
productions that comprised elements of musical revue and pantomime. The term is attributed to Brisbane entrepreneur T. H. 
Eslick (responsible for many of the White Cities established during WWI) who, according to an article in the Brisbane 
Courier, invented it because "the dictionary, after a long search, provided no proper word happily fitting his needs" (3 Sept. 
1917, 4). 
 
 
1.5  REVUETTE: Used to describe several Charles Delavale productions (ie. Money to Burn - A: 17 Dec. 1928, n. 
pag.), and some of Nat Phillips' productions from the late 1920s - including, for example: Have a Bath, Sir (BC: 28 Feb. 
1927, 16)  
 
 
1.6   SKETCH: Many of George Wallace's productions staged in Melbourne are described in the Age as "sketches 
which occupy the whole of the second half of the programme" rather than revues/revusicals/musical comedies. Wallace's 
advertisements on the other hand highlight his troupe as a "Revue Company."   
 
 Charles Norman describes the revusical (referred to as the "sketch") in When Vaudeville was King:    
 
The sketch required precise technique and a very acute sense of audience reaction and it demanded expert 
acting.  Sometime the big sketch had to follow a very popular knockabout comedy act which the audience 
was loath to let go…   Sketches were often the try-out ground for writers who then went on to writing longer 
plays and film scripts. For instance a plot revue I played in on the Fuller circuit of Australia and New 
Zealand, by Gale Wyler, took up the second half of the bill… The plot was a case of mistaken identity."  
 
According to the Stage Year Book of 1927, sketches had not the quality of those of former times. Maybe it was because 
speed was the new order and jazz was getting louder. The ear was being trained for things to come. Sitting in a variety 
theatre through the big sketch for nearly three quarters of an hour was losing its appeal, even though they contained… big 
star" (255). 
 
 
1.7  MUSICAL COMEDY: A form of popular culture music theatre which originated in America and England 
during the early twentieth century, the musical is closely related in structure and style to European operetta. Both contain 
spoken dialogue and develop dramatic situations that feature song and dance sequences. The American, or Broadway 
musical, emerged out of New York in the immediate post-WWI era through writers and composers working in the area of 
revue. In 1927 the first modern, or mature musical, Showboat (not a musical comedy, however) laid the foundation for 
productions that not only contained more complex characterisations and dramatic organisation, but also utilised techniques 
of transition – the smooth integration of  song out of scenes of dialogue. This aspect of the musical is the principal element 
that separates it from other types of music theatre – the play with music, for example. The American musical's golden years 
were roughly 1940 to 1965, with its most influential creative practitioners being Richard Rodgers and Oscar Hammerstein 
II.  
 
While forms of musical comedy (or musical plays) existed in Australian, as in the USA and England prior to Showboat, the 
country's first major musical production was Collits' Inn (1933). Attempts to replicate the American commodity musical 
model, with large-scale production values, have only rarely been successful. Prior to the successful revival of The Boy from 
Oz on Broadway in 2004, only Hot Shoe Shuffle (1994 revival) found success overseas (in London's West End). In every 
other instance local musicals (i.e. The Sentimental Bloke, 1961; or Seven Little Australians, 1988) have garnered only 
limited parochial support. Very few Australian musicals, too, have attempted to utilise techniques of integration, which has 
led to decades of negative criticism and the perennial search for the "great Australian musical." 
 
This term was also sometimes used to refer to the revusical. See, for example: Then They Woke Up (1917), Keep it Dark 
(1917) and The Mississippi Cabaret (1920).  
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1.8   INTIMATE REVUE: Presented in small and sometimes even claustrophobic theatres by small ensembles, intimate 
revue relies more on witty dialogue and songs than on revue's typically elaborate staging. Costuming, dancing, spectacle and 
production values are therefore either missing or minimalist in their presentation. As with revue, however, the intimate form 
invariably features topical satire. 
 
• Although intimate revue had been introduced to London audiences as early as 1897 by H. G. Pelissier, it was not until 
Charles B. Cochrane began producing it during the First World War (Ambassadors and London Pavilion theatres) that the 
genre established a significant presence on the English stage. At the same time in New York, Jerome Kern, Guy Bolton, P. 
G. Wodehouse and others began staging an intimate form of musical comedy at the Princess Theatre. The appeal of intimate 
theatre, and particularly revue continued during and after the Second World War. 
 
• Intimate revue in Australia dates back to 1947. During the 1950s and 1960s the genre was synonymous with Sydney's 
Phillip Street Theatre (staged under the direction of William Orr). Many prominent thespians and entertainers from the 
1970s onwards began their early professional careers with the company. Such performers include : Judi Farr, June Salter, 
Charles Tingwell, Ray Barrett, Ruth Cracknell, Alan Hopgood, Alton Harvey, Gordon Chater, Robina Beard, Kevan 
Johnston, Peter Kenna, Jimmy Hannan, John Ewart, Patsy Ann Noble, Alan Hopgood, and Peter Batey. Others associated 
with the theatre include composers Dot Mendoza, Peter Sculthorpe, Gerry Donovan and Lance Mulcahey. 
 
 
1.9   BURLESQUE:  A humorous theatrical work involving parody and grotesque exaggeration of serious or well-
known plays, operas, classical legends and children's stories. Nineteenth century burlesque featured songs and lively 
dancing, chorus girls (often semi-clad), comic buffoonery and cross-casting, all fashioned into an energetic spectacle.  
 
• Burlesque was initially popularised in Britain and the United States during the early 1800s as seasonal entertainment. 
Music was an important aspect and usually served as an additional means of parody. Songs would be re-fashioned with 
humorous new lyrics that poked fun at well-known identities, contemporary issues or the original source itself – an opera, 
serious drama or popular novel, for example. The dialogue mostly comprised rhyming couplets, and the jokes frequently 
relied on word-torturing puns. Australian minstrel shows often presented mini-burlesques as a standard finale - replacing or 
complimenting the traditional farce. Essentially a forerunner to the revusical (one act musical comedy), Australian minstrel 
burlesque featured music to a much greater degree than its American counterpart. The most popular source of burlesque for 
Australian authors and producers were therefore opera and operetta, particularly any work recently (or even concurrently) 
produced on the local stage.  
 
• Although burlesques (and burlettas) appeared on the Australian stage as early as the 1840s, it was not until W. M. 
Akhust produced a string of successes in the late 1850s/early 1860s that the genre's popularity became established in the 
country. Leading Australian-based writers/adaptors of burlesque during its golden era (c1860-1890) included: W. Horace 
Bent, Charles and Harry Cogill, Garnet Walch, Percy St John, Lance Lenton, H. R. Duff and Harry Leston. The essence of 
Australian burlesque was laughter rather than satire. Eric Irvin notes in the Dictionary of Australian Theatre that "in a sense 
the musical burlesque of the 1860s and early 1870s could be called a pantomime for elders – a leg, costume, and scenic 
show designed to amuse and relax" (58). Australian burlesque, which drew more on the American tradition, became in turn 
an influence on the development of the locally-devised revusical (c 1915-1930). Two of the most popular sources for 
Australian burlesque were H.M.S. Pinafore and Uncle Tom's Cabin.  
 
 As with pantomime, and indeed any popular culture entertainment form, a precise definition of burlesque is difficult to 
pin down. This is because a natural hybridisation process takes place over time as writers and producers borrow and 
reinterpret ideas from various others genres and sources. Thus most Australian burlesques of the 1880s and 1890s should be 
understood as being generically different from those of the 1850s and 1860s, and even the 1870s.  
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2. Nomenclature Survey (1915 - 1939):  
 
 
1915 
 
I'M SORRY (Paul Stanhope Revue Co): "A mirthful musical revusical… brightly written and elaborately produced. 
 brimful of Latest Song successes, Hilarious Comedy Scenes, Artistic Ballets and Tuneful Choruses. A ripple of 
 happiness from the opening chorus to the grand finale" (A: 25 Dec. 1915, 12 - advert.).   
 
 NB: The 1915 production included Stanhope's specialty act "Three Thousand Feet High"  
 
 
1916 
 
FULL STEAM AHEAD (Victor Prince Revusical Comedy Co): The Theatre magazine refers to the production as a 
 "revue" (Mar. 1916, 44). 
 
A SPORTING CHANCE (Nat Phillips' Stiffy and Mo Co): Described as "another tabloid of inconsequences [sic], as  
 regards the plot, but chock full of action and comedy just the same" (E: 26 Nov. 1924, 34). 
 
GEE WHIZ (Nat Phillips' Stiffy and Mo Co) "The dressing of the show each week is excellent, and taken on the whole Nat  
 Phillips has  presented the best "musical revues" seen on this circuit" (AV: 9 Aug. 1916, n. pag.). 
 
 
1917 
 
THEN THEY WOKE UP (Bert Le Blanc Co): Described as a musical comedy (AV: 6 June 1917, n. pag.). 
 
KEEP IT DARK (Bert Le Blanc Co): Described as a musical comedy (TT: Jan. 1917, 52). 
 
MISS CHILLY FROM CHILE (Harry Clay's company): "This is one of the highest class playlets in vaudeville [and] 
 offered by artists of real merit" (AV: 4 July 1917, n. pag.). 
 
AT THE RACES  (Nat Phillips' Stiffy and Mo Co):  Described as both a "burlesque" (ARG: 17 Sept. 1917, 3) and  
 "musical  burletta" (ARG: 10 Dec. 1917, 8). 
 
 
1918 
 
IN OLD SEVILLE (Bert Le Blanc Co): "Bert Le Blanc and his musical merry-makers… essayed a musical burlesque…"
 (BC: 7 Jan. 1918, 9). 
 
YACKA HULA HICKEY DULA (Arthur Morley Co): Described in the Theatre as an "original one act Hawaiian 
 extravaganza" (Feb. 1918, n. pag.), and in Australian Variety as "an original one act pantomime" (15 Jan. 1918, n. 
 pag.). 
 
DO IT NOW (Bert Le Blanc Co): Described as a "burlesque revue" (BC: 11 Nov. 1918, 5). 
 
 
1922 
 
PEEP SHOW:  The term "revusical" is used to describe this production, staged at the Theatre Royal, Sydney (c 
 August/September). 
 
 
1928 
 
MONEY TO BURN:  A Nat Phillips revusical at the Bijou Theatre, Melb, it is described in an Age review as a "musical 
 comedy revuette" (17 Dec. 1928, 12). 
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1929 
 
A TRIP TO THE MOUNTAINS: Les Shipp's A Trip to the Mountains is described as "a musical farce interspersed 
 with numbers by the ballet and several specialties occupying the whole second half" (DM: 3 July 1929, 10). 
 
 
1939 
 
• The Brisbane Courier refers to a vaudeville show at Brisbane's Theatre Royal staged by Madge Cloherty's "Celebrities" 
 troupe as "revudiville" (8 July 1939, 14). 
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3. Production Descriptions: 
 
 
1915 
 
THIS IS THE LIFE (Paul Stanhope's Merry Musical Burlesque Co): Paul Stanhope's company "opened at the National 
 (Syd) on February 13. They fill in the second part of bill. It is a refreshing departure from the ordinary-presented 
 vaudeville acts… The initial offering was This is the Life. In this there are seven part-players, and in addition there are a 
 dozen other performers who appear in singing, dancing, and other novelties. The entertainment, in short, is what it is 
 described to be - a musical burlesque" (X-Ray. "Paul Stanhope Musical Burlesque Co."  TT: Mar. 1915, 35). 
 
CATCH ON (Kate Howard and Elton Black Co): "The performers come on - and disappear - in such a way as to suggest 
 the development of a story. But it is … only the slenderest attempt that is made in the way of connecting things up" (X-
 Ray "Month in Vaudeville, The." TT: Sept. 1915, 45). 
 
ON THE SANDS (Royal Musical Comedy Co): Synopsis of Events - Flo and her Friends Arrive; On the Sands; Private, 
 Strictly Private; Clarence the Sport; Somebody's Taken My Togs, I Wonder Who Were There Before?; Police; The Rich 
 Uncle from Fiji; Everybody Happy  (AV: 27 Oct. 1915, n. pag. / AV: 3 Nov. 1915, n. pag. / AV: 27 Sept. 1916, n. 
 pag.). 
 
NOT A WORD TO THE WIFE (Royal Musical Comedy Co): "Nellie Calthorpe, wanting to go to a masked ball, tries to 
 find an excuse to give to her husband. Nellie's friends are decidedly frivolous and sophisticated young ladies who 
 suggest all manner of excuses so that she might attend the ball" (AV: 17 Nov. 1915, n. pag.). 
 
 
1916 
 
ON YOUR NUT (Jack Kearns Co) [Set in a Sydney boarding house, the cast of characters includes a young army recruit, 
 the boarding house keeper (Mrs O'Flanagan), and various lodgers and local residents] "The curtain rises on a festive 
 boarding house scene, the guest being a young fellow in khaki [who] is going to the front… Then the front-cloth 
 descends. After it comes down Mr Kearns appears in the guise of 'an Irish M.P." from Goondiwindi (Qld), looking for 
 "an ould friend of mine phwat keeps a Sydney boarding-house - Mrs O'Flanagan.' In this search he meets many other 
 members of the company, representing different types of Sydney residents, and in that way the audience are provided 
 with a lot of humorously skittish stuff.  In turn songs are given by Peter Brooks, Harry Sadler, Cliff O'Keefe, Billy 
 Maloney, Beattie McDonald, Vera Kearns, Violet Elliot and Mrs Kearns himself… Finally the front-cloth is raised once 
 more disclosing the boarding house - this time with the lodgers at the table more or less busy on a meal, and the landlady 
 flying about here and there. The Mr Kearns enters. The keeper of the place, Mrs Flanagan, is the "'ould friend' he is 
 looking for! Then the fun - in which all the boarders participate - follows fast and furious" (TT: Mar. 19116, n. pag.). 
 
ALL ABOARD (Nat Phillips' Stiffy and Mo Co): Set aboard the S.S. Maysail, the story concerns newly weds Tom and  
 Eva, her  brother John and his wife, Eva, a stewardess, Sarah, and a friend, Fred (TT: Oct. 1916, 49). 
 
A SPORTING CHANCE (Stiffy and Mo Co): Set on a farm owned by an old farmer with half a dozen pretty  daughters  
 on his hands, one of the on-going jokes concerns "The Truth Tree" - a tree that grows all sorts of fruit. Anyone telling a  
 lie beneath it gets a piece of fruit dropped on his or her head. The bigger the lie the bigger the fruit! The 1924 production  
 was described in Everyone's as "another tabloid of inconsequences [sic], as regards the plot, but chock full of action and  
 comedy just the same" (26 Nov. 1924, 34). 
 
JOYLAND and THE MATINEE GIRL (Les Bates Follies of Pleasure Co): "Like the revue, the musical burlesque 
 comprises a medley of music, dancing and humour, the whole strung together on the slenderest of plots… In [both 
 productions, Con Moreni's] work was the outstanding feature… As Mike Sweeney in the first piece, a hearty gullible 
 Irishman, and in the second, a gay old sport, the comedian utilised his dry style of humour with considerable success in 
 the proceedings…. The music of the two trifles consists of a number of brisk solos and choruses mainly in rag-time, 
 alternating with the approved style sentimental ballad. The predominance of solo items is given to the lady members of 
 the company" ("Follies of Pleasure Co," WA: 25 Dec. 1916, 6). 
 
 
1917 
 
THEN THEY WOKE UP (Bert Le Blanc Co): Described as a "musical comedy" (AV: 6 June 1917, n. pag.) the songs, 
 dances and "business" are loosely tied to a story that concerns two Jewish sailors (Le Blanc and Mack) who are wrecked 
 on the languorous island of Bong. They fall asleep and dream of becoming king and grand secretary respectively, and 
 have, as one review notes, "a right royal time" (BC: 3 Dec. 1917, 9). 
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KEEP IT DARK (Bert Le Blanc Co): see the two eccentric jokers, Ike Cohan (Bert Le Blanc) and Morris Levi (Jake Mack) 
 ensconced in a Paris Hotel where they create all sorts of mayhem and hilarity." The revusical is described as a musical 
 comedy (TT: Jan. 1917, 52). 
 
WHAT'S THE USE (Bert Le Blanc Co): sees Ike Cohan (Bert Le Blanc) and Morris Levi (Jake Mack) run a far-from-
 successful pawnshop that nevertheless can't help being a place of riotous fun, singing, dancing, and joking (BC: 10 Dec. 
 1917, 5). 
 
CHOPS OF THE CHANNEL (Harry Clay's company): "The big success for some weeks… a laugh from start to finish," 
 the two stars, according to Harry Kitching (Australian Variety) were Will Gilbert, who kept the "record" audience 
 clambering for encores," and Kitty Stanley whose "handling of the plot and the discovery could not have been placed in 
 better hands" (30 Nov. 1917, n. pag.). "Kitch's" review of the Coliseum season in December notes, too, that the "musical 
 numbers fitted in with the farce, and by the applause which greeted the show, the audience were well satisfied with the 
 production" (14 Dec. 1917, n. pag.). 
 
 
1918 
 
THE PLUMBERS: (Nat Phillips' Stiffy and Mo) Concerns the antics of two plumbers, Stiffy and Mo, called in to make 
 repairs at a wedding breakfast. It is here they meet Mr Pinetree and his mean old wife, Mr Senate and Mrs Senate 
 (with a way of her own) and the newly wed Scudders. The chorus girls took on roles such as bridesmaids and friends 
 (Nat Phillips  Collection manuscript, UQFL9). 
 
IN A HAREM: (Nat Phillips' Stiffy and Mo) Sees Stiffy and Mo in an old-time impression of a Turkish domestic dovecote, 
 portraying porters at a Railway, who along with several other characters later find themselves in a Sultan's Harem. M. A. 
 Keup, writing in his "Vaudeville" column in Just It, notes that Phillips based this work on "the same theme that inspired 
 Mozart to compose The Seraglio," presenting an "old-time impression of a Turkish domestic dovecote" (6 Oct. 1927, 
 28). The production differs somewhat from the usual Nat Phillips one act musical comedy revue in that it is divided into 
 two distinct scenes, and contains a slightly larger cast. Furthermore, several members of the troupe who appear in the 
 first scene ("The Railway") do not appear in the second ("The Sultan's Harem").  The other characters include Will 
 Aitkins (a crook) and Mr Burwood (a smartie), a group of passengers, a sultan (alias Will Atkins) and a chorus of Ladies 
 of the Harem" (Keup, M.A. "Month in Vaudeville." 6 Oct. 1927, 28). 
 
DO IT NOW:  (Bert Le Blanc) Described in the Brisbane Courier as a "burlesque revue, Do it Now was "the first episode 
 in a story which [was] revealed more full in the sequel Get The Habit." The revusical's setting is in the stockbroking 
 office of Will Cheaten, with Ike and Morris as unsuspecting speculators who soon learn  that stockbroking is the art of 
 buying stock that doesn't exist with money you don't possess and selling it for more than it cost" (11 Nov. 1918, 5). 
 
 
1919 
 
BULLFIGHTERS: (Nat Phillips' Stiffy and Mo) Also known as Toreadors, In Mexico, Mexicans and In Spain, the various 
 versions of this one act musical comedy revue see Stiffy and Mo as bullfighters. Although new songs and fresh comic 
 business were no doubt inserted into the various productions over the years, it is believed that the basic format of the 
 first narrative was kept. The 1922 production, for example (presented as In Mexico), is known to have contained the
 following characters: Bill Brady (a crook), Floritta (an heiress), Anita (in love with Brady), Antonio (in love with 
 Floritta), Petre (a bad hombre),  Florrie (who also loves Brady), and various senoritas. The 1924 version has at least four 
 similarly-named four characters - Pedro, Natalie, Flora and Floritta. The Theatre describes the 1924 production, titled 
 Mexicans thus: "Stiffy and Mo, two strangers in Mexico, are alternatively vamped by Natalie, Flora and Floritta, and 
 only just manage to evade the knife of Pedro the toreador. The plot is neither here nor there, however, when Stiffy and 
 Mo start gagging. A most artistic scene representing a courtyard in Mexico, forms the background for the revue and six 
 dainty senoritas dance on and off when the fun slows down… but the show is Stiffy and Mo" (Dec. 1924, 44). 
 
KUTE KIDS: Billed as a "Komical Kolation," Arts Slavin's Kute Kids concerns Mr Mug (an elderly widower) who has 
 his mind (and eye) set on marrying again. The "infant terribles" of the women he is pursuing cause him problems with 
 their antics. 
 
THE BELLE OF LA PEROUSE: Reviewed in the Theatre as containing a "Charley's Aunt-like plot [and] embellished 
 with… incidental numbers" (July 1919, 23), the story line of The Belle of La Perouse has Jack Kearns' character 
 masquerading as an aunt for chaperone purposes. 
 
AFTER THE SHOW: Art Slavin's revusical After the Show is described by Harry Kitching in Australian Variety as a 
 musical play, and as having a good plot - "with many funny situations" (6 Sept. 1919, n. pag). 
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1920 
 
THE MISSISSIPPI CABARET: Said to have been produced for the first time in Sydney, and described as a 'musical 
 comedy," the origin and authorship of The Mississippi Cabaret are unknown.  Despite the American-ness of its subject 
 matter it is possible that the work could still be an Australian-written work (most likely by Reg Greenwood, then 
 manager of Harry Clay's No 4 company, along with others in the troupe). Greenwood was an English comic and tenor 
 who was resident in Australian for a number of years, and indeed is known to have secured regular employment with 
 Harry Clay between 1918 and at least 1921. 
 
HENPECKED:  A Harry Clay production (Princess Theatre, Syd; 18-24 Sept.), Henpecked is described as both a musical 
 farce and a musical comedy. 
  
 
1921 
 
IN OLD SEVILLE: This Bert Le Blanc revusical is described in advertising as a musical comedy.  
 
TWO DAYS OUT: George Wallace's revusical Two Days Out is described in advertising and reviews as a "musical 
 tabloid."  
 
 
1922 
 
THE BANK: (Nat Phillips' Stiffy and Mo) Stiffy and Mo are janitors in The Bank. The other characters are Mr Morgan (a 
 banker), Mazie (his daughter), Freddie (her fiancee), Jacques (the manager), Quilpy (a clerk), Miss Fussy (the head 
 typist), Dora (a secretary), and Mrs Mush (the charwoman). 
 
IN SOCIETY: (Nat Phillips' Stiffy and Mo) Stiffy and Mo's In Society is set in the studio of socialite artist, Maurice. The 
 other characters in this "musical comedy revue" are Floritte (his model), Peters (his friend), Polly (his maid), Tonnette 
 (a model), Mr Guiter (a roue), several attractive models and two "butter-ins," Stiffy and Mo. For the 1924 production, 
 Australian Variety records, "a most sumptuous interior set, with a superb moonlight view of the city in the 
 background. Here the amusing attempts of Stiffy and Mo to get Mo into society were the chief ingredients of a revue 
 that contains a lot of matter  founded on everyday experience. A really amusing episode is where Stiffy, [with] the help 
 of an imaginary lady, attempts to drill Mo into the manner of conducting himself in high-class social circles… Wisely 
 surrounding themselves with excellent 'straight people,' the revue goes through the haven of success without the 
 humourosities of the pair becoming too boresome" (AV: 20 Sept. 1924, n. pag.). 
 
A MILLIONAIRE FOR A NIGHT: (Jim Gerald Co) Described in a Theatre review as a "mini musical comedy," with 
"some sort of story [running' through it to give interest to the characters," Jim Gerald's A Millionaire for a Night 
concerns two people who change lives temporarily so that each can enlarge his life experience (or else break the 
monotony of life for a while) by being someone (and something) different (TT: Sept. 1927, 19). 
 
1914-1918; OR, FOR THE DURATION: (Jim Gerald Co)"Enlisting in 1914 [Mr Gerald's] period as a recruit at Liverpool 
 Camp was one of "persecution" at the hands of Sergeant Major Bluff (Mr Howard Hall) from whose gruff person he got 
 nothing nut hostility and abuse. Muggins' discomfiture was further provoked by the austere Captain Aynsley (Mr 
 Ernest Crawford). On board the transport and finally in the trenches Private Muggins' was always to the fore" (13 
 Nov. 1922, 13). 
 
WHIPS AND QUIPS: (Jim Gerald Co) Jim Gerald's Whips and Quips, a racing revue with a law court burlesque, has a 
 cast of characters which include a trainer, a crook, a stableman, a yokel, an owner, a jockey and a spieler.  
 
THE TENNIS CLUB: (Jim Gerald Co) Jim Gerald's one act musical comedy, The Tennis Club, revolves around Lord 
 Colic and his valet, Hector Lip (Gerald).  
 
 
1923 
 
ROCKETS: The Grand Opera House was filled to its utmost seating on Saturday night to witness the "revusical 
 pantomime" presented by Mr Hugh J. Ward's London Company, under the title of Rockets. Rockets is neither a 
 pantomime nor a revue, but it seems to include the best of both, for there is not a dull moment in the full three hour's 
 performance. There are fourteen scenes in all, each of which is distinct in itself, and all are staged in a spectacular 
 manner (SMH: 24 Oct. 1923, 6). 
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1924 
 
REMNANTS: (Nat Phillips' Stiffy and Mo) "Like its predecessors," writes an Everyone's reviewer, Nat Phillips 
 Remnants "has little or no plot, but  just enough to hold it together and permit of the comedians and their support giving a  
 first-class impression of how easy  it is to get laughs" (3 Dec. 1924, 34). 
 
 
1925 
 
JUST A GIRL / THE DEATH OF THE APHRODITE: The Theatre notes, in its review of two Phil Smith revusicals, 
 Just a Girl and The Death of the Aphrodite,  that the patter work of Phil Smith and William Greene was "very finished, 
 [but] perhaps at times a trifle too subtle for audiences used to knock-about farce." The magazine's critic also notes that 
 Phil Smith's revues, notably Just a Girl, are "built on lines that recall some of the musical comedies of the past… the 
 plot is in many cases quite coherent, and in some cases dramatic. The result is the performers have something tangible to 
 work upon, and the revues are more than glorified vaudeville" (February 1925, 12). 
 
THE PICKLED PORTER: (George Wallace Co) Typical of Wallace's revusical farces, The Pickled Porter utilised his 
 outrageous capability to perform a drunk act, complete with side-splitting falls. Everyone's writes of the 1925 
 production: "as is usual with these tabloids, there is just the semblance of story, but it serves to introduce the little 
 comedian in another mirth- provoking part - that of the porter. 
 
SO THIS IS MANLY: Believed to have been the first of Reg "Kangaroosta" Thornton's one act musical revues for Harry 
 Clay, and perhaps the first that he wrote. Previews and reviews indicate that Thornton's revusicals, and this one in 
 particular, contained a stronger plot within their story lines than most contemporary productions. Everyone's, for 
 example, wrote in May that "all [his productions] are written with a view to continuity of plot and the inclusion of song 
 numbers of an appropriate nature" (6 May 1925, 37). 
 
ACTORS TROUBLES: Another of Reg Thornton's revusicals produced by Harry Clay's company, Actors Troubles is 
 described in the Theatre as containing "a novel plot"…  which proposes that "actors have more than their share of 
 troubles"  (July 1925, 4). 
 
CATCHEM AND ROBBEM:  A Con Moreni revusical produced as part of "The Veterans of Variety," a special event put 
 on by Sir Benjamin Fuller, concerns a pair of actors, "Ginger Catchem" (Con Moreni) and "Robbem" (Dan Weldon), 
 who are down on their luck. They put up at a hotel "and proceed to resuscitate their financial standing by working their 
 heads upon all likely marks with whom they come into contact" (GR: July 1925, 14). 
 
THE LADY BUCCANEERS:  A revusical presented by the Bandbox Revue Company under the direction of its 
 leader/writer/director, F. Gayle Wyer, is set on a corsair's ship run by women pirates. The storyline allowed the "original 
 lines" to unfold within the "picturesque scene" of the ship's "bridge and flying deck built up… [with] the starboard and 
 port lights turning, and the main deck alive with pretty lady pirates" (TT: Oct. 1925, 13-14). 
 
AFTER THE STORM: The Theatre notes that "novelty was imparted to [After the Storm]… by the locale being placed 
 in Sydney." With a greater emphasis on localised dialogue and topicalities, "this smart concoction of song, dance and 
 interlude… possessed like all Gayle's works, a clear-cut story, which was punctuated at times by introduced songs and 
 the ever welcome dancing of the clever Australian girls." The story is set in a Darlinghurst flat owned by Timothy 
 O'Sullivan, who, during the absence of his wife, gets an old bachelor friend Bill Utterman (Gayle Wyer) to keep him 
 company. The two have a night out, and arrive home to find that Mrs O'Sullivan has unexpectedly returned from the 
 country. To make matters worse, La Belle Farnois, a chorus girl, turns up to get her handbag that the now much-tangled 
 O'Sullivan took by mistake. Much humour is supplied, too, by the character Jones, a "darky" servant, who has to 
 repeatedly unpack and pack his mistresses bags as she and her husband continually shift between arguing and making up 
 (Nov. 1925, 41). 
 
 
1926 
 
FIREMEN AND FLAPPERS: "As usual, the second part is devoted to revue as purveyed by The Skeeta Cass Co., 
 whose offering this week is the rattling, romantic and mirth-provoking revue of Firemen and Flappers, which in other 
 States has brought them well-deserved fame. The jokes and comical situations of the plot never fail to please, and the 
 sentimental side of the revue is well-looked after. Firemen and Flappers has an alluring title and the author and 
 composer, aided by the company made the piece very fascinating to patrons…" ("Vaudeville." JI: 11 Nov. 1926, 29). 
 
WILLIE'S FRIVOLS: "[The Desmond troupe's Willie's Frivols] revue, as usual, built on the broad lines of vaudeville, 
 with a plot liable to be dislocated at any moment by lively song and dance incidents" ("Vaudeville." JI: 18 Nov. 1926, 
 28). 
 923 
 
 
1927 
 
MARY'S LAMB: "The Zig Zag Revue Co. are excellent in Mary's Lamb, the plot of which shows a gay Lothario of a 
 husband being kept under the eye of a suspicious wife until the wife is bowled out in a little indiscretion of her own." 
 ("Vaudeville." JI: 3 Feb. 1927, 28).  
 
HAVE A BATH, SIR!:  "There was a healthy mixture of nonsense in Have a Bath, Sir which was billed as 'a musical 
 comedy revuette,' in which Dr Dapper (Dan Weldon), the matron (Dorothy Manning), Dr Mo (Roy Rene), Stiffy (Nat 
 Phillips), the lunatic who wheels his barrow upside down for fear someone might put bricks in it (Jack Kellaway), Miss 
 Monotony (Polly Power), Mr Nearly Better (Hal Cooper), and the neurotic patients (the Charleston Boys) appeared at 
 their best" (BC: 28 Feb. 1927, 16). 
 
THE MERRY MASQUERADER: "Masquerading as a millionaire whose eccentricities are overlooked in view of his 
 supposed wealth, [Jim Gerald's character] becomes entangled in a love affair which provides a series of incidents 
 affording [the comedian] every scope for his inimitable acting" (BC: 20 June 1927, 20).  
 
+ 
 
• "The revues purveyed by the [Nat] Hanley troupe are all well constructed with a view to utilising to the fullest 
 advantage the talents of [the troupe]. Not for a moment is the ceaseless flow of joke, song and dance allowed to flag… 
 One good feature about revue is that one is not tied down to tradition, or bound to follow 'the book,' as in the case of 
 comic opera or the various branches of the drama. A revue is a handy, if spineless, form of show. One can take out a 
 song here and there, or insert another one there, for the charm of revue is that it is not tied down to plot or incidents"  
 ("Vaudeville." JI: 20 Jan. 1927, 28). 
 
• "Nat Hanley and Al Mack supply the major portion of the humour in the well-presented revues, which seem as 
 countless as the sands of Coogee, Bondi or La Perouse. Even the naming of each fresh revue must cause some thought, 
 and the working out of a different plot, with incidental "business," songs, dances, and comical situations, calls for, and 
 gets, producing talent of the Augustus Harris quality" ("Vaudeville."  JI: 24 Feb. 1927, 28). 
 
• "There are many quick changes in the two acts of the present [Stiffy and Mo] show… the revue at present has just 
 enough patter to preserve a semblance of continuity throughout, and the comedians are always about during the whole 
 performance" ("Vaudeville."  JI: 21 Apr. 1927, 28). 
 
• "As usual with this class of entertainment, the stage is flooded from time to time with pretty girls whose dancing and 
 evolutions bring joy to the most hardened of playgoers… To the making of revues, like the making of  books, there 
 seems to be no limit, and the variety of incidents and songs worked into these patchwork pieces is a source of wonder to 
 the auditor"  ("Vaudeville." JI: 5 May 1927, 29). 
 
• "The medium of revue for the display of Stiffy and Mo is wise, as this class of entertainment is all sorts of shows and 
 nothing long. The writing of the 'book' and compiling of the music numbers is the work of Mr Phillips (Stiffy), who 
 must work all round the clock.. The amount of work involved in weekly changes of revue, must make hard labour in the 
 'cooler' a mere trifle. Not only do the company supply two shows a day, but they have to rehearse the revue for the 
 following week."  (Keup, M. A. "Vaudeville."  JI: 12 May 1927, 28). 
 
• "[Revue] allows ample scope for the introduction of pretty scenery, pretty girls, and effective comic incidents. The revue 
 medium is never at a standstill, it can be chopped and changed about to suit all tastes. A song and dance can be dragged 
 into the average revue on the same principle that the old theatrical manager, Crummies, introduced a pump into every 
 play he staged at Plymouth. The incident is well treated by Charles Dickens… in his fascinating story of Nicholas 
 Nickleby. Revue knows no limits, the scene can be Lapland or Canberra according to the taste of the author (Keup, M. 
 A. "Vaudeville." JI: 12 May 1927, 29). 
 
• One cannot be tied to facts in revue. Like pantomime and other mediums, the fancy of the author is allowed to roam  
 (Keup, M. A. "Vaudeville." JI: 2 June 1927, 29). 
 
• "The invention of the revue came as a boon and blessing to theatrical managers, and is the best medium for the display 
 of vocal talent, good dancing ]and comedians that have funny jokes to make one forget the income tax, the bailiff and 
 the landlord" (Keup, M. A. "Vaudeville." JI: 9 June 1927, 28). 
 
• "The revue in which the two principles [Stiffy and Mo] appear as returned soldiers, orderlies to their former war-time 
 captains, and are drafted into peaceful social surroundings, allows great scope for laughable consequences. The 
 audiences were greatly amused when 'Mo' came forth as a despatch rider" (Keup, M. A. "Vaudeville." JI: 16 June 1927, 
 28). 
 924 
 
• "It is a tradition that a Fuller revue must have a chorus-ballet of six shapely girls, and well sustained is this tradition in 
 the present [Stiffy and Mo] revues" (Keup, M. A. "Vaudeville." JI: 23 June 1927, 29). 
 
• [There was] the inevitable revue, without which very few vaudeville houses like to dispense with…. Herein a thread of a 
 plot was proved strong enough to hang upon it a series of songs, dances and interludes  (Keup, M. A. "Vaudeville." JI: 
 30 June 1927, 28. Review of an unnamed Mugsy Desmond revusical staged at the Gaiety Theatre, Sydney) 
 
• M. A. Keup, reviewer for Just It from April 1927 onwards, provides some insights into the Nat Phillips-produced 
 revues of 1927. The (unnamed) production for the week beginning 30 July, for example, contained at least five sketches  
 - "Three Doors In A Passage," "The Sailors," "Have A Drink," "Becky" and "The Nervous Patient" (Keup M. A. 
 "Vaudeville." JI: 4 Aug. 1927, 28).  
 
 
1928 
 
DON'T TELL THE WIFE: "Mr Gerald kept the audience in continual laughter … in this comedy in which he 
 ludicrously impersonated a Spanish senorita, a coy maid-servant, a picturesque Chinese and a drunken husband," writes 
 the Sydney Morning Herald theatre critic. "There is a plot in this play about a will and the schemes of those who try to 
 break it; but the interest in this is quite secondary to that of the clever fooling of the comedians and the bright songs and 
 dances of the principals and the Twinklers. The piece was written and produced by Mr Gerald" (SMH: 30 Jan. 1928, 6). 
 
THE MERRY MASQUERADER: "In successive sketches [Gerald] characterized a forgetful cinema cameraman and a 
desperate deadbeat who wanted to live in gaol. As the leading figure of the Merry Masquerader he was once more in a 
penniless condition but decided to pose as an American millionaire with a view to becoming engaged to the daughter of 
a wealthy English baronet" (SMH: 12 Mar. 1928, 5). 
 
CHUCKLES: Charles Delavale is "Ike" is a janitor "no bank manager could reject" in Chuckles, a "musical revuette," 
which concerns itself with the matrimonial differences between a jealous husband and his wife. Other characters include 
a woman, Susie, and a bank manager ("Bijou Theatre." A: 16 July 1928, 11). 
 
COLLEGE DAYS: Described as "a collegiate revuette" the comedy of College Days was sustained through the animosities  
 between Charles Delavale's character and that portrayed by Charles Megan, both members of an all male group of 
 university students called the "Crazy Quintette" ("Bijou Theatre." A: 23 July 1928, 12). 
 
A HARUM MIX-UP: "Ike Delavale, as Ike Cohen, gets into more difficulties than any person in Melbourne, and the 
 comedy created by his efforts to extricate himself would compel laughter from a Silent Cop.  A Harem Mix-Up is a 
 comedy revue that cannot fail to please" ( A: 25 Aug. 1928, 32. Advert.) 
 
THE SPARKLERS: "A merry melange of fun and melody," The Sparklers story-line concerned diamond thieves, 
 French police, customs officials, sailors and passengers. Wallace's role is recorded in the Age as being "the Nuisance" 
 (15 Oct. 1928, 9).  
 
DANGEROUS DAN: Described by Wallace as a "cowboy musical drama," Dangerous Dan was advertised in 1928 as 
 "the most screamingly funny of revues… His Six-Shooter Gun Spoke! and Seven Indians 'Bit the Dust'… Yes George is 
 Dangerous" (A: 1 Dec. 1928, 32). The production is later described in the Age as having "bristled with laughable 
 situations" (A: 3 Dec. 1928, 15).  
 
+ 
 
• Many of George Wallace's revusicals staged in Melbourne are described in the Age as "sketches which occupy the 
 whole of the second half of the programme" and not revues/revusicals/musical comedies. Wallace's advertisements on 
 the other hand highlight his troupe as a "Revue Company." [For details see Bijou (Melb) season ca. Sept. - Nov.] 
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APPENDIX G 
 
 
NAT PHILLIPS COLLECTION (UQFL9):  
FRYER LIBRARY, UNIVERSITY OF QUEENSLAND 
 
 
Finding Aid 
 
 
Contents: Contains play scripts, musical revues, stand-up comedy material, song lyrics, published music  
 scores, silent film scripts, radio play scripts, theatre programs, running orders, stage directions and  
 set design drawings, theatre management papers, musicians union papers, photographs….. 
 
Biography:   
 
Size:  11 Boxes 
 
 
Abbreviations and General Information for Entries 
 
1. Entries with an author identified, but followed (?) indicate this person's likely involvement as writer/adapter, but  
 the extent of that involvement has not yet been established.  For example: Nat Phillips (?) 
 
2. n/e    =  authorship not established.    
 
3. N/A   =  Not Applicable.   
 
4. M/S  =  Manuscript - either partial or complete text.   
 
5. SIDE(S)   =  Character parts (for individual roles). These contain only the dialogue spoken by that character,  
  and "feeder lines" - the last few words spoken by another character immediately  beforehand.  As such  
  they are incomplete manuscripts. 
 
6. Years entered with *  indicate  first known performance. 
 
7. [complete] indicates complete dialogue text only - and not song lyrics.  As songs were seldom integrated into  
 revusicals or musical sketches (old songs were frequently scrapped and new ones added)  lyrics were  rarely  
 included in the texts. Should song lyrics be included in a text this is highlighted in the corresponding notes.  
 Complete texts have their number of pages noted in the far right column (beside year/date). Where two or more  
 texts are held the page numbers of each text are separated by a slash (i.e. 12/14 or 12/12). A + sign beside the  
 number of pages indicates that the complete text is also accompanied by other related material. 
 
8. [incomplete] indicates that a text or material collated under the same title are either incomplete or believed to be  
 incomplete. The number of pages in the text or collated material is included in brackets within the Description  
 section (i.e. 6p). 
 
9. Each entry attempts to identify the most likely theatrical genre for the text. In some instances this is not clear  
 and thus several possible genres are submitted. Such entries are indicated by (?). For example: Farce/Sketch (?). 
 
ORDER OF ENTRIES 
 
Catalogue No          Title of work or identification title   
 • author (if known) or n/e 
 • Description of item (i.e. song or revusical) [complete ?]     no of pages date (?) 
 - Additional information. 
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●  Revusicals, Sketches, Farces, Pantomimes:  A-L  (The Property of, Written,  
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Box 2 
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Adapted or Performed by Nat Phillips) 
 
 
Box 3 
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●  Comic Routines  [CR]  
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●  Songs, Songsters and Scores Published from 1931 onwards  [PS] 
 
 
Box 11 
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UQFL9: Box 1 
 
NAT PHILLIPS 
 
 
REVUSICALS, SKETCHES, FARCES, PANTOMIMES  
(The Property of/or Written, Adapted or Performed by Nat 
Phillips) 
 
A Folder 
 
A.1  AT THE GRAND (aka Bellboys)  
  • Nat Phillips   
  • Stiffy and Mo revusical      [complete]    9+ pages    1923  
  -  Characters incl. Stiffy, Mo, Bings, Vera, Dingo, Maud, Eddy, Harry, Frank, Hiam, Astle, Mrs  
   Pinkton, Mrs Tut, Estelle, Old Man. 
  -  Written in Dunedin, New Zealand on 14 Dec. 1923 (see M/S: 2). 
  -   M/S 1: Full text, incl. some lyrics and song titles. 
 -   M/S 2:  Text fragment, 1st 2 pages plus lyrics for Arabella's song (3p) 
 -   M/S 3:  3 copies of "The Bellboys" and "Moonlight."   
 -   SIDE:  Frank (1p).         
 -   Songs incl. in M/S 1: are "I am the Manager," "We are a Couple of Bell Boys" and "At the Grand." 
 
A.2  ARNOLD     
  • n/e    
  • Sketch/farce (?)       [incomplete]    3 pages   n. yr. 
  -   SIDE:  Henry (3p). 
 
A.3  AVIATORS     
  • Nat Phillips (?)  
  • Musical sketch/farce (?)     [complete]    9 pages   n. yr. 
  -   Characters incl. Miss L, Aviator, Mechanic, Crank. 
 
A.4  ACCIDENTS WILL HAPPEN    
  • Nat Phillips (?)  
  • Sketch/farce (?)      [complete]    8/9+ pages  n. yr 
  -   Characters:  Mrs Beetle, Mrs Slugg, Bert, Cissie, 'Enery. 
 -   M/S 1:  Incl. title page and scene directions (9p) 
 -   M/S 2:  No title page.  Incl. scene directions (8p). 
 -   SIDE: 'Enery (4p). 
 
A.5  ATTEMPTED SUICIDE   
  • Nat Phillips (?)  
  • Sketch        [complete]    6 pages   n. yr. 
     -   Characters:  Comic, Pal, Policeman, Swell, Man. 
 -   The manuscript indicates that the parts are to be played by Nat, Dan, Mike, Harry and Walsh. 
  -   Set on the Thames embankment. 
 
A.6  ANOTHER GOOD GIRL GONE WRONG    
  • Gilbert Clark   
  • Sketch          [complete]    4+ pages   n. yr. 
    -   Characters:  The Girl, The Man. 
 -   SIDE: The Man (4p). 
  -   Set on a river front. 
  -   Title page stamped "Nat Phillips" and "Music Box Revue." 
 
A.7  ANNIVERSARY   
  • Nat Phillips   
  • Sketch           [complete]    15 pages   n. yr. 
       -   Characters: Lady, Gent.  
 -  Handwritten manuscript. 
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A.8  AT THE SAME GAME   
  • n/e    
  • Sketch           [complete]    4+ pages   n. yr. 
  -   Characters: Harry (husband), Annie (his wife), Dick (his friend), Fred (the boy), Mary (the other girl). 
 -   SIDE: The Wife (1p). 
  -   One act sketch set in a drawing room. 
 
A.9  ARIZONA     
  • Nat Phillips (?)  
  • Revusical       [incomplete]    1 page   n. yr 
  -   Characters incl. Paul, Jane, Mike, Sam. 
 -   SIDE: Paul (1p). 
 
A.10 ALL AT SEA     
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)    [incomplete]    8+ pages   n. yr. 
  -  Characters: Mr Bounce, The Captain, Dot. 
 -  SIDE: Dot (6p). 
  -   Multiple copies of the song "All At Sea" (12 x 1p). Also incl. "Opening Chorus" (1p). 
 
A.11 AFTER ALL     
  • n/e    
  • Sketch        [complete]    2 pages   n. yr. 
 
 
B Folder 
 
B.1  BETCHER     
  • Nat Phillips (?)  
  • Sketch        [complete]    6 pages   n. yr. 
  -  Characters are: Betcher, Wilkinson. 
 
B.2  BURLESQUE MUSIC HALL PROGRAM    
  • Nat Phillips (?)  
  • Sketch         [complete]    10 pages   n. yr. 
 -   Title page reads "Burlesque Musie Hall Program." [sic]        
  -   Characters: Comic 1, Comic 2, Lady.      
 
B.3  BRACELETS, THE    
  • Nat Phillips (?)  
  • Comedy sketch       [complete]    33+ pages  n. yr 
 -   M/S 1:  Full text, large size paper (5 p).  
 -   M/S 2:  Full text, small sized paper (14p). 
 -   SIDE: Mrs Deleware (5p), Dr McPhal (6p), Patient (3p).     
 
B.4  BUNYIP, THE    
  • Ella Airlie and Nat Phillips et al  
  • Pantomime        [incomplete]    45 pages   1916 
  -   SIDES: Stiffy (44p), Swaggie (1p).     
-  NB:  See also Hanger Collection for 2 Ella Airlie versions; 1907-8 [H1906] and 1916 [H1906A]. 
 
B.5  BREAKFAST TIME   
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    6 pages   n. yr. 
  -   Written for three actors.  
 -   SIDES: Wife (2p), John Smith (3p), Butler (1p). 
  -   All parts incl. hand-written notes. 
 
B.6  BAD MAN, THE    
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)    [incomplete]    10 pages   n. yr. 
  -  Characters incl.  Wilfred, Flo, Emma, Jane, Bud. 
  -   SIDES: Comic (1p / 8p - same texts on different sized paper), Bud (1p). 
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B.7  BIG WHEEL, THE    
  • Nat Phillips (?)  
  • Sketch/farce (?)        [incomplete]    3 pages   n. yr. 
  -   SIDE: Pete (3p). 
 
B.8  BUYING A HAT    
  • Nat Phillips (?)  
  • Sketch        [complete]    3 pages   n. yr. 
 
B.9  BARBER SHOP, THE   
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    3 pages   n. yr. 
  -   Characters incl. Bill, Little Man, Comedian. 
  -   SIDES: Little Man (1p), Comedian (2p). 
      
B.10 BANK, THE     
  • Nat Phillips   
  • Stiffy and Mo Revusical     [incomplete]    3 pages   1922 
  -   Characters incl. Mr Jacques, Marian,  Bis, Stiffy, Keith, Mrs Mush. 
  -   There is no inclusion of Mo in the text, despite a number of lines being given to Stiffy. The character  
   "Bis" appears to be Stiffy's off-sider. The original 1922 production of The Bank was a Stiffy and Mo  
   revusical. 
 -   SIDES: Mrs Mush (2p), Keith (1p). 
   
B.11 BETTY  (aka Oh Betty)   
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    5 pages   n. yr 
  -   Characters incl. Betty, Edwin, Dick, Kitty, The Maid. 
  -   SIDE: Dick (1 x3p / 1 x 2p). 
 
B.12 BELGRAVIA    
  • Nat Phillips (?)  
  • Sketch/farce (?)  [    [incomplete]    1 page   n. yr 
  -   Characters incl. Stiffy, Shaw. 
  -   Text incl. lyrics to the song "Belgravia" (1p). 
 
B.13 BLACK SPIDER, THE   
  • Neville Routledge (?)  
  • Sketch/farce/revusical/play (?)     [incomplete]     17 pages   n. yr. 
  -   The title page records "The property of Neville Routledge." 
 -   Text is handwritten. Possibly in 2 acts. 
 -   SIDE: Capitaine Robert (17p). 
 
B.14 BY MY HALIDON    
  • Nat Phillips   
  • Sketch/Farce (?)      [complete]    9+ pages    n. yr. 
  -  Characters: Lady Betty, Raspberry, Mistress Fayne, Luvaduck. 
  -   SIDE: Lady Betty (3p). 
 
B.15 BURLESQUE DRAMA   
  • n/e    
  • Farce/sketch with music     [complete]    5+ pages   n. yr. 
  -  Characters: Principal, Hero, heroine, Villain, Sailor, Old Man, Chorus. 
  -  M/S 1: Contains handwritten notation on each pages. The name mentions Olive B (3p) 
  -  M/S 2: First page is missing (2p). 
 
B.16 BUSINESSMAN 
  • n/e    
  • Farce/sketch with music     [complete ?]    9/7 pages   n. yr. 
  - MS 1: "Business Man" is handwritten on first page (9 pages). One page is blank. 
  - MS 2:  Pages 2-7 only. Page 1 (possibly title page) is missing. This version is typed. 
  -  Both texts appear to be essentially the same, with the same characters. 
  - Characters incl. George Haberdash, Miss Buvall, Child, Cecil. 
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►  NB: BABY MINE:  [see WHO'S BABY] 
  BELLBOYS, THE: [see AT THE GRAND]   
 
 
C Folder 
 
C.1.  CHRISTENING, THE   
  • n/e    
  • Farce         [complete]    2+ pages   n. yr. 
 -   Characters are: The Wife, The Mother-in-law, The Father-in-law, The Husband, The Inspector.   
-   SIDE: The Wife (1p). 
 
C.2  CONVICTS IN CLOVER     
  • Nat Phillips   
  • Stiffy and Mo revusical     [incomplete]    6 pages   1927  
  -   SIDES: Comic (6p), The Governor (2p). 
 
C.3  CAFE IN PARIS, A    
  • n/e    
  • Revusical        [complete]    23+ pages  1928 
  -   M/S 1:  13 pages   [paper size different to M/S 2] 
  -   M/S 2:  10 pages   [paper size different to M/S 1] 
 -   SIDES:  Pat Flannigan, Abe Cohen, Mam'selle Pom Pom, Mrs Rock, Miss Dorchester, Charles Pacey,  
  Monsieur Fro. 
  -   Dated 27 Nov. 1928. 
 
C.4  COLLEGE DAYS    
  • Nat Phillips (?)  
  • Revusical         [complete]    22+ pages  n. yr 
 -  Characters: Denny, Prof, Billy, Prigley Smith, Minnie Smith (Prof's daughter), Delia Smith 
 -  M/S 1: Full text incl. staging/costume directions. Song spots only - no titles or lyrics (13p)    
-  M/S 2:  Two cover pages + four pages from the "Zoological" scene. 
  - SIDES: Billy (3p), Man (2p). 
 
C.5  COMPANY WILL   RECITE, THE    
  • n/e    
  • Sketch (?)          [complete]    4 pages   n. yr. 
    -   Characters are: Comic, Girl, Sadie, Alex. 
 
C.6  CLUES, CHUCKLES AND CLUES   
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)       [incomplete]    22+ pages  n. yr. 
      -   SIDES: Gendame 1 (2p), Gendame 2 (2p), Official (1p), Bud (8p), Frank (9p). 
 
C.7  CINDERELLA    
  • Nat Phillips   
  • Pantomime        [incomplete]    30+ pages  1919 
  -   M/S 1:  Souvenir of 100
th
 performance at Princess Theatre (Melb) 1 Mar. 1921 (4p). 
  -   M/S 2:  Running order with notes for a Stiffy and Mo version  (4p). 
  -   M/S 3:  Scene 4: Notes  (1p).  
  -   M/S 4:  W. Hamilton-Webber score for Act 1; Sc 2 Finale "Get Ready for the Prince's Ball" (4p).  
  -  M/S 5:  W. Hamilton-Webber score for Act1; Sc 2 Opening  (4p). 
  -   M/S 6:  W. Hamilton-Webber score for Act 1; Sc 5 Finale "Wedding Bells"  (4p).  
  -   M/S 7:  2 copies scene sequences for Adelaide season 1931-2  (1p). 
  -   M/S 8:  Miscellaneous lyrics incl. "I Do Like Living In Sydney" and 6 unidentified items: "A lady  
   fair…," "Hunting, hunting, it did not matter the size…," "Let us dance till a trance…," "Where is  
   Cinders…," "To the ball, the Princess's ball…," and "Awake, awake, tis dawn again…" 
  - M/S 9:  Handwritten note for props and/or stage manager (1p). List incl. Santa's beard, bag of apples for  
   Buttons, Slippers and mikes (?). Possibly indicates a late 1920s production. 
         -   SIDES:  Boronia (6p), Astrella (2p). 
 - NB: See also Fryer Hanger Collection for Cinderella Libretto (full text) [H 2013]. 
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C.8  COMMUNITY SINGING IN THE HOME    
  • n/e    
  • Musical sketch/farce       [incomplete]    23+ pages   n. yr. 
    -   SIDES: Old Lady (5p), Maid Servant (3p), Tired Businessman (5p), The Major (1p - title page only),  
   City  Clerk (1 x 5p / 1 x 4p). 
 -   Incl. a song written to the tune of "Land Of Hope And Glory." 
 
C.9  COWBOY SKETCH   
  • n/e    
  • Sketch        [incomplete]    5+ pages   n. yr  
  -  SIDE: Mike (1 x 2p / 1 x 3p). 
  -   Also the title page of the character Jane (1p). 
 
C.10 CURE, THE     
  • Nat Phillips (?)  
  • Sketch/farce (?)       [incomplete]    10+ pages  n. yr. 
 -   SIDES: Mr Parrott (2p), Mary (5p), Mrs Parrott (3p). 
 
C.11 CHALMERS     
  • Nat Phillips (?)  
  • Sketch        [incomplete]    3 pages   n. yr. 
  -  Characters incl. Friend, Lucille, Susan, Bernard.       
  -  SIDES:  Lucille (2p), Friend (1p). 
 
 
D Folder 
 
D.1  DOUBLE CROSSING   
  • n/e    
  • Sketch/farce (?)        [incomplete]    18 pages   n. yr. 
  -   SIDES: 1
st
 Comic (7p), Policeman (3p), 2
nd 
Comic (8p). 
 
D.2  DICK WHITTINGTON & HIS CAT   
  • Nat Phillips   
  • Pantomime        [incomplete]    9 pages   1921 
    -   SIDE: Spike (9p). 
  -   Original cast incl. Nat Phillips (Stiffy) and Roy Rene (Mo). 
   
D.3  DIFFERENCE, THE    
  • Nat Phillips (?)  
  • Sketch/farce (?)       [incomplete]    4 pages   n. yr. 
  -   SIDE: The Woman (4p). 
  
D.4  DAY AT CONEY ISLAND, A     
  • Nat Phillips (?)  
  • Revusical         [complete]    18 pages   n. yr. 
    -   Characters incl. Pat Fleming, Abie Cohen, Straight Man, Cab Driver, Leading Woman, Soubrette,  
   Waiter, Wild Bill (Cowboy). 
 -   Full text incl. stage/costume directions. Song spots only (no lyrics or  titles). 
 
D.5  DINING OUT    
  • Nat Phillips (?)  
  • Sketch/farce       [incomplete]    12 pages   n. yr. 
 -   SIDES: Mrs Smith (6p), Mr Smith (6p).   
 
D.6  DRESS REHEARSAL   
  • E. Warrington  
  • Burlesque         [complete]    4 pages   n. yr. 
  -   Characters/actors:  Oscar (W. Crawford), Stage Manager (Norman French), Leader of the Orchestra (E.  
   Warrington), Old Actor (George Wright), Ham and Egg Sisters (Kilner and Exton), Actor Vocalist (G.  
   P. Hanna), Operatic Singer (R. Simpson), Prima Donna (George Long), Ragtime Singer (G. Wright). 
  -   Title page stamped "Nat Phillips / Re-written and produced for "The Diggers."  
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D.7  DREAM OF…. 1914, A   
  • n/e    
  • Sketch/farce (?)      [incomplete]    4 pages   n. yr. 
  -  Characters incl. Cook. 
  -  SIDE: Cook (4p). The Cook part is played by Mr [Dan] Dunbar. 
 
D.8  DEAF      
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    2 pages   n. yr. 
  -  Characters incl. Niece 
  -  SIDE: Niece (2p). 
 
D.9  DOMESTIC EPISODE 
  • n/e    
  • Sketch        [complete]    13 pages   n. yr. 
  - SIDE: Unidentified part (13p). 
  - Characters incl. Mr Gibbs (Harry?), Mrs Jones, baby. 
  - Text mentions Gladys Moncrieff. 
 
► NB: DOOLEY'S, THE  [see  A PRETTY KETTLE OF FISH]    
 
 
E Folder 
 
E.1  8
TH
 WONDER, THE    
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)       [incomplete]    10 pages   n. yr. 
 -   SIDES: Lady Eve (3p), Man (7p). 
 
E. 2  EGGS FOR TEA    
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    7+ pages   n. yr. 
 -   SIDES: Colonel Knaggs (2 x 2p), Horatio (2p), Anita (2 x 1p), Petunia (2p). 
 
 
F Folder 
 
F.1  FIREMAN'S BRIDE; (Or, The Marshals Of  France, The (aka The Fire Station)   
  • Nat Phillips (?)   
  • Revusical       [complete]    12 pages   n. yr. 
  -   Characters incl. The Captain, 5 Firemen, Claude, Girl. 
 -   Incl. stage/costume directions. Song spots only (no lyrics or titles). 
  -   Handwritten text.  Front cover has "fire station" handwritten, plus Nat Phillips stamp. 
 
F.2  FARMYARD OPERA   
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)    [incomplete]    3 pages   n. yr. 
  -   Characters incl. Millie, Guvner (sic), Sargent (sic), Mate, Hero, Keith. 
  -   SIDES: Mate (1p), Hero (1p), Keith (1p). 
 
F.3  FORGIVENESS 
  • n/e    
  • Sketch        [complete]    1 page   n. yr. 
  - Characters are: Comic (Joey) and his Wife. 
  - Scene: bedroom – 3am. Joey's wife has just come home from a night on the town. 
 
►  NB: FUN IN MEXICO:  [see MEXICO] 
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G Folder 
 
G.1  GOODS, THE    
  • Nat Phillips (?)  
  • Comedy          [complete]    18 pages   n. yr. 
  -   Characters: Mr Brownjohn, Mrs Brownjohn, Mr Tibbles, Sara, Gladys, Bill Burley, domestic  servants at  
   Registry Office. 
 -  Written in 3 scenes. 
 
G.2  GOOD MORNING JUDGE  (aka Not Guilty)    
  • n/e    
  • Revusical         [complete]    19+ pages  n. yr 
      -   Characters:  Henry Smith (comic; businessman), Ike Leschinsky (comic; his brother-in-law), Zeke  
   Sweeney [aka Jake] (character actor; a police officer), Bill Hawkins (juvenile; plain clothesman),  
   Captain Swift (straight actor; Government agent), Molly (ingenue - "who knows a thing or two"), Mrs  
   Smith (leading lady; Henry's wife), Dolly (soubrette; "who  does a thing or two"), Norrie (comic; a house  
   maid). 
 -   SIDES: Dolly (3p), Swift (2p), Norrie (5p), Henry (8p), Mrs Smith (4p), Bill (1 x 5p / 1 x 6p / 1 x 7 -  
  handwritten), Ike (10p), Molly (5p), Jake (1 x 8p / 1 x 9p / 1p as Zeke) 
  -   Set on the second floor of Henry's home. 
  -   Script incl. hand-drawn plan of proposed stage. 
 
G.3  GAME OF CARDS, A   
  • n/e    
  • Sketch (?)        [complete]    7+ pages   n. yr. 
 -   Characters: Mr and Mrs Peckett, Mr and Mrs Cocker. 
  -   M/S 1: Full text. 
 -   SIDE: Mr P (3p). 
 
G.4  GOOD [illegible] GLORY 
  • n/e    
  • Sketch        [incomplete]    4 page   n. yr. 
  - Handwritten. Writing is difficult to read. Characters are identified only by single letters. 
  - Possibly begins with the song "Under the Bridge." 
 
►  NB:  GOOD NEWS [See: Nat Phillips files - Song, Lyrics and Poetry section - Box 3] 
 
 
H Folder 
 
H.1  HERCULES TONIC    
  • n/e    
  • Sketch/farce (?)      [complete]    3 pages   n. yr. 
  -   Title is spelt "Herculees Tonic." 
 
H.2  HERE'S YOUR HAT   
  • Nat Phillips   
  • Sketch/revusical (?)       [incomplete]    4 pages   n. yr. 
  -  Stiffy (and possibly Mo) sketch 
  -  Handwritten patter routine between Stiffy and Mo (4p). 
 
H.3  HOT BABY      
  • n/e    
  • Sketch/farce (?)        [incomplete]    19+ pages  n. yr. 
  -  Characters incl. Barnaby, Mrs Barnaby, Susie, Mr Bowser, Professor Morrow.  
  -  SIDES: Barnaby (5p), Mrs Barnaby (3p), Susie (2p), Davis (4p), Prof Morrow (5p - handwritten). 
  -  Page 5 (back) has a handwritten speech re: the unemployed and buying Australian goods. 
 
H.4  HIS WIFE     
  • Nat Phillips (?)  
  • Musical sketch       [complete]    8 pages   n. yr. 
  -   Characters: Husband, Wife, Man. 
 
 935 
H.5  HENPECKED HUSBANDS    
  • n/e    
  • Sketch/farce (?)        [incomplete]    2 pages   n. yr 
     -   SIDE: Comic (2p). 
 
H.6  HARRASSED  COMEDIAN, THE     
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    4 pages   n. yr. 
     -   SIDE: Jacob Goldberg (4p). 
 
H.7  HEDGEHOG BROTHERS AND THE BAKERS SON   
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    8 pages   n. yr. 
      -   SIDE: Comic - played by Nat Phillips (8p). 
 
H.8  HOME AND REST    
  • Nat Phillips (?)  
  • Sketch (?)       [incomplete]    2 pages   n. yr. 
  -   SIDE:  Speed (2p - character to be played by Dan M. Dunbar) 
  -   File incl. cardboard folder with the title "Home and Rest" + "Chamber 5M 1F (possibly indicating 5  
   male and 1 female actors). 
 
 
I Folder 
 
I.1  IT'S A WISE CHILD   
  • n/e    
  • Sketch/farce (?)       [incomplete]    2 pages   n. yr. 
 -   SIDE:  Milkman (2p). 
 
I.2  ISLAND OF YOUTH, THE   
  • n/e    
  • Revusical        [complete]    12+ pages  n. yr. 
    -   Characters incl. Doctor, Sally, Emily, Lilly, Casey, Jerry, Willie. 
  -   Full text. Song spots only (no titles or lyrics). 
  -  SIDES: Lilly (2p), Emily (3p), Casey (5p). 
 
I.3  IN THE ARMY (aka   Soldiers)   
  • Nat Phillips   
  • Stiffy and Mo revusical      [incomplete]     3 pages   1918 
  -   M/S 1:  2 pages only (page 2 + unidentified page). 
  -   M/S 2:  Lyrics to "Soldier Boy." Spoken by Stiffy; Sung by Mo (1p). 
 
I.4  INSPECTION    
  • Nat Phillips (?)  
  • Sketch/Farce (?)      [complete]    2 pages   n. yr. 
  -   Characters incl. Nat, Shepheard [sic], Winkle, Harry Hall. 
 
I.5  IN A HAREM    
  • Nat Phillips   
  • Stiffy and Mo revusical      [incomplete]    1 page   1918  
  -   SIDES:  The Sultan (2p), unidentified part from the "Station" scene (1p). 
 
I.6  IF MEN PLAYED CARDS    
  • n/e    
  • Sketch/farce (?)      [incomplete]    1 page   n. yr. 
     -   SIDE: Hugh (1p). 
 
I.7  INFALLIBLE GOVERNMENT    
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    2 pages   n. yr. 
      -   SIDE: No 1 Girl (2p). 
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I.8.  INDISCRETIONS   
  • n/e   
  • Comedy in one act.       [incomplete]        -    n. yr. 
  -  Annotated copy. 
  -  Characters: Richard Baldwin, Ann Baldwin, Doris Baldwin, Ellen Cherry Daniel Cornwood. 
 
►  NB: IN MEXICO [see MEXICO] 
 
 
J / K Folder 
 
J.1  JACK AND MACK  IN STATION R.O.T.    
  • n/e    
  • Farce/sketch (?)      [complete]    4+ pages   n. yr. 
   -   Characters: Jack, Mack. 
  -   M/S 1: Complete text, typed (4p). 
  -   M/S 2: Handwritten text. 
 
J.2  JOCKEY'S     
  • Nat Phillips   
  • Stiffy and Mo revusical      [incomplete]    4 pages   1918 
  -   Characters incl. Stiffy and Mo, Graham, Bentham, Marion, Harry, Ken. 
  -   M/S 1:  Pages 2-4 only. 
  -   SIDE: Elsie (1p). 
 
►  NB:  KISS WALTZ, THE [See: Nat Phillips file - Song Lyrics and Poetry section - Box 3] 
 
 
 
L Folder 
 
L.1  LULU (aka Meet Mabel)    
  • n/e    
  • Revusical       [complete]    51+ pages  n. yr. 
  -   M/S: 1  Full text (26p). Incl. some lyrics.         
 -   M/S: 2  Handwritten notes and text for the part of Tom Smith (10p). 
 -   SIDE:  Thomas Smith (2 x 6p / 1 x 2p), Germaine (1x2p / 1x3p), Piquart (1 x 3p / 1 x 2p), Pat  
  Flannigan (5p), Lulu (1 x 6p / 1 x 5p), Mimi (2p), Mrs Cohen (1 x 4p / 1 x 2p / 1p incomplete.), Mr  
  Cohen (2 x 5p), The Count (3p).  
 -   Some of the character parts are under the title Lulu and others under Mabel. 
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UQFL9: Box 2 
 
NAT PHILLIPS 
 
 
REVUSICALS, SKETCHES, FARCES, PANTOMIMES  
(The Property of, Written, Adapted or Performed by Nat Phillips) 
 
 
M Folder 
 
M.1  MIDNIGHT INTRUDER     
  • Nat Phillips (?)  
  • Sketch        [complete]    13 pages   n. yr. 
     -   Characters: Pauline Jones, Peter Jones, William Flighty ("a gay spark"). 
  -   Handwritten manuscript. 
 
M.2  MATRIMONY    
  • n/e    
  • Sketch/farce (?)      [incomplete]    11 pages   n. yr. 
  -   SIDES: Mr Muggins (2p and 5p), Maggie (4p). 
 
M.3  MEXICANS (aka In Mexico / In Spain / Toreadors / Fun In Mexico / Bullfighters / Mexico)  
  • Nat Phillips   
  • Stiffy and Mo revusical     [incomplete]    11+ pages  1918 
    -   M/S as "Fun in Mexico." 
 -   SIDE: Toni [aka Antonia] (1p). 
   
M.4  MARRYING MARY   
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)    [incomplete]    67 pages   n. yr. 
 -  SIDES: George (23p), Captain Medway (11p), Mrs Medway (6p), Ada (10p), Bones (12p), Cloe (5p). 
 
M.5  MURDER WILL OUT   
  • n/e    
  • Sketch/farce (?)       [incomplete]    7 pages   n. yr. 
  -   SIDES: Nellie (2p), Mary (2p), Comic (3p). 
 
M.6  MODERN CHRISTMAS, A     
  • Nat Phillips (?)  
  • Sketch/farce (?)      [complete]    4/5+ pages  n. yr 
     -   Characters: Horace, George, Emily, Uncle Jack, Aunt Betty, Grandfather, Grandmother. 
  -  3 manuscripts (2x 4p; 1 x5p with title page). 
 
M.7  MATTER OF TIME, A   
  • Nat Phillips (?)  
  • Sketch         [complete]    4/4 pages  n. yr. 
  -   Characters: Jack, Jimmy, Ethel. 
  -   2 identical manuscripts. 
 
M.8  MY BURGLAR    
  • Nat Phillips   
  • Phillips/Merritt sketch      [complete]    8 pages   n. yr. 
  -   Characters: Lady, Gorge [sic]. 
 
M.9  MONEY TO BURN    
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    2 pages   1928. 
  -   Characters incl. Stiffy, 'Erb, Pacy, Pom, Girls, Mrs Rock. 
  -   M/S 1: Condensed script (1p). 
  -   SIDE: Pacy (1p). 
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M.10 MISCAST     
  • n/e     
  • Sketch/farce/revusical (?)    [incomplete]    5 pages   n. yr. 
  -   Characters incl. Pat, Wynard, Noel, Evelyn. 
  -   SIDES: Pat (title page only), Wynyard (2p), Noel (title page only), Evelyn (title page only). 
 
►  NB:   MEET MABEL  [see LULU and OH MABEL] 
 
 
N Folder 
 
N.1  NOT A WORD    
  • Nat Phillips (?)  
  • Sketch        [complete]    1 page   n. yr. 
 -   Characters: Wife and Husband. 
  -   Only wife speaks. 
 
N.2  NERVOUS WRECK, THE   
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    8 pages   n. yr. 
  -   SIDES: Comic (5p), Doctor (3p). 
 
►  NB:   NOT GUILTY  [see GOOD MORNING JUDGE] 
 
 
O Folder 
 
O.1  OH NO!     
  • Victor Roberts 
  • Sketch/farce (?)      [complete]    6+ pages   n. yr 
  -   Characters: Juvenile, Comic, Man, Girl. 
  -   SIDE: Comic (4p). 
 -   Stamped Nat Phillips / Property of Fullers Theatres Ltd. 
 
O.2  OH MABEL     
  • n/e    
  • Revusical         [incomplete]    8 pages   n. yr. 
  -   Characters incl. Mr Flannigan, Mrs Flannigan, 'Erb, Jack, Germain (aka Germaine), Count Boulevarde,  
   Clarice. 
 
►  NB: OH  MABEL   [see LULU aka MEET MABEL] 
  OH  BETTY   [see BETTY] 
 
 
P Folder 
 
P.1  PEACE OFFERINGS   
  • n/e    
  • Sketch          [complete]    3+ pages   n. yr. 
 -   Characters: Mrs Hopkins, Mr Hopkins, Mrs Fish, Mr Fish. 
 -   SIDE:  Mrs Fish (2p), Mr Hopkins (1p), Mr Fish (1p). 
  -   Set in a kitchen/laundry. 
 
P.2  PRETTY KETTLE  OF FISH, A   (aka The Dooleys)  
  • Adapt. Nat Phillips  
  • Stiffy and Mo revusical/sketch   [complete]    10+ pages  n. yr. 
  -   Characters incl. Mrs Dooley, Pat, Honora, Stiffy, Mo.            
   -   M/S 1:  Full text (10p).  
 -  M/S 2:  Extract from Madison's Budget No 18 (1921), containing the original US 1921 version  (pp 55- 
  58, 61-68 only). 
  -   M/S 3: Lyrics to Act 1 "Opening Chorus" and Act 2 "Opening Chorus" (2p). 
  -   SIDES: Honora (2 x 2p), Mrs Dooley (1 x 2p / 3 p large / 9 p small), Pat (2 x 1p), Mo (2 x 10p), Stiffy (2  
   x 9p), Mary (2 x 7p). 
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P.3  PROHIBITION    
  • n/e    
  • Sketch (?)           [complete]    6 pages   n. yr. 
 
P.4  PLEASING EVERYBODY     
  • Nat Phillips (?)  
  • Sketch (written in 2 phases)   [complete]    6/5 pages  n. yr. 
     -   2 copies of text (1 with title page). 
 -   Characters: The Father, The Mother, Primula, Percy, Maid. 
  -   Phase 1 characters: Father (a Bishop), Mother, Primula, Percy, Maid, Slade (Butler) 
  -    Phase 2 characters: Lady Downtrodden, Lord Downtrodden, Mr and Mrs Bagshaw, Percy, Primula,  
   Slade. 
 
P.5  PROFESSOR BLOOM ELOCUTIONIST    
  • Nat Phillips (?)  
  • Sketch/farce (?)       [incomplete]    11 pages   n. yr. 
   -   Characters incl. Coster Girl (Molly), Prof. Bloom, Dude (William), Pupil. 
 -   SIDES: Coster Girl (2p), Bloomer (2p), William (1p - title page only), Pupil (2p), Dude (?p). 
 
P.6  POISONED POTION   
  • Nat Phillips (?)  
  • Sketch/revusical/routine (?)      [incomplete]    1 page   n. yr. 
  -   SIDE:  The Wife (1p). 
  -  Stiffy and Mo sketch. 
  - The part of Freddie has been converted into Stiffy's part. 
 
P.7  PLUMBERS, THE    
  • Nat Phillips   
  • Stiffy and Mo revusical       [incomplete]    7 pages   1918  
  -   SIDES:  Keith (4p), Husband (3p). 
 
P.8  POLICE, THE (aka Policemen)     
  • Nat Phillips   
  • Stiffy and Mo revusical        [incomplete]    11 pages   1918 
    -   SIDES: Inspector (7p), Paul (2p), Keith (1p), Lula (1p). 
 
P.9  PRODUCTION AND REPRODUCTION   
  • Nat Phillips (?)  
  • Sketch        [complete]    5 pages   n. yr. 
    -   Characters: Mother, Doctor, Son, Nurse, Old Man. 
  -   This sketch sees the actors perform two versions of a play "recently staged" - the first version  which was  
   criticised on its first night for be hard to hear.  The second version is then performed louder. 
 
P.10 PINCH ME     
  • Victor Roberts 
  • Sketch        [complete]    5 pages   n. yr. 
  -  "An original gag by Victor Roberts adapted from O'Henry's book Strictly Business." 
  -   Characters are: Comic, Policeman, Bully, Man, Woman, Birdie. 
  -   Title page stamped "Nat Phillips." 
 
P.11 PACKING UP    
  • Nat Phillips (?)  
  • Sketch          [complete]    6 pages   n. yr. 
  -   Characters:  Chug, Mary, Man. 
  -   The manuscript is typed on the back of Nat Phillips own stationary. The logo and details indicate:  "Nat  
   Phillips "Stiffy" supplying all requirements for amateur societies. Revue Companies, Dramatic  
   Companies, Comedy Companies, Musical Comedy Companies, Pantomime Companies.  Picture Show  
   Presentations, Concert Artistes, Specialty Acts, Scenery, Wardrobe, Properties, Electrical Effects.  
   Everything Appertaining to Public entertainment. Phone MA 4692.  Address - Grand Opera House,  
   Haymarket, Sydney. 
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P.12 PARKER P. C.    
  • Nat Phillips (?)  
  • Musical sketch/comedy drama (?)   [complete]    9 pages   n. yr 
 -   Characters: Inspector, 1
st
 Policeman, Boy, Harry, Man, Charlie, Murderer, and additional policemen. 
 
P.13 PAIR OF SPECTACLES, A  
  • Nat Phillips (?)  
  • Sketch/farce (?)      [incomplete]    17 pages   n. yr. 
      -  Characters incl. George Hastings, Mrs Hastings, Cripps, Evelyn. 
 -   SIDES: George (9p), Evelyn (8p - page 1 incomplete). 
 
►  NB: THE POST OFFICE  [by Tom Armstrong and stamped "the property of Nat Phillips - see Box 9] 
 
 
R Folder 
 
R.1  REINCARNATION   
  • Nat Phillips    
  • Stiffy and Mo sketch/comedy routine  [complete]    2 pages   n. yr. 
 
R.2  RAT POISON    
  • n/e    
  • Sketch/farce (?)          [incomplete]    1 page   n. yr. 
 -  SIDE: Alf Harris (1p).            
 
R.3  ROADS UP     
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)      [incomplete]    17 pages   n. yr. 
 -  SIDES:  Bully (3p), Foreman (6), Ganger (2p), "All" (2 x 3p). 
  - Bully's CP: contains one page that is different from the others and may possibly be from a later or earlier  
   version. 
 
R.4  ROCKETS     
  • n/e    
  • Farce/sketch (?)      [incomplete]    5 pages   n. yr. 
  -   SIDE:  Johnnie (5p).        
 
R.5  RECRUITING    
  • Nat Phillips (?)  
  • Sketch/farce (?)        [complete]    6 pages   n. yr. 
  -   Characters: Applicant, Medical Officer, Assistant Officer. 
 
 
S Folder 
 
S.1  SUICIDE CLUB   
  • n/e    
  • Sketch (?)          [incomplete]    3 pages   n. yr. 
  -   Cast of four. 
  -   M/S 1: Pages 1-2.  
  -   M/S: Page 1. 
 
S.2.  SCOTCH HIGHBALL, A      
  • Nat Phillips (?)  
  • Revusical          [complete]    19+ pages  n. yr. 
     -  M/S 1: Incl. cast list and staging notes (19p). 
  -   SIDES:  A Kid (2p), Waiter (2p), Bella (3p), Father (3p), Polly (5p), Jack (5p), Summer Night (2
nd
  
   comic, 5p), Happy Days (1
st
 comic (9p). 
 
S.3.  STRIKING HARD    
  • Nat Phillips (?)  
  • Sketch/farce (?)        [incomplete]    2 pages   20/11/28 
  -  SIDES:  First Girl (2p), "unknown character" (2p). 
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S.4  SHOPWALKERS    
  • Nat Phillips   
  • Stiffy and Mo revusical      [incomplete]    4 pages   1918  
  -   SIDES: Syd and Heather (2 x 2p). 
 
S.5.  SOLITARY CONFINEMENT     
  • n/e    
  • Sketch/farce         [incomplete]    5 pages   n. yr. 
      -   SIDE:  Unknown character played by Dan M. Dunbar (5p). 
 
S.6  STEP THIS WAY    
  • n/e    
  • Musical sketch/revusical (?)      [incomplete]    21 pages   n. yr. 
  -   Characters incl. Pimple, May, Lady Bentley, Mary, Jack, Maggie, Mr Purple. 
  -   Possibly written by R. C. Bailbait (?).  
  - Written on the back of Australian Customs Export Entry forms. Incl. "Opening Chorus: Step This Way." 
 
S.7  STIFFY THE STEWARD    
  • Nat Phillips   
  • Sketch/Farce         [complete]    4 pages   1916 
  -  Described as "A Nautical Comedy in Three Spasms."       
  -   Manuscript also indicates "One Spasm."        
  -   Written 30 May 1916 (Adelaide). 
 
S.8  SHUFFLE     
  • Nat Phillips (?)  
  • Farce         [complete]    3 pages   n. yr. 
  -   Characters incl. Comedy Woman, Comic, Man, By-Standers (2-3). 
 
S.9  SOWING THE  PATCH     
  • Nat Phillips    
  • Comic routine       [incomplete]    2 pages   n. yr.  
 -   Characters: Stiffy and Comic Woman. 
 
S.10 STOP THE TRAFFIC             
  • Nat Phillips   
  • Stiffy and Mo revusical     [incomplete]    8 pages   n. yr. 
  -  SIDE:  The Inspector (8p). 
 
S.11 STRIKE BREAKERS, THE             
  • Nat Phillips   
  • Stiffy and Mo revusical      [complete]    12 pages   n. yr. 
    -   Characters incl. Stiffy, Mo, Willie, Manager, Johnnie, Customer, Buyer, Girls. 
  -   The name J. Bryant is on the front title page, although this is not situated in a prominent position (i.e. as  
   author). What involvement this person had (if any) is yet to be determined. 
 
S.12 SPORTING CHANCE, A   
  • Nat Phillips   
  • Stiffy and Mo revusical       [complete]    8 pages   1916  
     -   Characters incl. Stiffy, Mo, Polly, Hotel Keeper, Jurasher, Lord Helpus, Violet, Count Hadem, Beatrice,  
   Estelle, Lottie, Daisy, Maie. 
      
S.13 STIFFY THE LUNATIC              
  • Nat Phillips   
  • Sketch/farce          [complete]    9 pages   n. yr. 
      -  Characters incl. Stiffy, George, Mrs Sellum, Mr Sellum. 
  -   The sketch is set in a drawing room. 
 
S.14 SHOULD A WOMAN TELL   
  • Nat Phillips (?)  
  • Sketch          [complete]    5 pages   n. yr. 
     -   Characters: Jack Springfield, Mrs Springfield, Cissy (a maid), Raymond Brennan (a former flame). 
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S.15 SERVANTS OLD AND NEW   
  • n/e    
  • Sketch/farce/revusical (?)     [incomplete]    4 pages   n. yr. 
     -   SIDES:  William (1p), Wife (3p). 
 
S.16 SCHOOL MASTER, THE 
  • Nat Phillips (?)  
  • Sketches          [complete]    4/4 pages   n. yr. 
         -   2 versions in two different scenes. 
 -   M/S 1:  "Schoolroom scene."  Characters:  The Master, Boy, Old Man (4p). 
  -   MS 2:   "Zoological scene."  Characters: The Master, Pupil, Flapper, Man (4p). 
 
S.17 SMOKING CONCERT, THE   
  • Nat Phillips (?)  
  • Musical sketch.       [complete]    5 pages   n. yr. 
     -   Characters incl. The Mayor, The Vicar, Comic, Harry, Pianist, Tacit, Ramper, and chorus. 
 
S.18 SENSE OF HUMOUR   
  • Nat Phillips (?)  
  • Sketch/revusical/farce (?)      [incomplete]    1 pages   n. yr. 
  -   SIDE:  The Doctor. 
 
S.19 SHAVINGS FROM SHAKESPEARE   
  • n/e    
  • Sketch          [incomplete]    50 pages   n. yr. 
      -   SIDES: Madwoman (4p), Youth (4p), 2
nd
 Girl (2p), Gent (3p), Old Man (3p), 1
st
 Girl (2p) Comedian  
   (9p). 
  -   Incl. "spare parts" - Comedian (9p), Youth (4p), Gent (3p), 1
st
 Girl (2p), Old Man (3p), Madwoman (2p). 
 
S.20 SEARCH ME    
  • George Shirley  
  • Revue          [incomplete]    10 pages   n. yr 
  -   Pages 1, 4-10, 14 and a title page have been located. 
  -   Characters:  Kitty Lollipop (of Peachbloom's "Pretties" Dept.), Jonathon Lollipop (a millionaire),  
   Gwendoline (his step-daughter), Lord Percy (in love with Kitty), Sticky Bax (the Porter at  
   Peachblooms). 
  -  Sc. 1. The Pretties Dept; Sc 2. The Girls Dormitory (at Peachblooms); Sc 3. A Dream Spot in the  
   Woods. 
 
S.21 SCANDAL-US    
  • Nat Phillips (?)  
  • Sketch/farce        [complete]    5 pages   n. yr. 
  -   Characters: Arthur Pouchere, Curley, Mrs Parker-Nosey (Curley's companion), Hazel (Curley's Maid). 
  -   Text incl. staging directions. 
 
 
T Folder 
 
T.1  TONY      
  • Nat Phillips (?)  
  • Sketch        [complete]    6 pages   n. yr.  
  - Characters: He and She. 
 
T.2  TURN AROUND    
  • n/e    
  • Sketch or song (?)        [incomplete]    2 pages   n. yr. 
 
T.3  TWO IN ONE    
  • n/e    
  • Sketch/farce (?)         [incomplete]    10 pages   n. yr 
  -   Characters incl. Mother, Son, Father, Curate, Maid. 
  -   M/S 1: Page 5 only. 
 -   SIDES:  Bean (2p), Father (3p).             
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T.4  TAKING THE FILM     
  • Nat Phillips (?)  
  • Farce         [complete]    4/5 pages   n. yr. 
 -   M/S 1:  (4p).                   
  -   M/S 2:  (5p, incl. title page).   
          
T.5  THIRD PARTY RISKS   
  • Nat Phillips (?)  
  • Comedy        [complete]    10/9+ pages  n. yr. 
      -   Staged in 2 scenes 
      -   Characters: Jack, Clarence and Sonia. 
  -   2 identical manuscripts. One version includes a title page which reads "Three Party Risks."   
 
T.6  TAKE A REST    
  • Nat Phillips (?)  
  • Revusical        [complete]    11 pages   n. yr. 
 
T.7  TWO'S COMPANY    
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)         [incomplete]    9 pages   n. yr. 
  -   SIDES:  Dennis (3p), Clare (6p).  
 
T.8  TOURISTS AGENCY, THE (aka Crook's Tourist Agency)    
  • n/e    
  • Sketch/revusical/farce (?)      [complete]    2+ pages   n. yr. 
  -   M/S 1:  Crook's Tourist Agency. Cast: 2 Comics, Janitor, Colonel and Wife, Typist, Girl and Boyfriend,  
   A Girl. 
  -  Stamped "Property of Nat Phillips." 
  -   M/S 2:  The Tourist Agency.  [possibly complete]        
 -   SIDES:  Dude Customer (2p) Manager (1p), Smart Lady Customer (1p). 
 
T.9  TAKING THE COUNT    
  • Nat Phillips (?)  
  • Sketch/farce (?)        [incomplete]    7 pages   n. yr. 
  -   SIDES: Husband (3p), Butler (2p), Dr Walker (2p). 
 
T.10 TRIP TO THE SOUTH  POLE: ILLUSTRATED LANTERN SLIDE LECTURE 
  • Nat Phillips (?)  
  • Sketch        [complete]    15 pages   n. yr. 
     -   Characters incl.  Theatre Manager, Professor. 
 -   Possibly two actors or three actors). 
       
T.11 THOSE MYSTERIOUS  SAUSAGES  
  • n/e    
  • Comedy/music/drama (?)      [complete]    14 pages   n. yr 
  -   Characters incl. Betty, Florence D-In-F, Billy, Grace, Richie, Chess, Robert, Mr McGee. 
  -   SIDE: Richie (1 x 6/ 1 x 7p). 
 
T.12 TITT AND THE TITTERS   
  • n/e    
  • Musical comedy      [complete]    29 pages   n. yr. 
  -  Characters: Joe Tighe, Mrs Tighe, Trixie Twinkles, Polly Powell, Lily Lightfoot, Mr Dish, Mr Hash, Mr  
   Ogilvie, House Maid, Showgirls and Titt (aka Titcume Tighe, son of Joe and Mrs Tighe). 
  -  Incl. staging directions and notes, song spots (no lyrics though). 
  -  Possibly a revusical, but the script is a good deal longer than the average revusical. 
 
T.13 TOUGH GUYS    
  • n/e    
  • Sketch/farce (?)         [complete]    4 pages   n. yr. 
 -   SIDES: Buck (1), Loo (3p). 
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UQFL9: Box 3 
 
NAT PHILLIPS 
 
 
REVUSICALS, SKETCHES, FARCES, PANTOMIMES  
(The Property of, Written, Adapted or Performed by Nat Phillips) 
 
 
U Folder 
 
U.1  US BROWNS    
  • Nat Phillips (?)  
  • Comedy sketch       [incomplete]    16 pages   n. yr. 
 -   SIDES:  Herbert (4p), Mr Polk (4p), Higgins (4p), Daisy (4p). 
 
 
W Folder 
 
W.1  WEDDING NIGHT, THE    
  • n/e    
  • Revusical            [complete]    12+ pages  n. yr. 
     -   Characters: Rosalie (Maid), Celeste (maid), Maurice (bridegroom), Denise (bride), Mr Gautier (father of  
   Denise), Mrs Gautier, Stella, Robert and Perrin (friends of Maurice). 
  -   Set in the Banquet Hall of the Hotel Le Grand, Chantilly, France. 
  -   M/S 1: Typed onto A4 paper (12p) 
  -   M/S 2: Typed onto Foolscap paper (12 p) 
  -   Both versions contain song titles: "I'd like to go on a Honeymoon with You" (duet), "Men, Men,  
   Men" (trio), "Courting" (due), "Sunny Alabam" (chorus), "Love is Like a Little Rubber Band"  
   (concerted number), "Stella Fleurett."  
  -   Both versions include lyrics to the opening chorus "Happy Days." 
  -  M/S 3:  3 song lyrics: "Love is like a Rubber Band," "The Wedding Night" and "Act 1 Finale." 
 
W.2  WHO'S BABY  (aka Baby Mine) 
  • n/e    
  • Sketch (?)            [complete]    5 pages   n. yr. 
      -  Characters incl. George (an artist), Marie (French Maid), Emily (George's sister). 
 
W.3  WRONG NUMBER, THE    
  • Victor Roberts 
  • Sketch/farce (?)       [complete]    39+ pages  n. yr. 
  -  M/S 1: Complete script incl. cover authorized by Victor Roberts, 107 Shaftsbury Ave, London, England. 
 -   SIDES:  Mr Cohen (11p), Butler (2p), Policeman (2p), Mr Harris (4p), Stiffy (18p).   
 
W.4  WHERE EVERYBODY WANTS TO GO   
  • Nat Phillips (?)  
  • Sketch/farce/revusical (?)     [incomplete]    10 pages   n. yr. 
    -   SIDES: Comic (5p), St Peter (5p). 
    
W.5  WICKEDEST WOMAN, THE     
  • n/e    
  • Sketch/farce (?)          [incomplete]     3 pages   n. yr.     
-   SIDE:  Wickedest Man in London (3p). 
 
W.6  WAITERS, THE    
  • Nat Phillips   
  • Stiffy and Mo revusical      [incomplete]    4 pages   1918   
-   Cast for this version incl. Nat Phillips, Roy Rene, Caddy Franks, Horace Mann, Daisy Merritt and Peter  
  Brooks. 
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W.7  WHAT OH, TONIGHT   
  • Nat Phillips   
  • Stiffy and Mo revusical     [complete]    7 pages   1916  
  -   The first ever Stiffy and Mo revusical. 
  -   The characters incl. Stiffy, Sol (aka Mo), Bill, Mary, Harry, Mrs D. Uncle, Italian Woman, and "Girls."  
  -   The text incl. several song titles: "The Opening Chorus," "Lady's Band," "Antonio," "Skylark  Love,"  
   "Men, Men, Men," Here's to Love" (also reprised as the finale). 
 
W.8 WAITING     
  • Nat Phillips   
 • Sketch/farce (?)      [incomplete]    1 page   n. yr. 
  -  Cover page only (the back of this page contains extensive notes (1p). 
  -  Stamped "The Property of Nat Phillips." 
 
 
Y Folder 
 
Y.1  YES, WE DON'T    
  • Nat Phillips   
  • Stiffy and Mo revusical      [complete]    7 pages   1916 
  -  Sub-titled "A Tabloid Musical Revue in 1 Act." 
  -   Characters incl. Stiffy, Mo, Colonel Pinetree, Mrs Pinetree, Captain Senate, Mrs Senate, Miss Senate,  
   Frank Denvers, Dot, Clarice, Lilian, Lorimar, Daphne, Georgia. 
-   Dated 13 August 1916 
 
Y.2  YE SIMPLE MAIDENS   
  • Nat Phillips (?)  
  • Sketch/farce       [incomplete]    6 pages   n. yr. 
  -   SIDE: Man 2 (6p). 
  -   Incl. handwritten notes. 
 
 
 
 
UNTITLED TEXTS  (UT) 
 
 
1.  As titles for the following text fragments have not yet been established, each is identified  
 according to the first line of text on the first page of the manuscript fragment. 
2.  An item is therefore entered according to the first line of dialogue (or lines, if the first line is  
 short). For example; fallen in." / Tom:  "That's nothing." 
3.  When a character name is indicated first, the entry is identified with the name followed by  
 the first line. For example; Diana: "You  know enough to make him jealous and angry."  
4.  If the first lines of text are stage directions these are entered thus: Hector.  Enter to song. 
 
FOLDER 1: 1-20 
 
UT.1 [Pathe: "I never knew anything like it.]   
  • n/e    
• n/e         [incomplete]    1 page   n. yr. 
- Characters: Pathe, Ruffles         
 
UT.2 [Hector. Enter to song.]   
• n/e    
• n/e         [incomplete]     3 pages   n. yr. 
 
UT.3 [Act 1. Scene; - Drawing room of the Trevors' seaside house.] 
  • n/e    
  • n/e         [incomplete]     40 + pages  n. yr. 
  - Characters: Diana, Sir Henry Hesketh KC, Harvey Fane, Geoffrey, Mrs D., Joan Delisse, Pinker, Trevor,  
   Smith. 
  -  Act 1 (29 p) incl. 2 different page 16s;  plus pages 29-37 (9p). 
  -  Incl. stage directions to Act 1 (1p), Act 3 (1p). 
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UT.4 [Pat: …. be careful, be careful.]  
• n/e    
• Sketch/farce       [incomplete]     15 pages   n. yr. 
- Four separate scripts have been identified in the collection which are possibly from the same work. 
- SIDES 1:  Pat [Pat…Careful, be careful. (5p). Characters: Pat, Widow, Abie.      
     -  SIDES 2:  Pacey (2p), Fro (1p), Pom (1p). [Pacey. Enter after song. By jove what a stunner]. Characters  
   also  incl., Abie and Pat.  The SIDEs are on foolscap paper. 
  - SIDES 3: Abie [Abie…  insulted me] (5p). Characters incl. Abie, Mr Flannigan, Pat, Mrs Rock, Mrs  
   Stone, Mam'selle Flirteeto, Madam Saloni, Pacey, Miss Dorchester.  
- M/S 1: [Well I have not seen any of the guests yet. (looks off)]. (1p). Characters: Mr Flannigan, Abie  
  Cohen, Pat, M'selle Flirteeto, Fro, Pom, Madame Visitora Mam Chicken.         
 
UT.5 [Speak up." / Doc: "The old boy is dying…] 
  • n/e  
• n/e         [incomplete]     1 page   n. yr. 
  - Characters: Man, Doctor, Girl, Nurse, Son, Woman.  
 
UT.6 [1. Opening Chorus. All stay on stage. Enter Sam] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - SIDE: Unidentified. 
  - Only 9 lines of text. 
  - Characters incl. Sam, girls. 
 
UT.7 [Comic (to person entering)] 
  • n/e    
• n/e         [incomplete]    1 page   n. yr. 
- Characters: Comic, Man.  
  -  Incl. a note indicating it is for "Money Lender's Office." 
 
UT.8 [2. with her…. "Well to tell you the truth she's just had pups.] 
• n/e  
• n/e         [incomplete]    2 pages   n. yr. 
- Character: Mother.  
 
UT.9 [(2) fallen in / Tom: That's nothing to do with you, is it?] 
  • n/e    
• n/e         [incomplete]     7 pages   n. yr. 
- Characters: Tom, Jack, Mrs Woodhouse.      
-  Page 1 is missing. 
 
UT.10 [Opera. / Sailor.   … "out you go.] 
• n/e    
• n/e         [incomplete]     1 page   n. yr. 
- SIDE: Comic Sailor.          
 - Incl. lyrics to the sailor's song. 
 
UT.11 [Harry: No I'm not. I only wish I were]   
• n/e  
• n/e         [incomplete]     1 page   n. yr. 
- Characters: Harry, Dick, Fred, Annie.  
  -  Handwritten extract.  
 
UT.12 [2. But you might…  Think.]   
• n/e 
• n/e         [incomplete]     1 page   n. yr. 
- Characters: Stiffy, Auntie.   
  -  Incl. numerous handwritten corrections. 
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UT.13 [Syd ….  Enter after Barcelona… Bis with Lala] 
  • Nat Phillips 
  • Revusical (possibly a Stiffy and Mo revusical) [incomplete]   1 page   n. yr. 
  - SIDE: Possibly Mo's part. 
  - Company incl. Nat Phillips (Stiffy), Syd, Keith, Lalla, Girls, Joe. 
  - Possibly from the productions In Spain or Torreadors.  
 
UT.14 [Lady] 
  • n/e 
• n/e         [incomplete]     5 pages   n. yr. 
  - Cover page has "Lady" typed on it.  (5p).        
  -  SIDE: Lady (5p). 
 
UT.15 [ - Both depart.  3  Lulla rings bell] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - Handwritten text (possibly a sketch). Page 3 only - ends with "Finale." 
  - Lulla is mentioned. Possibly Lulla Fanning. 
 
UT.16 [2.  (Pa)sses in front of table going up to window and looking out] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - Page 2 only. Text is in poor condition. 
  - Characters incl. Jan. 
 
UT.17 [as (illegible) exits] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - Handwritten. The text is largely illegible and in poor condition. 
  - Text is written on both sides of the paper. 
 
UT.18 [2
nd
 Usher] 
  • n/e 
  • n/e         [incomplete]     2 pages   n. yr. 
  -  Characters: 1
st
 Usher, 2
nd
 Usher, 3 members.       
  -  SIDE: 2
nd
 Usher (2p). 
 
UT.19 [(Discovered sitting on sofa, knitting) (Enter Pat)]   
  • n/e    
• n/e         [incomplete]     1 page   n. yr. 
-  Characters incl. Leslie, Mother, Pat, Wynyard.       
           
UT.20   [12. (Re-enter Lollipop and creeping towards Sticky)] 
  • n/e    
  • n/e         [incomplete]     1 page   n. yr. 
  - Characters incl. Lollipop, Percy, Sticky.        
  -  Page 12 only. 
 
 
FOLDER 2: 21-40 
 
UT.21 [- unlock this door (3)… No] 
  • n/e  
  • n/e         [incomplete]     2 pages   n. yr. 
  - Characters not identified (mentions Alice).        
  -  Handwritten text (pages 3 and 4 only). 
 
UT.22   [ 1. …. keep quiet] 
  • n/e 
  • n/e         [incomplete]     3 pages   n. yr. 
  - Characters incl. Archie, Phyliss.        
  - SIDE: unidentified (3p). 
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UT.23 [-2- ….. Oh Dr there you are] 
  • n/e   
  • n/e         [incomplete]     1 page   n. yr. 
  - Characters incl. Doctor, Mary, Emily.         
  - SIDE: Mary. 
 
UT.24    [Enter with Dan.  Exit after some mugs] 
  • n/e 
  • n/e         [incomplete]    10 pages   n. yr. 
  - SIDE: Unidentified. 
  - Handwritten on small sheets of paper. 
 
UT.25   [Mrs Rock. Big feet again] 
  • n/e 
  • sketch/farce (?)      [incomplete]     2 pages   n. yr. 
  -  SIDE: Mrs Rock. 
  - Characters incl. Mrs Rock. 
 
UT.26    [She. Um, Sir, I love Tony, I have watched over him…..]  
  • n/e 
  • Sketch/farce (?)      [incomplete]     3 pages   n. yr. 
  - SIDE: unidentified.  
  - MS 1: Master copy script. 
  -  Characters incl.  He, She, Eric Irving, Maid, Tony (?). 
  - Manuscript is in poor condition. 
    
UT.27     [Fred:- "Yes but you can't stay] 
  • n/e 
  • sketch/farce (?)      [incomplete]     6 pages   n. yr. 
  -  Characters incl.  Fred, Harry, Annie, Dick 
-  Handwritten on faded blue-tinted paper (6p). 
 
UT.28 [-------- Stiffy and Mo ---------  /  J. Bryant Esq. Sydney]    
  • Nat Phillips (?)  
  • Stiffy and Mo revusical      [incomplete]    8+ pages   n. yr. 
       -   J. Bryant Esq typed on brown cover holding text.  
       -   Characters: Stiffy and Mo (as mounted constables), Tom Morris (station owner), Olive Morris, Doris  
   Morris, Will Wattle (overseer), George Street (shearer), Jhum Ghun (wildman of the valley, dressed in  
   repulsive hairy tights), Bill Bluegum and Dan Ramstagg (his confederates), Mrs Flannel face (Morris'  
   cook), plus shearers, rouseabouts, newsboys,  vendors etc. 
 
UT.29 [M - Good morning my boy.]  
  • n/e            
  •  Possibly an early Stiffy and Mo revusical.  [complete]    1 page   n. yr  
  -  Characters: Harry, Ma, Maorie. 
 - The character Sol Green (the name Roy  Rene was given before changing his character to Mo) is  
  referred to. A relationship with Jockeys is possible as a horseracing theme is indicated. 
   
UT.30 [(2) Marriage was made in the romantic shade of the coal- truck in Ballygunge] 
  • Nat Phillips (?)         
  • n/e         [incomplete]    3 pages   n. yr. 
-  Characters: Stiffy, Warton, Baboo, Judge, Juliet (or Juliet), jury members.     
      -  Text - pages 2-4 only. 
       
UT.31 [Interviews (illegible) Kiss me again. Song and dance] 
  • n/e 
  • sketch        [incomplete ?]    3 pages   n. yr. 
  - Handwritten in grey pencil. "Interviews" is written in red pencil 
  - Possibly written for Con Moreni and Charles Zoli. Writing is difficult to read, but indicates possibly that  
   two characters (or the actors) are Con and Ch. Charles Zoli's name is written at the top left hand corner  
   of page 1.  
  - There is as yet no direct relationship known to have occurred between Nat Phillips and Con Moreni and  
   Charles Zoli. This script may therefore belong to the Cremorne/John N. McCallum collection (Box 6). 
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UT.32 [Hugh 2.  Hugh feels a rough place on his chin] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - Characters incl. Hugh, Joe, Phil. 
 
UT.33 [(illegible) you cannot prove… father was the biggest political] 
  • n/e 
  • drama        [incomplete]    21 pages   n. yr. 
  - Manuscript is in very poor condition. The first three parts on page one have been lost. The first complete  
   part is "Bud: And you were found guilty of murder in the first degree and  sentenced to life." 
  - Characters incl. Bud, Scott, Jim, Jule, General Creighton. 
 
UT.34 [1.  ….. you in a moment (Enters) 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - SIDE: unidentified. 
  - Characters incl. Bloomer MP, William, Madam (?) and possibly Mr St Clair.   
 
UT.35 [3.  (of envelopes in the corner - then comes down….] 
  • n/e 
  • n/e         [incomplete]    3 pages   n. yr.  
  - CP: Monty. 
  - Characters incl. Sandy, Dorothy, Monty, Jordan.  
 
UT.36 [The test… Girl. Discovered reading letter] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr.  
  - SIDE: Unidentified. Text refers to the Victor Harbour, Kadina, Pharo the fortune teller. 
  - Characters incl. Alice 
  - Company incl. Keith and Dan. 
 
UT.37  [1.  …. watch them carefully (tabs open)] 
  • n/e 
  • n/e         [incomplete]    2 pages   n. yr. 
  - SIDE: Unidentified. 
  - Characters unknown. 
  - Pages 1 and 3 only. Handwritten notes on back of page 1 and on front of page 3.   
 
UT.38 [Wife discovered pacing to and fro. The Doctor enters] 
  • n/e 
  • n/e         [incomplete]    4 pages   n. yr. 
  - SIDE: Wife's part. 
  - Characters incl. Doctor, Wife, Wilfred (the husband), Mr Prout. 
   
UT.39 [(2)  (Peggy and man exit thru Door US…)] 
  • n/e 
  • Sketch        [incomplete]    1 page   n. yr. 
  - Page 2 only. This excerpt is from the final part of the sketch/scene - indicated by the "Blackout"  
   direction at the end. Text also indicates a song and dance sequence (with ballet in the directions and  
   lyrics in the text). 
  - Possibly related to the song "Bookshop Production" (see SL.42) as both texts include the character,   
   Peggy, and a ballet and chorus. 
 
UT.40 [The Bank Scene] 
  • n/e 
  • n/e         [incomplete ?]    2 pages   n. yr.  
  - Handwritten 
  - Characters incl. Man, Herb (?). 
 
 
 
 
 
 950 
FOLDER 3: 41-50 
 
UT.41 [Bath chair scene. Girl enters, sits on deck chair] 
  • Nat Phillips (?) 
  • Sketch        [incomplete]    3 pages   n. yr.  
  - Characters incl. Old Man, Girl, Mum. 
  -  "Nat Phillips" stamped on last page.  
 
UT.42 [Sammy:  Thank heaven that's over] 
  • n/e 
  • n/e         [incomplete ?]    1 page  n. yr. 
  - Characters incl. Sammy, Craw, Car, Daisy, Count (aka Reggie), Ped, Cap (?). 
  - Mentions In Gay Seville. 
 
UT.43 [A Brown Paper Parcel.   Angelina] 
  • n/e 
  • n/e         [incomplete ?]    4 pages   n. yr. 
  - SIDE: Angelina. 
  - Characters incl. Mrs Sims, Miss Browne (Arrabella). 
 
UT.44 […. ready yet, Priscilla] 
  • n/e 
  • n/e         [incomplete ?]    7 pages   n. yr. 
  - Characters incl. Priscilla, a Porter, Mr Brown, Johnnie. 
 
UT.45 [Dennis] 
  • n/e 
  • n/e         [incomplete]    3 pages   n. yr. 
  - SIDE: Dennis. 
  - Characters incl. Dennis, Clare, George. 
 
UT.46 [1.  (Enter after opening chorus)  …. Hello girls] 
  • n/e 
  • Musical sketch or scene from a revusical [incomplete]    2 pages   n. yr. 
  - SIDE: Billy 
  - Characters: Denny, Billy, Professor, girls (incl. Winnie Smith).  
- A character named Prigley Smith is mentioned but it is not clear if he is in the scene/sketch. 
 
UT.47 [Joe] 
  • n/e 
  • n/e         [incomplete]    5 pages   n. yr. 
  - SIDE: Joe (5p). 
  - Characters incl. Phil, Solly, Hugh. 
 
UT.48 [Kitty    …. and why don't you] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - SIDE: Kitty. 
  - Characters incl. M'suir, Mr Smith, Kitty. 
  - Manuscript incl. a number of handwritten notes. 
 
UT.49 [Locked in that room.  3] 
  • n/e 
  • Sketch (?)       [incomplete]    5 pages   n. yr. 
  - Handwritten text for a possible sketch. 
  - Pages are held together by a large staple but the manuscript appears to be out of order. First three pages  
   are identified as 3, 4 and 5. Fourth page has "2" at the top. The last page has no number identifying it. 
  - Characters incl. Helen, Henery (sic). 
 
UT.50 [44.   Mrs Bradley…. (Laughing)] 
  • n/e 
  • n/e         [incomplete]    1 page   n. yr. 
  - Characters incl. Mrs Bradley, Girls, Jimmy, Buddie and Cutie. 
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COMIC ROUTINES  (CR) 
 
 
CR.1 "Shooting Gag"  
  • n/e    
  • Comic routine       [complete]    1 page   n. yr. 
 
CR.2     "Baby Sketch"    
  • n/e    
  • Comic routine       [complete]    2 pages   n. yr. 
 
CR.3 "Beer Bit Gag"/ "Thinking Gag" 
   • n/e    
   • Comic routines      [complete]    1 page   n. yr.           
 
CR.4 "Book Gag"     
  • n/e    
  • Comic routine       [complete]    1 page   n. yr. 
 
CR.5 "Barrel Gag"    
  • n/e 
  • Comic routine       [complete]    2 pages   n. yr. 
 
CR.6 "Sock Gag"     
  • n/e    
  • Comic routine       [complete]    1 page   n. yr. 
 
CR.7 "Sock and Beer Gag"  
  • n/e    
  • Comic routine       [complete]    1 page   n. yr. 
            
CR.8 "Little Gag Between Two Comedians" 
  • n/e    
  • Comic routine       [complete]    2 pages   n. yr. 
  
CR.9  THUMBNAIL SKETCHES    
  • Nat Phillips (?)  
  • Various sketches       [complete]    24+ pages  n. yr. 
 -   M/S 1:  Cover page only. 
 -   M/S 2:  "Business Is Business" (Act 1. Monday 3pm; Act 2 Tuesday 4pm)  (8p). 
 -   M/S 3:  "Ladies Navy And Army Club"; "Lady Worthing's House 12pm Same Evening" (3 x 1p). 
 -   M/S 4:  "Two Very Old Men with Whiskers" (3 x 1p). 
 -   M/S 5:  "Box Office" (1p). 
 -   M/S 6:  Bound copy of "Thumbnail Sketches" (tied with string). Incl. "Ladies Navy and Army Club";  
  "Lady Worthing's House 12pm Same Evening"; "Two Telephones;" "Music Seller and Young Blood";  
  "Two Scotchmen"; "Two Irishmen Somewhat Battered"; "Colonel and Lady"; "Doctor and Patient";  
  "Card Table Seating Four People"; "Box Office"; "Two British Workmen"; "Two Very Old Men With  
  Whiskers"; "Business Is Business"(9p). 
 
CR.10 "Prisoner's Song Gag"   
  • n/e    
  • Musical comic routine s    [complete]    5 pages   n. yr 
  -   Characters: Comic, Baritone, Vocalist, Frenchman.  
  -  Incl. song. 
 
CR.11    "Hold Up Gag    
  • n/e    
  • Comic routine       [incomplete]    3 pages   n. yr 
 -   Characters: Comic 1, Comic 2, Girl. 
 -   Stamped property of Fullers Theatres Ltd. 
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CR.12 "Red Vest"     
  • n/e    
  • Comic routine (possibly)    [unclear?]    1 page   n. yr. 
  -  Characters: Soubrette, Comic, Man 
  -  SIDE:  Soubrette (1p) 
 
CR.13 "Good"     
  • n/e    
  • Comic routine       [complete]    2+ pages   n. yr. 
  -  Characters:  Comic, Man. 
  -  Multiple copies (x4). 
 
CR.14    "Hypnotism"    
  • n/e    
  • Comic routine       [complete]    2 pages   n. yr. 
  -  Characters: Straightman, Comic (planted in audience) 
 
CR.15    "Rhymes At Random"   
  • n/e    
  • Comic routine       [complete]    2 pages   n. yr. 
  -  Characters:  Straightman, 2
nd
 Man, Woman. 
  -  Text incl. "My Ford V Eight" rhyme. 
 
CR.16 "Baby James"    
  • n/e    
  • Comic routine       [complete]    2+ pages   n. yr. 
  -  Characters: Straightman, Comic. 
  -  Comic plays out scene in a pram dressed as a baby with whiskey bottle and toy trumpet. 
  -  2 copies (2p). 
 
 
 
 
MISCELLANEOUS ITEMS  (MI) 
 
 
MI.1 Black Note Book   
  • Nat Phillips (?)      [n/a]      6 pages   n. yr. 
  - Small 9 page exercise book containing 6 pages of handwritten notes, writings and lyrics (all untitled). 
  
MI.2 Stiffy and Mo Running Order sheets      
  • n/a            
  • 1928 Adelaide season        [n/a]      -    1928 
-   Week 3: 9 June (1p);  Week 6:  30 June (1p);  Week 7:  7 July (1p);  Week 8:  14 July (1p).   
- Incl. drawings of faces on the back of the page 
 
MI.3 Nat Phillips scripts list    
  • n/a                   
  • Scripts "A" content list     [n/a]       1 page   n. yr. 
  -  List shows the following works: A Trip to the South Pole; Anniversary Phone Rings; At the Same Game;  
   A Pair of Spectacles; A Game of Cards; A Café in Paris; A Modern Christmas; A Matter of Time;  
   Aviators Another Good Girl Gone Wrong; The Apes Revenge; Attempted Suicide; All at Sea; A Scotch  
   High Ball; A Day at Coney Island; After All; At the Grand. 
  -  See also UQFL9 Box 2 (A folder) 
 
MI.4 Nat Phillips scripts list    
  • n/a    
  • Scripts from "O" to "P" content list  [n/a]      1 page   n. yr. 
        -  List is glued to the inside of a brown Rotex folder (See Box 2) 
  -  List shows the following works: Old Madrid; Over the Garden Wall; Oh No! Oh Gawd!; Pants Back to  
   Front; Production and Reproduction; Pinch Me; Pretty Kettle of Fish; Parliamentry [sic] Candidate;   
   Prisoners Song Gag;  Prohibition;  Pleasing Everybody; Parker P.C.;  Poison Potion; Peace Offerings. 
  - See also UQFL9 Box 2 (O and P folders). 
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MI.5 Nat Phillips scripts list    
  • n/a    
  • Scripts "T."  (1p)  content list   [n/a]       1 page   n. yr. 
  - Handwritten and typed entries                   
  -   List shows the following works: Those Mysterious Sausages; The Victim; The Proposal; Taking the  
   Film; Third Part Ricks; Tony; Thumbnail Sketches; Two Word Drama; The Post Office; The Bracelets;  
   The Christening; The Wedding Night; The Suicide Club; The Loud Speaker; Tooth Gag; Tough Guys;  
   Turn Round; The Good Thief; Take A Rest; The Bad Man; Two in One; Three Doors and a Passage; 
The Old Lady Shows Her Muddles. 
 
MI.6 Nat Phillips scripts list    
  • n/a    
  • Scripts from "V" to "Z" content list  [n/a]       1 page   n. yr. 
  -  List shows the following works:  Villain Still Pursued Her; Vaudeville Scene for Three People;  
   Whistling Card Gag; Will that Wasn't; Way Out; White Cargo Burlesque; Where Everybody Wants to  
   Go; Who's Baby; What A Night; Watch Him; Wooden Whistle; Yankee Doodle; Zoological Scene. 
 
MI.7 Nat Phillips and  Daisy Merritt business card     
  • n/a    
  • Card incl. a photograph and inscription:    [n/a]     -    n. yr. 
      - Inscription reads "Come in to the office." 
  -   Brennan Fuller Circuit.  
 
MI.8 The Club Running Order sheets     
  • n/a   
  • Nat Phillips Revusical     [n/a]     1 page   1922 
 
MI.9 The Hospital  Running Order Sheet (aka In The Hospital)    
  • Nat Phillips   
  • Stiffy and Mo revusical      [n/a]     1 page   1918  
     -   Running Order sheet 
 
MI.10 Running Order sheets (rotation)                       
   • n/a    
  • Running order sheets for Nat Phillips season.     [n/a]    2 pages  26 Sept.  1931 
  -   M/S 1: Company incl. Edgely and Dawe, Joe Shriner, Stanelli and Blanch, Austral Trio, Halliday and  
   Watson, Cyril James, Arthur Prince, Don Julian, Ivy Ivel, Jack Lumsdaine (1p). 
  -   M/S 2: Similar order/artists, with additional details and some changes (1p). 
 
MI.11 Squib The Cook  
  • Nat Phillips   
  • Stiffy and Mo revusical  [notes only]   [n/a]     2 pages   n. yr. 
  -   Hand-written notes and ideas for a production. 
 
MI.12 A Week End     
  • n/e    
  • Comedy sketch. [synopsis only]   [n/a]     1 page   n. yr. 
  -   Handwritten synopsis indicates an Australian setting, with 4+ characters, incl. A Jew (secondhand   
   dealer),  Auctioneer, Domestic Lady, Country Resort Proprietor and Paying Guests.  
  - Scene: Background country resort with rooms and a veranda, with a café on one side. 
  - Incl. handwritten notes (in blue) on back of page. 
 
MI.13 Act 1 of unknown sketch/revusical (?)     
  • n/e    
  • Handwritten document     [incomplete]    5 pages   n. yr. 
     -   Running order lists, incl. scenes (5p). 
  -   Characters incl. Stiffy and Mo. 
  -   Possibly written for the Stiffy and Mo company which included Nat Phillips, Roy Rene, Queenie  
   Paul, Mike Connors, Peter Brooks and Gladys Shaw (c 1924). 
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MI.14 Cardboard folder    
  • n/a    
  • Folder with handwritten notes on it.    [n/a]     1 page   n. yr. 
  - Possibly a performance/running order list 
 
MI.15 Prop List for a Pantomime  
  • n/a    
  • Single propos sheet.      [incomplete]    1 page   n. yr. 
  - Heading is torn. Readable part of title is "Prop List for Pan/"  
  -   The list contains 33 separate items (1p). 
 
MI.16 Stiffy and Mo folder 
  • n/a 
  • Folder cover       [n/a]      2 page   n. yr. 
  - Cover is mottled green with a large diamond in the centre. A drawing of Roy Rene (as Mo) is 
   positioned underneath the words "Stiffy and…" 
 
MI.17 Cardboard Folder (7 Thomas) 
  • n/a 
  • folder with miscellaneous items.   [n/a]      3+ pages   n. yr. 
  - Front cover has handwritten notes (possibly lyrics or a poem) 
  - Inside is 1) an unidentified newspaper article by "Malicia" on the question  of ladies in bathing suits with  
   references to Archbishop Duhig. 2) An introduction for a satirical sketch on newspapers  (identified as  
   "Man. Speech").  3) A sheet of blank music staves with a few bars of music handwritten on the first  
   staff. Also written on the sheet is "Frank Wilson (illegible)" and "for trumpet … verse slow, bit of  
   Ireland."  
  - NB: Frank Wilson is known to have been engaged by Nat Phillips c1929. See MI.21 (Nat Phillips'  
   Whirlgig Co). 
 
MI.18 Handwritten notes 
  • n/e 
  • n/e         [n/e]      1 page   n. yr. 
  - Handwritten notes. Difficult to read as some of the text is faded and there are water stains in several  
   areas. 
  -  Writing is on both sides. 
 
MI.19 Invitation 
  • Tattersall's Golf Club (George J. Watson, Secretary) 
  • Card 
  - Unidentified recipient. Dated 26 March 1931. 
  - Tattersall's club address is 157 Elizabeth Street. 
 
MI.20 Running Order Sheet 
  • Nat Phillips 
  • List for 1st act of unidentified revusical. [n/a]      1 page   n. yr. 
  - Incl. typed order of entrances with handwritten additions. 
  - Company incl. Nat (Phillips), Jack (Phillips?), Mrs Phillips, Tom (?), May (?), Kitty (?), Sylvia (?), Paul  
   (?), Al (?). 
  - Opening chorus performed by Marketeers. 
 
MI.21 Nat Phillips' Whirligig Revue Co Running Order Sheet 
  • Nat Phillips 
  • List for 1929 season     [n/a]      1 page   Nov. 1929 
  - For programme commencing Friday night 19 Nov. 1929. Fifth week. 
  - Company incl. Nat Phillips), Jack (Phillips?), Les (?), Ces (?), Frank Wilson (?), Miss almond, Miss  
   Shamrock, Fennicke, St Clair, Sylvia (?), Hector (?), Al (?). 
 
MI.22 Running Order Sheet 
  • n/e 
  • Running order sheet for unidentified season   [n/a]     1 page   1931 
  - Company incl. Edgely and Dawe, Stanelli, Blanche (?), Rene Riano, Halliday and Watson, Arthur  
   Prince, Jack Lumsdaine, Cyril James, Muriel (?). 
  - Incl. handwritten notes and changes to typed details. 
  - Dated 3 Oct. 
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MI.23 Darlings of the Demon 
  • n/e 
  • Burlesque/satiric sketch?    [incomplete]    1 page   n. yr. 
  - No text - just cover page. Incl. author's note. 
  - Subtitled "A Laughing Satire on David Belasco's great drama The Darling of he Gods." 
 
MI.24 All Ashore 
  • n/e    
  • Revusical       [complete]    -    n. yr. 
  - M/S 1: Handwritten manuscript in a hard bound notebook book (2 scripts included – the other being On  
   Deck) 
  - Characters incl. Jack, Girls, Garcia, Miami, Bert, Will, Dolly, Ladie.  
 + 
  On Deck 
  • n/e    
  • Revusical/Comedy (?)         
  - M/S 2: Handwritten manuscript – the second text in the notebook 
  - On Deck is crossed out. The alternative title (?) is illegible. 
  - Characters are: Cap, Boy, Kate, Mrs Watchit. 
  - Incl. the lyrics to a duet by Watson (?) and Kate, titled "Positive fact." 
  - Notebook includes 15 pages which have been stuck inside. Two additional (folded) pages are inside the  
   book. It is not clear if these last two pages are related to either text. The handwriting is difficult to read. 
 
 
 
 
SONG LYRICS & POETRY  (SL) 
(Complete and Fragments) 
 
1.  Entries are identified according to title if this is known. Song and poem titles are identified by the  
 use of a capital letter for the beginning of each word. For example: "Bring in the Beer." 
2.  If the title has not been identified, that text will be entered according to the first line of the song or 
 poem. Such Entries will have a capital letter only for the first word and are followed by ….  For  
 example; "Say it with music…" 
3.  Some entries may be entered according to other identifying features, ie; Opening Chorus or Duet etc. 
 
SL.1 "Bring in the Beer"    
  • n/e    
  • Song              1 page   n. yr. 
  -   Incl. verse and chorus. 
  - NB: "Beer" in title is misspelt as "Berr." 
 
SL.2 "Solicitor Charlie Grief has become a Member of the Celtic Club" 
  • n/e     
  • Poem              1 page   n. yr. 
     
SL.3 "Johnnie's Song"    
  • n/e      
  • Song              1 page   n. yr. 
 
SL.4 [Opening Chorus]    
  • n/e    
  • Song              7 pages   n. yr. 
  -   1st line:   "Girls: Everybody hello to you…" 
  -   Unidentified production and title, possibly from a revusical.     
  -   Characters: Girls, Juvenile, Soubrette, Character Woman, Character Man, Utility Man, Comedian,   
   leading Lady  
  -   Multiple copies (3 x 2p / 1 x 1 p). 
 
SL.5 "Say it with music…"   
  • n/e    
  • Song              1 page   n. yr. 
  - Handwritten notes on back of page.  
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SL.6 "Chief of Police: His Highness the Prince."  
  • n/e    
  • Song              1 page   n. yr. 
     
SL.7 GOOD NEWS    
  • n/e    
  • Revusical (songs from Acts 1 and 2)        11 pages   n. yr. 
  - 3 pages (x 3 copies) 
  -   Songs: Opening Chorus, "Flaming Youth" (Babe, Millie, Windy, boys and girls); Act 2.   Opening  
   Chorus (Patricia), "Good News" (Flo, boys and girls); Scene 3 "Lucky in Love," "Happy Days" (boys,  
   girls and Glee Club), "Just Imagine" (Connie, Patricia, Millie and girls), "Patter Trio" and (finale). 
 
SL.8 [Opening Chorus]    
  • n/e    
  • Song              2 pages   n. yr. 
  -  1
st
 line: "'Tis Derby Day, we all feel gay." 
  -  Possible from either The Jockeys or A Sporting Chance. 
  -  3 versions of the same chorus on page (inc. handwritten notes).   Address: 565 Stanley Street, Brisbane. 
 
SL.9     [Opening Chorus (Act 2)]  
  • n/e    
  • Song              1 page   n. yr. 
  -  1
st
 line: "To this ladies charming [sic] villa, we have been invited"    
 
SL.10   "Perfect Peace" / "The Ghost Walk"  
  • n/e    
  • Songs (parodies)           1 page   n. yr. 
      - Both lyrics are handwritten (double sided) 
  - The names Alice and Mr Weston are mentioned. 
 
SL.11 "Goose Step Home"    
  • n/e    
  • Song (parody)            1 page   n. yr. 
 
SL.12   "Ragtime Violin" / "Everybody's Doing It"    
  • n/e    
  • Songs  (parodies)            1 page   n. yr. 
      -  Both songs incl. verse and chorus. 
  - The name Rubenstein is mentioned in "Ragtime Violin." 
  - The names Rachel, Rebecca, Cohenstein and Levi are mentioned in "Everybody's Doing It." 
 
SL.13   "At Home I'm My Wife's Husband"  
  • n/e    
  • Song  (parody)            3 pages   n. yr. 
      -  Handwritten.  
  -  3 verses and chorus (x3) 
 
SL.14   "The Dandy Doctor" (Act 1)  
  • n/e    
  • Song  (parody)            1 page   n. yr. 
      -  Sung by Brown and Girls          
  -  Verse and chorus 
 
SL.15   "Duet"     
  • n/e    
  • Song  (parody)            1 page   n. yr. 
  -  Sung by Brown and Jane 
  -  3 verses 
 
SL.16  "On with the Dance"   
  • n/e    
  • Song                1 page   n. yr. 
  -  Characters mentioned in the lyrics are Maud and Reggie. 
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SL.17   "Misterioso"     
  • n/e    
  • Song                1 page    n. yr. 
  -  Sung by Count, Hugo and Armand 
  -  2 verses and 2 refrains 
 
SL.18   "I Saw Six Short Soldiers Scrubbing Six Short Shirts"    
  • n/e    
  • Song              1 page   n. yr. 
      -  Handwritten. 
  -  On the reverse side is written:  "Robinson 312 pacific Air West Toronto, Ontario" 
 
SL.19 [untitled]     
  • n/e    
  • Song    (2 x 3 p)            6 pages   n. yr. 
  -  1
st
 line:  "……. my melody." 
  -  Sung between two unidentified characters 
 
SL.20   "Ting Ting Tra-La-La"   
  • n/e    
  • Song                1 page   n. yr. 
  -  Mentions Miss O'Shea from Dublin Bay." 
 
SL.21   "Kiss Waltz, The" (Act 2) / "Sandy"  
  • n/e    
  • Songs               1 page   n. yr. 
      -  "The Kiss Waltz" is described as an Opening Chorus. 
 
SL.22   "Italiano" / "Coster Interlude"     
  • n/e    
  • Songs  (parodies)            1 page   n. yr. 
      -  Handwritten. Each song is written on one side of the paper. 
 
SL.23   "Hannah"     
  • Nat Phillips   
  • Song                1 page   n. yr. 
  -  "By Nat Phillips" is indicated 
  -  Verse and chorus. 
 
SL.24   [Opening Chorus]    
  • n/e    
  • Song  (parody)            1 page   n. yr. 
  -  1
st
 line: "Let's all be merry and bright." 
 
SL.25 [untitled]     
  • n/e    
  • Song        [incomplete]         1 page   n. yr. 
  -  1
st
 line: "Old pal, old gal…" 
 
SL.26  "Rag Time Ring"    
  • Nat Phillips   
  • Song                2 pages   n. yr. 
  -  Incl. title page 
  -  Sung by Comic, Crook and Policeman. 
  -  A notation indicates that the Policeman does a jazz step and that the "music should be by heck or  
   Chicken Reel." 
 
SL.27   "All That Glitters Isn't Gold" / "Shade of the Old Apple Tree"   
  • Nat Phillips   
  • Songs                1 page   n. yr. 
      -  Both songs credited as "written by Stiffy, Sung by Mo." (Nat Phillips' name has been crossed out with  
   x's) 
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SL.28   "Bird of Paradise" [sic] / "Somewhere"    
  • Nat Phillips (?)  
  • Songs (parodies)            1 page   n. yr. 
  - Title of first song is written as "Bird Od Paradise."            
           
SL.29  "They Called It Dixieland" /  "For Me And My Gal"  
  • n/e    
  • Songs  (parodies)            1 page   n. yr. 
      -  "They called it Dixieland" has "They Called It" inserted into the title in pencil. 
  -  "For Me and My Girl" has the "For" inserted into the title in pencil. 
          
SL.30   "Sing Something Irish To Me" / "Broken Doll"  
  • n/e    
  • Songs (parodies)            1 page   n. yr. 
     -  Has "To Me" inserted into the title in pencil. 
  -  Both songs verse/chorus only 
 
SL.31   "Goo, Goo Eye" ' / "Goo, Goo Eyes"   
  • n/e    
  • Songs                1 page   n. yr. 
    -  1
st
 version is verse only. 
  -  2
nd
 version is verse and chorus. 
 
SL.32  " Telephone Girls"    
  • Nat Phillips   
  • Song              1 page   n. yr. 
  -  "Nat Phillips" is typed beside the song title 
  
SL.33 [untitled]     
  • n/e    
  • Song              1 page   n. yr. 
  -  1
st
 line: "Go and get a girl, then make a date with her, don't be late with her" 
 
SL.34 [Opening Chorus]    
  • n/e    
  • Song              1 page   n. yr. 
  -  1
st
 line:  "Welcome, welcome to the Rockawat Club." 
 
SL.35 [Opening Chorus  /  Opening Chorus]    
  • n/e    
  • Songs              3 pages   n. yr. 
  -  MS 1: Pages 1 and 2 are the same version of the first opening chorus.  Opening line of this song is "We  
   are sailors all so gay." 1
st
 chorus is sung by Dan, Keith and Chorus; 2
nd
 chorus is sung by Men and  Girls. 
  - MS 2: Page 3 is a different opening chorus, with lyrics handwritten. 1
st
 line: "Hello, hello, everybody we 
   greet you with faces all smiling." 
 
SL.36   "Moonlight"     
  • n/e    
  • Song              1 page   n. yr. 
  -  Sung by Alec and Statler, Hal and Statler, Jack and Sylvia, Bob and Winnie and Cop. 
  -  A notation (typed) indicates that Mo is one of the characters. 
 
SL.37   [Opening Chorus]    
  • n/e    
  • Song              2 pages   n. yr. 
  -  1
st
 line: "We have come from the ends of the earth." 
  -  Title page is printed on the back of Hotel Britannia note paper. 
 
SL.38 [untitled]           
  • n/e    
  • Song (verse and chorus only)          1 page   n. yr. 
  - 1
st
 line: "Women, women, married or single." 
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SL.39 "Finale Covent Garden Scene." 
  • n/e    
  • Song/poem (?)            1 page   n. yr. 
  - 3 verses. 
  - Lyrics concern Omar Kayyam and Tangiers. 
 
SL.40 "Nobody" 
  • n/e    
  • Song/poem (?)            1 page   n. yr. 
  - Poem about love. Incl. references to Romeo and Juliet, Isdabella and Ferdinand, Snow White and her  
   Seven Dwarves and others. 
  - The number "186" is handwritten at top of page. Some lines are either underlined (by hand) or have ticks  
   against them. 
 
SL.41 "Bookshop Production" 
  • n/e    
  • Song (possibly from a revusical)          1 page   n. yr. 
  - Sung by the character, Peggy. Incl. a dance with ballet chorus. 
  -  Handwritten notes indicates "opening second half." 
  - Possibly connected to UT.53 as both texts include the character, Peggy, and a ballet and chorus. 
 
SL.42 "Opening Chorus" / "Opening Chorus 'The Club'" 
  • n/e    
  • Songs              1 page   n. yr. 
  - Both songs are identified in other manuscripts. 
  - Song 1. 1
st
 line: "We are sailors all so gay, and we sail today."  (see also SL.35). 
  - Song 2. 1
st
 line: "Welcome, welcome to the Rock-a-way Club." (see also SL.34) 
 
SL.43 "Treat Me Rough" 
  • n/e    
  • Song Sketch (?)            1 page   n. yr. 
  - Characters are: 1
st
 Girl, 2
nd
 Girl, #rd Girl, Valet, Freddie. 
  -  Composed in rhyming verse. Scene is set outside the stage door of Freddie Bartholomew. 
 
SL.44  [Untitled] 
  • n/e    
  • Poem              2 page   n. yr. 
  - handwritten on both sides of a piece if card – incl. corrections. 
 
 
SL. 45 "Parody on For the Term of His Natural Life" 
  • n/e    
  • Poem              2 pages   n. yr. 
  - Handwritten. 
 
 
►  NB: see also: CINDERELLA  (Box 1) for miscellaneous lyrics.  
 
 
 
Notes 
 
● See also legal letter regarding copyright of the Stiffy and Mo trade name addressed to John Fuller Jnr in 1917.  
 (Box 8; LI.3). 
 
● "Bert Hinkler" by Nat Phillips.  Published by L. J. Collin (Melb) in 1928 (Box 10; Folder 1).  
 
● "I Live up Town" (published song). "Phillips and Merritt" is handwritten on the score. Box 10 (Folder 4;  PM.55). 
 
● Handwritten on front cover of the song "The Wise Man and the Fool" (Box  10; PM.18) is "Nat Phillips," "Jack  
 and Mack" and "Jack Phillips." Incl. other handwritten notes. 
 
 
 960 
UQFL9: Box 4 
 
NAT PHILLIPS / FULLERS THEATRES' LTD 
 
  
 
ORIGINAL MUSIC SCORES: REVUSICALS AND PANTOMIMES 
 
 
 
1.    Miscellaneous unpublished music possibly belonging to Fullers Theatre's Ltd. A large number of  
  manuscripts are unidentified.  
2.  Few scores have lyrics. Many are also written for specific instruments - i.e. drums, cornet etc. 
3.  Several manuscripts contain handwritten notes, with some indicating a relationship with Stiffy and  
  Mo revusicals - notably THE PLUMBERS, YES WE DON'T and THE POLICE.  
 
 
 
• "Baby Shoes" 
• "Belgravia" 
• "By the Sea" 
• "Cobber O' Mine  (by Jack Lumsdaine; handwritten score, typed lyrics - published by J. Albert & Son,  
1924) 
• "Country Dance and Chorus"  (incl. parts for Daisy Merritt) 
• "Day That We Were Wed" 
• "Down Where the Water Lillies Grow" 
• "Drink Song" 
• "Good Bye Molly Brown" 
• "Help! Help! Help!" (and or "Oh You Wonderful Girls") 
• "Hold Your Hands" 
• "Honey Man"  (aka Kiss You Honey) Phillips and Merritt indicated. 
• "I Live Up Town" 
• "I'm Going Back Home" 
• "I Wonder Why?" 
• "Just a Little Girl Like You Dear"  
• "Keep on Hoping" 
• "La La La" 
• "Let the Dance Go On"  (from CINDERELLA) 
• "Marie-Sunny Italy" 
• "Meet Me" 
• "Millionariress" 
• "Mysterioso"   (and/or Silver lining) 
• "Oh I Say" 
• "Opening Chorus" for YES WE DON'T 
• "Plenty of Sunshine" 
• "Send Them Along to Me" 
• "Skylark Love"  (aka "My Skylark Love") Incl Stiffy and Mo part. 
• "Spend My Holidays with You" 
• "Stella Florette" 
• "Stop Rolling Your Eyes" 
• "That Reminds Me" 
• "Thermogen"  (by R.P. Weston and Bert Lee) 
• "What's the Use of Going Home" 
• "When Dunbar Lights the Bomb" 
• "Working Girl" 
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UQFL9: Box 5 
 
JACK PHILLIPS 
 
 
MISCELLANEOUS ITEMS: REVUSICALS, SKETCHES, FARCES  (A-Z) 
(The Property of Jack Phillips) 
 
C Folder 
 
C.1.  CHEEK     
  • Jack Phillips 
  • Farce         [complete]     12 pages   n. yr. 
 - See also Qualifications (a later version of the same sketch).    
 -  Handwritten.         
  -  Characters: Arthur Williams, Mrs Williams, Lawson, Teresa. 
  -  Stamped "Property of Jack Phillips." 
         
 
D Folder 
 
D.1. DEPUTY, THE    
  • n/e    
  • Sketch/Farce        [incomplete]      2 pages   n. yr. 
  -  Opening page plus other (2p) 
  -  Characters: Jack Weston (Brereton McKay), Tom Weston (Jack Phillips), Mrs Woodhouse (Vera St  
   John). 
 
 
E Folder 
 
E.1.  ELIZA COMES TO STAY    
  • n/e    
  • 3 Act comedy       [incomplete]    42+ pages  n. yr. 
 -  Characters:  Herbert, Ann Allaway, Uncle Alexander, Auntie Elizabeth, Vera Lawrence, Mr Jordan,  
  Eliza Vandam, Monty, Hon. Sandy Verral. 
 -  SIDES: Eliza Vandam (17p) Sandy Verral (25p).  
  - Stamped "Property of Jack Phillips." 
 
 
L Folder 
 
L.1.  LOVE GAME, THE   
  • n/e    
  • Drama          [complete]     22 pages   n. yr. 
  -  Characters: Margaret and David Armstrong, Jill, Jack, Stella Hilldrop, Cyril Field, Ann Page,  Agnes. 
 -  M/S 1: "Property of Jack Phillips" handwritten. 
 -  M/S 2: One side of the folder has "The Love Game"… Property of Jack Phillips" handwritten on one  
  side. The other side has a programme cover page glued on it "Sunny General Motors Gala Night  
  Sept. 19
th
 1927. Princess Theatre. The Governing Directors Sir Benjamin Fuller and John Fuller. 
 
 
O Folder 
 
Q.1. QUALIFICATIONS   
  • Jack Phillips   
  • Farce          [complete]    6 pages   n. yr.  
  -  Characters: Mrs Williams, Mr Williams, Lawson, Alice. 
 -  MS 1: Typed script, first page is missing (6pp).  
 -  MS 2: Two pages with handwritten dialogue (2pp).  
 -  See Cheek for earlier version of this sketch. 
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W Folder 
 
W.1. WEDDING  PRESENTS   
  • Jack Phillips   
  • Farce.         [complete]    8 pages   n. yr. 
  - Characters: Jack, Flo, Albert Primrose, Irene Primrose. 
  -   NB: See also White Elephants from which ‘Wedding Presents’ is derived. 
 
W.2. WHITE ELEPHANTS   
  • n/e    
  • Farce          [complete]    14 pages   n. yr. 
  -  Characters: Larry, Flo, Albert Fenton, Irene Fenton. 
  -  Stamped "Property of Jack Phillips." 
  -  See ‘Wedding Presents’ for shorter version scripted by Jack Phillips. 
 
W.3. WRECKED    
  • Jack Phillips   
  • Farce          [complete]    5 pages   n. yr 
  -   Characters: The Newlyweds (played by Vera St John and Jack Phillips), The Steward. 
 
W.4. WHAT DO YOU KNOW  JIM?  
  • n/e 
  • Sketch        [incomplete]    1 page   n. yr. 
     -  Handwritten text (1p) 
  - Title uncertain. 
  -  Characters incl. Jim, other unidentified character. 
  -  SIDE: Unidentified character. 
 
► See also Box 6 (PM.66) for song with Jack Phillips' name written on it. 
 
 
 
 
 
UNTITLED TEXTS   (UT)  
(The Property of Jack Phillips) 
 
1.  As titles for the following text fragments have not yet been established, each is identified  
 according to the first line of text on the first page of the manuscript fragment. 
2.  An item is therefore entered according to the first line of dialogue (or lines, if the first line is  
 short). For example; fallen in." / Tom:  "That's nothing." 
3.  When a character name is indicated first, the entry is identified with the name followed by the first  
 line. For example;  Diana: "You  know enough to make him jealous and angry." 
4.  If the first lines of text are stage directions these are entered thus:  Hector.  Enter to song. 
 
UT. 1 [Part of Tim Hogan]   
  • Jack Phillips   
  • Drama        [incomplete]    246+ pages   n. yr. 
  -  Characters incl. Tim Hogan, Larry Scott (Eddie's pal), Harry Hennessy (a detective), Reardon (a  
   detective), Eddie Ellison, Jane Brown, Mrs Carson, Mike Ross, Bridget O'Rourke. 
  -  SIDES: Tim Hogan (12p, Acts 1 and 3), Mrs Carson (2p), Harry (27p), Larry (45p - 2 booklets),  
   Reardon (1p), Eddie (78p), Jane (36p), Mike Ross (13p), Bridget (32p). 
  -  Part of Jane Brown was possibly played by Sylvia Post Mason. 
  -  Stamped "Please return to J. Phillips, Sydney). 
  -  The identifying lines for this text (see under Title/name) are from the CP: of Tim Hogan -  the first text \
   in the UT.1 file.  
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MISCELLANEOUS ITEMS: (MI) 
 
 
MI.1 Military Record Book   
  • n/a    
  • Australian Military Record Book for Jacob Louis Phillips  [n/a]  18 pages  14 Dec. 1928 
  -  No details of military service recorded in book. 
 
 
 
 
 
MUSICAL SCORES: (MS) 
 
 
MS.1 "Making a Fortune"   
  • Jack Phillips   
  • Score        [incomplete]    1 page   n. yr. 
  -  Handwritten score 
  -  Parody on "He's a Jolly Good Fellow." 
 
MS.2 "Broken Doll"   
  • Jack Phillips   
  • Score        [incomplete]    4 page   n. yr. 
  -  Handwritten score (2 p) and one page of notes re: Acts 1, 2, and 3. 
  -  Parody.   
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UQFL9: Box 6 
 
CREMORNE THEATRE (Brisbane) 
 
 
SCRIPTS: MISCELLANEOUS AUTHORS 
(The Property of John N. McCallum) 
 
 NB:  A number of the manuscripts held in this collection are identified by handwritten numbers - preceded by  
   the letter G. These identification numbers are included in the entries as [G88], for example. 
 
A Folder 
 
A.1. A LA CARTE     
  • n/e      
  • Revusical/Musical comedy (?)      [incomplete]       12 pages    n. yr. 
  -  SIDES: Waiter (2/1p) Dick Richards (2/2p), Violet (1p), Miss Evan Evans (1/1p), Millie Maynard  
   (1/1p), Major Fitzgerald (2/2p), Sara the Cook (1p), Algie Fitzgerald (1p) Flossy de Vere (1p),  
   Unidentified (1p).   
 
A.2. ANTI-PROHIBITIONISTS AND THE RANTI-PROHIBITIONISTS ON NEITHER  
  SIDE OF THE QUESTION, THE; Or, Side Lights On Both Sides 
  • Durell, J. 
  • Comedy sketch       [complete]    12+ pages    n. yr. 
  -  Two complete copies (with one annotated).  
  -  SIDES: Old lady (2p), Working Man (2p), Mr Stiggins (3p), Anti-prohibitionist (2p), English Youth  
   (2p), The Man on the Street (1p). 
   
 
B Folder 
 
B.1  BUN SHOP    
  • n/e     
  • Revusical/Musical comedy (?)     [complete]    10 pages   n. yr. 
  -  Two copies complete (one copy handwritten, the other typed). 
  -   Stamped "Property of John N. McCallum." 
 
B.2.  BURLESQUE DRAMA   
  • n/e      
  • Burlesque drama  [G88]     [complete]    6+ pages    n. yr. 
  - Six complete copies.    
  -  Characters: Hero, Heroine, Villain, Sailor, Chorus, Principal. 
  -  Stamped "Property of John N. McCallum."    
- A McCallum's Courtiers presentation. 
 
B.3  BURNING TO SING; OR, SINGING TO BURN    
  • Lib. R.H. Burnside; Mus. Gustave Kerker  (Americans) 
  • One act opera       [complete]    15/82+ pages   n. yr. 
      -  Described on the cover as "A Very Grand Opera in One Act." 
  -  Stamped "John N. McCallum Courtiers." 
  -  M/S 1:  Full text (15p) 
  -  M/S 1:  Full score  (82p) 
  -  Cast/Characters: Edwin Stevens (Signor Eduardo Tremolini), William Pruette (Billy), De Wolf Hopper  
   (Thomassini), Sydney Deane (Jim Higgins), Frank Belcher (Tom Harris), Neal McCay (Mde.  
   Marguerita Tremolini). 
  -  Text incl. costume/make-up and property directions. 
  - Incl. half-size cover page. 
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C Folder 
 
C.1.  CHARLIE'S AUNT    
  • n/e  
  • Farce  [G118]      [complete]    8+ pages   n. yr. 
  -  Not related to the well-known comedy of the same name. 
  -   Incl. "Ballet in the Ballroom" scene.     
  -   SIDES: Chas (4p), Aunt Martha (4p), Kate (2p), Tom (1p), Fred (1p), Policeman (1p). 
  -   Arranged by Mr Charlie Albert. The characters do not appear tone the same as those in Brandon  
   Thomas' famous comedy. 
  
C.2.  COBBERS      
  • n/e     
  • Sketch/Farce        [incomplete]    46+ pages  n. yr. 
  -  Characters incl. Jerry Jibbs, Eva Castles, Harry Castles, Major Fieremo. 
  -  SIDES: (with stage directions) Jerry Jibbs (13p), Eva Castles, (5p), Harry Castles, (4p) Major Fiercemo  
   (3p). 
  -   Note: another set of character parts, annotated and without stage directions: Jerry Jibbs (7p), Bill Bloobs  
   (6p) Eva Castles (3p), Mrs Nagger (1p), Sleepwalker (2p). 
  -  "Elton Black" is handwritten on front cover and song lyrics penned on the back page (3p). Jerry Jibbs  
   was likely Elton Black's character. 
  -   Stamped "Property of John N. McCallum." 
 
C.3.  COME OUT OF HER ROOM    
  • n/e      
  • Farce   [G157]      [complete]    20/12 pages   n. yr. 
  -  Two copies of script (one a complete annotated script (20p), the other a revised script (12p).    
  -  Characters: Mae, Jack and Helen.         
  -  Running time 15-17 minutes.   
  -  Stamped "Property of John N. McCallum."  
 
C.4.  COMEDY DUET    
  • n/e      
  • Comedy sketch  [G216]    [complete]    2 pages   n. yr 
  -  Characters: He, She, Hulbert, Monkman.    
 
C.5.  CROOKED COIN; Or Employed by the Government          
  • n/e      
  • Drama in one act  [G96]    [complete]    6+ pages    n. yr 
  -  Two complete copies of script. 
 -  Characters: Mr Crankston, Marcia, Mr Morton. 
 -  SIDES: Mr Crankston (3p),  Marcia (2p), Mr Morton (3p). 
 
C.6  CONCOCTING A DRAMA; Or, The Financier's Finish 
  • Leonard R. Durell    
  • Comedy/Drama (?)  [G166]    [complete]    8+ pages   n. yr. 
   -  Text incl. cover folder, handwritten notes and drawings. 
      -  Characters: Servant, Author, Financier, John Butler, Maid, Kate, Old Actor, Tom, George, Harry Bill. 
     
 
D Folder 
 
D.1. DON'T BLAME ME   
  • n/e      
  • Sketch/Farce (?) [G109]    [complete]    13 pages   n. yr. 
  -  Written for actors Arthur Denton, Gus Bluett and Nelle Fleming.  
  -  Text incl. song (13p).  
  - The text is possibly complete but this is not yet established beyond doubt.       
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D.2. DORIS REMMINGTON  
  • n/e      
  • Sketch [G87]      [complete]    9+ pages   n. yr. 
  -  Characters: Mr Timmins, Mr Rough, Doris Remmington. 
  -  M/S 1: Handwritten text (5p). Possibly an early draft. The dialogue is different in places to that of the  
   two typed character parts (CPs).  
  -  SIDES: The Manager (5/2p), Mr Timmins (3 p). 
  -   Doris Remmington does not speak any lines.     
        
D.3. DIVORCED      
  • n/e      
  • Farce         [complete]     8+ pages   n. yr 
  -  Characters: Henry, Della, Wallace. 
  -  Annotated script (7p) incl. handwritten notes. 
  -  SIDES: Henry (8p), Della  (4p) and Wallace (6p). 
 
D.4  DAUGHTER OF JAPAN, A 
  • n/e       
  • Dramatic sketch.   [G99]    [complete]    16+ pages  n. yr. 
      -  Characters: Private Simpson, Lieut. Commander Belson, Lieut. Commander John "Jack" Maitland,  
   Ometsu San. 
  -   MS:  Complete text (16p). 
 -  SIDES: Belson (7p / 2p incomplete), Maitland (5p incomplete), Simpson (5p). 
 -  Several pages of the text are mixed up and hence have as yet no established order. 
 
 
E Folder 
 
E.1.  EASY MONEY     
  • n/e      
  • Sketch/Farce (?) [G96]    [complete?]    18 pages   n. yr. 
 -  SIDES: Marcia (4p), Fred Cranston (6p), James Morton (7p),  Page (1p).     
 
 
F Folder 
 
F.1  FAMILY AFFAIR, A    
  • n/e 
  • Comedy/Farce       [incomplete]   22+ pages  n. yr. 
  -  Characters incl. Jack Henderson, Timothy, Twitters. 
  -  SIDES:  Jack Henderson (7p / 9p, incl. handwritten notations), Timothy Twitters (6p). 
  -  Jack Henderson (7p) and Timothy Twitters' character parts are identified by a filing system - G20. The  
   second Jack Henderson character part (9p) is identified by G60. Both versions seem to be similar in  
   terms of dialogue. 
  -  Timothy Twitters character part has Mike Connors' name handwritten on the cover. 
 
 
G Folder 
 
G.1  GALLOPING HORSES   
  • n/e  
  • Sketch [G80]      [incomplete]    7 pages  n. yr. 
  -  SIDES: Bill (1p), Dude (1p), Showman (2p), Old Man (1p), Arriet (1p),   Old Woman (1p).  
 
 
H Folder 
 
H.1. HOME AT LAST     
  • n/e     
  • Farce [G138]      [complete]    8 pages  n. yr. 
  -  Characters: Gwendoline, Jack, Mrs Pip, Girl Milkman, Old Gent. 
  -  Incl. handwritten notes. 
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H.2. HONI SOIT       
  • n/e     
  • Farce         [complete]    9 pages   n. yr. 
  -  Characters: William, Count, Girl. 
  -  This revue was originally devised by C. H. Bovill. It premiered at the London Pavilion on 6 Sept. 1915.  
   An Australian production, starring Barry Lupino, is known to have been staged in Australia as early as  
   Oct. 1918 (see Theatre Nov. 1918, 23). 
 
H.3.  HIGHWAYMAN, THE     
  • M. Forrest.    
  • Dramatic sketch        [complete]    5 pages   n. yr.  
  -  Annotated script. 
  -  M. Forrest's address is given as 41 Telegraph Chambers, Queen St, Brisbane. 
 
 
I Folder 
 
I.1.  IN GAY SEVILLE       
  • Fred Whaite   
  • Romantic comic opera in 3 Acts   [complete (?)]    88+ pages  n. yr. 
  - Full text with lyrics. 
  -  Stamped "Property of John N. McCallum. 
    -  M/S 1:  Act 1 (17p)  Later version - complete draft. 
    - M/S 2:  Act 2 (17p)  Later version - complete draft. 
         -  M/S 3:  Act 3 (3 x 6p identical copies)  Later version - incomplete. 
           -  M/S 4:  Act 3 (12 p)  Earlier version - complete draft but with notes re: corrections and additions needed  
   (a later completed draft has not been located). 
  -  M/S 5:  Act 2 (23p). An earlier version. 
  -  M/S 6:  Page 5 from Act 2 (version n/e). 
 
I.2  ISLE OF NOWHERE (A Chinese Fantasia)     
  • n/e     
  • Pantomime (?)      [complete]     19+ pages  n. yr. 
 -  Characters: Jim Jim, Tow Ise, Sun Li, Chow Min, Bon Bon, Swee Ting, Poo Ting, Hi Joy, Jim Hallard,  
  Mike Bowline, Spike Marlinsky. 
 -  SIDES: Jim Jim (1p), Tow Ise (2p), Sun Li (1p), Bon Bon (2p), Poo Ting (1p), Spike (3p).  
 -  Miscellaneous unidentified scripts. 
 
I.3  ITALIAN NIGHTS      
  • n/e     
  • Romantic period piece in one act. [G68] [complete]    4 pages   n. yr. 
  - Characters: Old Castino, Mimi Castino, Frederico Talano, Peitro. 
 
I.4  IN AMSTERDAM     
  • n/e      
  • Revusical [G89]      [incomplete]    67+ pages   1919 
  -  First known production was at the Cremorne Theatre (Bris); 29 Aug. - 4 Sept. under the auspices of  
   Walter Johnson's Town Topics Company. 
  -  See UQFL9: Box 4 (CT.13) for further details. 
  -  Songs included in the various manuscripts are not the same as mentioned in CT.13.  These songs are:  
   "Love of Mine," "Moonbeams Shining," and "Legend of the Mill." 
  -  Texts contain many handwritten notations and directions. 
  -  M/S 1:  The most complete text it is the only one marked with the reference number G89. The text is  
   made up of each of the existing pages, including 2 incomplete SIDES (Marcella and Chefchick) 
  -  M/S 2: Opening chorus - 4 parts identified as belonging to actors (LU, Rita Nelson, Leslie Jephcott (2 x  
   4p) and Fordie. 
  -  M/S 3: Opening Chorus - multiple copies (12 x 2p). 
  -  M/S 4: "…. shout beware" page (13 x 1p). 
  -  M/S 5: "No! She never had a lover" page (2 x 1p). 
  -  M/S 6: "But how is a mystery still" page (1 x 1p). 
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I.5  INTERVIEWS      
  • n/e      
  • Farce/sketch (?) [G71]    [complete]    7+ pages   n. yr. 
  -  Characters: Page Boy, Sarah, Girl. 
  -  SIDES: Page Boy (4), Sarah (3p). The SIDES are held together, although containing separate  
   dialogue (ie; 1-4/5-7). 
 
I.6  INDISCRETIONS     
  • n/e 
  • Sketch/comedy in 1 act  [G124]   [complete]    13+ pages  n. yr. 
  -   M/S 1: Text incl. handwritten notes (script for actor playing Anne)  
  -   Characters: Richard Baldwin (scientist), Anne Baldwin (his wife), Doris Baldwin (Anne's step- 
   daughter), Ellen Cherry (Anne's sister), Daniel Corrnwood (Anne's friend). 
  -   SIDES: Ellen (3p) + possibly 3 other unidentified parts (10 pages mixed up). 
 
 
L Folder 
 
L.1.  LAST TRAIN FROM PINKENBA, THE     
  • Fred Whaite    
  • Musical comedy       [incomplete]    31+ pages  n. yr. 
  -  Set in Brisbane. Text includes handwritten script in notepad (5p) 
  -  SIDES: Jack (3p), Guard (4p), Bill Williams (1p), Minister [Rev. Mr Stokes] (1p), Mrs Brown (3p),  
   Dolly Darling (1p), Mrs Jones (1p), Mrs West (1p), Arthur Burgess (1p).  
  -   Incl. various spare and unidentified parts (15p). 
 
L.2.  LAVENDER FARM     
  • n/e      
  • Revusical/musical comedy (?)   [incomplete]    51+ pages  n. yr. 
  -   SIDES: Dick (5p), Jack Mannering (3p/2p), Phyllis (1x3p; 1x4p incl. title p), Lord Burleigh (1x2p), Prof  
   Catchem (3p), Earl of Clevedon (1x1p;  2x2p incl. title p), Mrs Banfield (2p), Letty Wilson (1x1p;  1x2p  
   l. title p), Sammy (3 x 2p), Matilda (1 x 1p; 1 x 2p, incl. title p), Dick (5p, incl. handwritten notes/ 3p). 
  -  Dick's CP: has Lavender Time written on it. It also incl. 3p of handwritten notes. 
 
L.3  LITTLE FOWL PLAY, A      
  • n/e      
  • Comic play         [complete]     14 pages   n. yr  
  -  Characters: Sybil, Mary, Gilbert, Warren, Tolbooth. 
  -  Stamped "Property of John N. McCallum." 
 
L.4.  LONG ARM, THE     
  • n/e      
  • Sketch/Farce (?) [G189]    [incomplete]    13 pages   n. yr.  
  -  Characters incl. Husband, Man, Policeman, Callahan (an Irishman). 
  -  SIDES: Husband (4p), Man (9p). 
 
 
M Folder 
  
M.1  MAN WHO STOLE THE CASTLE, THE     
  • n/e     
  • Comic play   [G177]     [complete]    11+ pages  n. yr. 
  -  Characters: Josiah Hankey, Jack Dalwyn, Cummings, Sir Richard, Barbara, Dame Cummings. 
 -  SIDES: Sir Richard (6p), Hankey (3p), Dame Cummings (2p), Jack Dalwyn (10p), Cummings (4p),  
  Barbara (2p). 
  -  Stamped "Property of John N. McCallum." 
 
M.2. MEXICO      
  • n/e      
  • Play script        [incomplete]    7 pages   n. yr. 
  -  Text (7p). 
  -  Not believed to have any relationship with the Nat Phillips Stiffy and Mo revusical. 
  -  Characters incl. Cann, Judd, Roy, Hoolah (or Hoopla), Camela, Vi, Marian, Adolphus. 
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M.3. MOCKING BIRD, THE   
  • n/e      
  • Revusical/Musical (?)       [incomplete]    8 pages   n. yr. 
  -  Annotated fragments (8p). 
  -  Characters incl. Soprano, Governor, Yvette, Don Antonio de Olloa, Eugene, Le Farge 
  -  Incl. lyrics to "Kisses," "Sooky Ookum" and Opening Chorus (Act 1). 
 
M.4.  MUMMIES, THE     
  • n/e      
  • Sketch/Farce (?)       [incomplete]    5 pages   n. yr.  
  -  Cast incl. Lou Vernon, Elton Black 
  -  Characters incl. Indian Chief, Holmes. 
  -  Annotated fragments (5p). 
 
M.5  MOTHER GOOSE    
  • n/e      
  • Scene from the pantomime    [incomplete]    3 pages   n. yr. 
  -  Scene titled "A Wood in One" (pp 13, 16-18)   
  -  Characters incl. Fitz, Starts, Showman, Auntie, Jack, Mother, Silver, Joybells, Truheart, Demon, Fairy. 
 
 
N Folder 
  
N.1. NEVER SAY DIE    
  • n/e      
  • Three act drama    [G179]    [complete]    66 pages   n. yr. 
  -  Characters: A Servant, Violet Stevenson, Hon. Mrs Stevenson, Sir John Galesby M.D., Hector Walters,  
   Dionysius Woodbury, Griggs, Verchese, La Cigale, Mr Gibbs, Buster, Van Loader. 
  -  Stamped "Property of John N. McCallum." 
 
 
O Folder 
 
O.1. ON THE BRAIN     
  • n/e      
  • Farce   [G94]       [incomplete]     18 pages   n. yr  
  -  Two copies of text (6p x 2). 
  -  Characters: Green, Lucy, Frank, Jones Jane.  
  -  SIDES: Jones (5p), Lucy (1p). 
 
O.2.  ON THE WING     
  • n/e      
  • Sketch/Farce (?)   [G66]     [incomplete]    16 pages    n. yr. 
  -  SIDES: Frank (4p),  Judd (4p), spare parts passport office (12p).   
  -  NB: 12p SIDE  indicates "Passport Office;" while another part (4p) indicates the Passport Office scene is  
   played the character, Judd. It is not clear then whether the "Passport Office" scene is from On the Wing  
   or from something else. 
 
O.3  OUT OF THE  PURPLE EAST    
  • Norman  Campbell    
  • A Fantasy in one act     [complete]    6 pages   n. yr. 
    -  Characters incl. Chandra, Ganesh, Pierre, Gauthier, Talsi  
  -  Text incl. explanations, settings and notes. 
  -  Produced by Ernest C. St George.  
  -  Statuesque poses performed by Miss St. George. "Remarkable" stage effects originated by Ernest C. St.  
   George. 
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P Folder 
 
P.1.  POETS, THE     
  • n/e      
  • Sketch/Farce (?) [G150]     [incomplete]    6 pages   n. yr. 
  -  SIDES: Miss New York (3p), Archibald (3p).  
  -  Includes lyrics for the song ‘The Poets.’ 
 
P.2.  POTTED PLAYS    
  • n/e      
  • Sketch/Farce (?) [G122]     [incomplete]    8 pages   n. yr. 
  -  Spare parts, fragments (8p). 
 
P.3.  PRINCE FOR TEN MINUTES, A    
  • n/e      
  • Comic play [G83]     [incomplete]    -    n. yr. 
 -  Spare parts for roles of Herbert, Mayor, Henry, Joker, Seth and Sam, Miss Jiggers and Mrs Bloobs.  
 -  Stamped "The property of John N. McCallum."        
 
P.4.  PRINCESS CAPRICE   
  • n/e      
  • Musical comedy/Revusical (?)   [incomplete]    1 page   n. yr. 
  -  Characters:  Queen, Clementine. 
  -  Text (1p) incl. the song "La Petite Clementine." 
 
P.5  PROSPECTOR, THE    
  • n/e      
  • Farce/Sketch (?)      [incomplete]    5 pages   n. yr. 
  -  Characters incl. Scott, Budlong (well-groomed lawyer and man of affairs), Miss Creighton, General,  
   Jim. 
  -  SIDE: Budlong (5p).  Contains numerous notations. 
 
 
R Folder 
 
R.1.  RESTAURANT SKIT   
  • n/e      
  • Comedy sketch  [G215]     [complete]    2 pages    n. yr. 
  -  Characters: Kirby, Miss Gerard. 
 
R.2  ROBINSON CRUSOE  
  • Lib. Elton Black; Mus. Fred Whaite 
  • Pantomime       [incomplete]      30+ pages  Dec. 1919 
  -  Cast incl. Gladys Raines, Alice Bennetto, Elton Black, Yorke Gray, Percy Mackay,  Lou Vernon,  
   Sydney Jones, Leslie Jephcott, Belle Millette, Pauline Harford, Phil Kennedy, Olga Muir. 
  -   M/S 1  Running Order sheet - incl. list of songs, scene synopsis (2 x 1p) 
  -   M/S 2: 5 copies (x 2p) and 6 copies (x 1p) of dialogue and lyrics to "Hurrah for the Rolling Sea" scene -  
   performed by Percy McKay and chorus. 
  -   M/S 3: Character part: Humbug (2p). Handwritten. 
  -   M/S 4: Character part: Man Friday "A Faithful Nigger" (2p). 
  -   M/S 5: Character part: Polly Perkins (4p). Typed text with hand-written notes for Alice Bennetto. 
  -   M/S 6: Character part: Robinson Crusoe (4p) Typed text with hand-written notes for Gladys Raines 
  -   M/S 7: Lyrics to several songs (2p). The only one identified to date is the opening chorus number to  
   Act 1 "Fisher Girls." 
 
R.3  RECRUIT, THE    
  • Cyril Wentworth Hogg   
  • Play in one act.      [complete]    20 pages   1914 
  -  Described as "A play of the moment in one act" 
  -  Characters: Mrs Venables, Minnie Smith, Peggy, Tom Bell. 
  -  Published by Samuel French, London (French's Acting Edition, No 2528). 
  -  Stamped "Property of John N. McCallum." 
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S Folder 
 
S.1.  SCENE IN JAPAN    
  • n/e      
  • Farce         [incomplete]    5 pages   n. yr. 
 -  Characters incl. Lucy, Geisha, Judd, Cann, Jap Girl. 
 -  SIDES: Judd (2p, annotated), Cann (2p), Jap Girl (1p, annotated). 
 -  The texts contain handwritten notes. 
 
S.2.  SCHOOL FOR SCANDAL, THE   
  • Richard Brinsley Sheriden       
  • Comic play [G111]      [incomplete]    28 pages   n. yr. 
  -  Spare parts: Charles Surface, Joseph Surface, Sir Peter and Lady Teazle. 
 
S.3.  SEA WOLF, THE     
  • n/e      
  • Dramatic play in two/three acts    [complete]    30 pages   n. yr. 
  -  Characters: Larsen, Humphrey, Muggridge, Leach, Kelly, Maud, Cook. 
 
S.4.  SINBAD THE SAILOR   
  • Les Williams    
  • Pantomime libretto      [complete]    21 pages   n. yr. 
  -  Characters incl. Sinbad, Mrs Sinbad, Hinbad, Captain Traffail, Tom Marlinspike, Jack Mizzen Top,  
   Hassan, King Topaz, The Old man of the Sea, Princess Badura and the children (Alice, Dick, Cissie,  
   Frankie and Mavis). 
  -  Scenes incl. "Old English Snow Scene," "Beside the Blue Waters of Persia," "Fairyland," Deck of the  
   Matilda Jane," "Neptune's Home beneath the Sea," "The Island Shore," "The Valley of Diamonds,"  
   "The Palace of King Topaz" and a harlequinade. 
  -  M/S incl. synopsis of scenes. 
 
S.5.  STOREKEEPER, THE    
  • n/e      
  • Sketch/Farce (?)  [G142]     [complete]    7+ pages   n. yr. 
  -  Characters: Jenkins, Smithkins, Hawkins, The Actress. 
  -  SIDES: Hawkins (3p), Jenkins (8p). 
 -  Stamped "Property of R. Bellairs." 
 
S.6.  SUBURBAN ROMANCE, A   
  • n/e      
  • Sketch [G125]       [complete]    2 pages   n. yr. 
  -  Characters: Bobby, Eliza               
  -  Spare parts: Bobby (1p), Eliza (1p).  Both incl. a dance and duet.     
 
 
NOTES: 
 
►  See also Box 8 (AF. 6). Letter to John N. McCallum from Actors Federation of Australasia (1921) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 972 
UQFL9: Box 7 
 
CREMORNE THEATRE (Brisbane) 
 
 
SCRIPTS: MISCELLANEOUS AUTHORS 
(The Property of John N. McCallum) 
 
 
T Folder 
 
T.1.  TALL TALES; Or, Bitten     
  • n/e  
  • Sketch         [complete]     6 pages   n. yr. 
 -  Annotated copy. 
 -  Characters: Bill Bairnsfather, Captain Jacobs, Alice and Emma. 
 -  SIDE: Emma (4p). 
 -  Stamped "Property of John N. McCallum." 
 
T.2. THAT BRUTE SIMMONDS     
 • n/e 
 • Farce (?)   [G155]      [complete]    11 pages   n. yr. 
 - Characters: Simmons, Mrs Simmons, Ford. 
 -  Stamped "Property of John N. McCallum."      
 
T.3.  THEY ALL FALL FOR  IT  
  • n/e 
  • Romantic comedy in one act  [G173]  [incomplete]    30 pages   n. yr 
 -  Text (8p) 
 -  SIDES: Lemon (8p), Peach (6p). 
  -  Note character parts with different file numbers from above [G186]: Butler (2p), Lemon (8p), Peach  
   (6p). 
  -  Stamped "Property of John N. McCallum." 
 
T.4.  'TIS MEET      
  • n/e      
  • Sketch/Farce (?) [G81]    [incomplete]    2 pages   n. yr 
  -  Drunk, 'Erb, Alf. 
 -  SIDE: 'Erb (2p).  
 
T.5.  TOOTH FOR A TOOTH: (A STORY WITHOUT WORDS), A     
  • n/e      
  • Sketch  [G70]      [complete]    12 pages   n. yr.  
  -  2 copies (each with a different scenario). 
 -  M/S 1:  Characters - Phyllis, Jack, Police, Inspector (6p). 
 -  M/S/ 2: Characters - Boy, Girl, Policeman (6p). 
 
T.6.  TRIANGLE, THE    
  • n/e      
  • Farce  [G190]      [complete]    5 pages +   n. yr. 
 -  Characters: The husband, The Lover, The Wife (the other side of the triangle). 
 -  SIDES: Husband (2p), Lover (2p), Wife (1p). 
  -  Complete text incl. stage plan. 
  -   Stamped "Property of John N. McCallum." 
 
T.7.  TUCK ME UP     
  • n/e      
  • Farce  [G193]       [complete]    5 pages   n. yr. 
 -  Characters are: Mother, Baby Girl, Baby Boy. 
 -  SIDES: Mother (2p), Boy (1p), Girl (2p). 
 -  Text incl. handwritten drawings of stage plan. 
  -  Stamped "Property of John N. McCallum." 
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T.8  TEA SHOP SCENE    
  • n/e      
  • Sketch [G153]      [complete]    9 pages   n. yr. 
  -  Characters incl. He, French Girl, Titmus, Maid. 
  -  SIDES: He (5p), French Girl (4p). 
  -  Only French Girl CP: has G153 written on it. The text incl. the song "Nuthin' at All." The "He"  
- SIDE: also incl. the song. 
 
 
V Folder 
 
V.1. VAUXHALL FINALE   
  • n/e      
  • Comedy sketch        [complete]    4 pages+   n. yr. 
 -  Characters: Maurice, Betty, Dulcie, Major Rawdon. 
 -  SIDES: Betty (1p), Dulcie (1p), Major Rawdon (2p).  
        
V.2. VICARAGE OF DOO-ON- AVE  
  • n/e      
  • One Act comedy sketch [G126]   [complete]    9 pages   n. yr  
  -  Characters: Slackett, James, Mrs Curate, Double, 1
st
 Twin, 2
nd
 Twin. 
 -  SIDES: Slackett (5p), Mrs C (1p), 2
nd
 Twin (1p), 1
st
 Double (1p), First Twin (1p).   
        
 
W Folder 
 
W.1. WINE WOMEN AND WAVES    
  • n/e      
  • Sketch [G112]      [incomplete]    16 pages   n. yr. 
  -  Characters incl. Miss Sink-Song, Sailors, Bill, Mermaid, Miss Sink, Miss Sunk, Neptune. 
  -  SIDES: Joe (5p), Captain (7p), fragment (4p). 
  -  Black is handwritten on Joe's SIDE. This likely refers to Elton Black). 
 
W.2. WISHBONE, THE    
  • n/e  
  • Sketch/Farce (?)       [incomplete]    2 pages   n. yr. 
  -  Fragment, annotated.         
 
W.3  WITHOUT A REFERENCE; Or, Do You Think They Will  
  • n/e  
  • Sketch/Farce (?)      [incomplete ?]    13 pages   n. yr. 
  -  Text (13p) contains numerous handwritten notations. 
  -  Characters incl. Larson, Estelle, Teresa. 
  -  SIDES: Larson (5p), Teresa (2p), Estelle (6p). 
  -  Text mentions Brisbane (page 2 of Larson CP), but it is crossed out and replaced by Sydney. 
 
 
 
 
PROGRAMMES, RUNNING ORDER SHEETS etc  (PR)  
(The Property of John N. McCallum) 
 
 
PR.1 Play List      
  • n/a      
  • List of theatrical productions (farces, comedies, dramas, melodrama etc) 1 page   n. yr. 
  -  Works listed are:  Billy, The Last Words, The Gossipy Sex, Torch Song, A Full House, The Chinese  
   Puzzle Drama, Death Takes a Holiday, Mysterious Money, The Mad Honeymoon, Set a Thief, Orphan  
   Aggie, The Man on the Case, A Prince There Was a Comedy, The Confession Drama, The Rainbow  
   Comedy, Let and Sublet, Shadows of Strife, As Husbands Go, Sick Abed, Just Married, Green Stockings,  
   Two Girls Wanted, An Accusing Finger, The Divorce Question, Tomorrow and Tomorrow, The Haunted  
   House, Going Crooked, The Hidden Guest, In the Next Room, Out of the Night, Fast Colours, At Mrs  
   Beans, Blood Money Mystery.   
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PR.2 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co         3 pages              16/08/1919  
  -  Week 1 programme  incl. a revusical The Rajah of Dampoor  (3 copies). 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray,  Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.3 Running Order Sheet     
  • n/a      
  • Walter Johnson's Town Topics Co          3 pages             22/08/1919 
  - Week 2 programme incl. a revusical, Castles In Corsica  (3 copies) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray,  Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.4 Running Order Sheet  
  • n/a      
  • Running order list for Walter Johnson's Town Topics Co    6 pages          29/08/1919 
  -  Week 3 programme incl. a revusical The Count of Monte Cristo  (3 copies) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray,  Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.5 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co         4 pages     5/09/1919 
  -  Week 4 programme, incl. the Act 2 finale, Excuse Me Madame  (3 copies + extra page) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
   
PR.6 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co          7 pages         12/09/1919  
  -  Week 5, incl. Punchinello (adapted from the old French story by Yorke Gray). 
  -  4 different texts (3 x 1p handwritten / 2 x 1 typed / 1 x 1p handwritten short version / 1 x 1p typed) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray,  Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
  -  Incl. revised programme. 
 
PR.7 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co         1 page         19/09/1919 
  -  Week 6 programme incl. "College Days"  (comedy sketch). 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
  -  Incl. revised programme. 
 
PR.8 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co          4 pages         26/09/1919 
  -  Week 7 programme (2 x 1 typed/1 x 1 handwritten). 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
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PR.9   Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co         5 pages           3/10/1919 
  -  Week 8 programme incl. a revusical The Seminary Girls  (2 x 2 typed / 1x1 handwritten) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.10   Running Order Sheet      
  • n/a  
  • Walter Johnson's Town Topics Co          1 page         17/10/1919 
  -  Week 10 programme incl. "Bargain Day at Finney Isles" (farce). 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.11 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co  (1 x 1p)       1 page         24/10/1919 
  -  Week 11 programme. 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
  -  Incl. Act 2: Finale "Who Stole the Purse." 
 
PR.12 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co          2 page         31/10/1919 
  -  Week 12 programme (2 x 1p) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
  -  Incl. Act 2 Finale: "A Glass Too Much." 
 
PR.13 Running Order Sheet      
  • n/a      
  • Walter Johnson's Town Topics Co         1 page         14/11/1919 
  -  Week 14 programme incl. In Amsterdam (revusical arranged by Walter Johnson and Fred Whaite) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.14  Running Order Sheet     
  • n/a      
  • Walter Johnson's Town Topics Co         1 page                16/01/1920 
  -  Week 21 programme incl. "A Day in the City Police" (Farce) 
  -  Company incl. Elton Black, Lou Vernon, Alice Bennetto, Leslie Jephcott, Yorke Gray, Dorothy Leigh,  
   Molly Asher, Walter Johnson, Jessie Barlee, Belle Millette. 
  -  Incidental music by Fred Whaite. 
 
PR.15 Dressers Panto     
  • n/a 
  • 4 sheets with costume items for a pantomime.          4 pages     n. yr. 
  -   Company incl. Alice Bennetto, Vernon Forde, Yorke Gray, Mollie Asher, Harfold Millette. 
  -  Possibly Walter Johnson's Town Topics Company (c1919/20). 
 
PR.16 Prop list  
  • n/a      
  • Sketch/farce (?)      [incomplete]    -          c 1919/20 
  -  Only one page (page 2) located (5 x 1 copies). Page 1 is missing. 
  -  Company incl. Alice Bennetto and Gladys Raines. Possibly Walter Johnson's Town Topics Company. 
 
► See also Box7 (Folder 1)  MS.5.  Hand -written note to Jack Phillips from Will Hastings. 
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WILL MAHONEY COLLECTION  (WM) 
(Incl. Cremorne Theatre ca. 1940s)   
 
WM.1 Press clippings    
  • n/a     
  • Will Mahoney's press clippings 1946          -    1946 
  - MS.1: "You Can't Take it with You" c 20 Jan. 1946. Review by D.L. Waraker (x 4p); Nelson Burns  
   review (x 7p); Tepana review (x4). 
  - MS.2: Theatre Royal article. Post 18 Apr. 1946. 
  - MS.3: "Rookery Nook review. Courier Mail 15 Apr. 1946. 
  - MS.4: "Will Mahoney Returns" + Gay Nineties advert.  Listener 9 Mar. 1946. 
  - MS.5:  Jim Davidson article (Rita Dunstan). Listener 2 Mar. 1946. + "Here There Everywhere" article.  
   Sun 20 Feb. 1946. Both with Will Mahoney photos + Gay Nineties articles. 
  - MS.6:  Gay Nineties adverts/reviews.  Incl. Sun 21 Mar 1946 / Argus 25 Mar. 1946 / Herald 1 and 2 Apr.  
   1946 / Sun 6 Apr. 1946. + various pars. 
  - MS.7:  "Sitting Is Nice Work (And You Can Get It)" article. Incl. Will Mahoney photo. Argus 27 Mar.  
   1946. 
              
WM.2 Press clippings    
  • n/a     
  • Will Mahoney's press clippings 1947         -    1946 
  - MS.1: Scrapbook (c Aug - Dec. 1947). Various incl. Perth Tivoli Theatre season articles, programmes etc  
   (c Sept.); Melbourne (c Oct-Nov.); Sydney (c Dec.). 
  - MS.2: 1947 Press clippings (loose). 
  - MS.2: Australian Press Cuttings envelope. 
  - MS.2: Listener In (8-14 Nov. 1947 - front page with Will Mahoney photo).  
 
WM.3 Press Clippings    
  • n/a     
  • Will Mahoney's press clippings 1948 (loose) .     -    1947/48 
  
WM.4 Name Card     
  • n/a     
  • Will Mahoney name card.          n/a    n. yr. 
 
WM.5 Letter      
  • n/e     
  • Unsigned letter from Cremorne Productions Pty. Ltd.,     1 page   n. yr. 
  -  Governing Director Will Mahoney, associate director, Evie Hayes (5 copies). 
 
WM.6 Policy statement.   
  • n/e     
  • Cremorne Theatre, Brisbane.          2 pages   1944  
  - Policy statement by Cremorne Theatre management, 1944. 
 
WM.7 Annie Get Your Gun (songs from the Broadway musical) 
  • Irving Berlin     
  • 3 song lyric sheets            5 pages   n. yr. 
  - Copies of three songs from Annie Get Your Gun, which Mahoney and Evie Hayes appeared in c 1947. 
  -  The songs are "Doin' What Comes Naturally" (2p), "I Got the Sun in the Morning" (1p), "There's no  
   Business like Show Business" (2p). 
 
 
►  NB: See also Folder 1 (Tivoli Theatre programmes) 
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UNIDENTIFIED and MISCELLANEOUS (UM) 
Possibly Cremorne/John McCallum-related 
 
 
UM.1 Address book      
  • n/e      
  • Names and addresses arranged alphabetically on cards    -    n. yr. 
  -  Incl. Charles Zoli, Max Afford, Helen Vivian, Garnet Carroll, Ken Hall, + various US-based and  
   Australian-based individuals and companies. 
 
UM.2 Taxation file       
  • n/e      
  • Cremorne Theatre (?)           -    1941 
 - Files give figures for receipts, expenditure including salaries for the  1942.  
 
UM.3 Poster       
  • n/e      
  • Small poster             1 page   n. yr.  
  -  Reads:  "Do not fail to see the Cremorne Capers." 
 
UM.4 Plan     
• n/a 
• Front of tank plan           1 page   n. yr. 
  -  Handwritten on the back of His Majesty's Theatre (Bris) Weekly Time Sheet (1p). 
 
UM.5 David Jones Statement 
  • n/e 
  • n/e               1 page  Nov. 1931 
  - Statement addressed to Mrs P. M. Scott, The Laurels, Green Street, Cremorne (Bris) for the  
   purchase of a Viole on the 2 Nov. The statement is dated 6 Nov. 
  - On the back of the statement there are a number of handwritten notes. 
  - The statement is in poor condition (being ripped along one edge). 
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UQFL9: Box 8 
 
DOCUMENTS, MAGAZINES AND 
CORRESPONDENCE 
 
 
 
PROGRAMS, POSTERS and PUBLISHED MAGAZINES (PM) 
 
 
FOLDER 1 
 
PM.1 Blackouts of 1944 (4
th
 edition)     
  • Ken Murray    
  • Program (?)             20 pages   1941 
  -  Variety production staged in the United States.         
 
PM.2 J.C. Williamson Program     
  • n/e      
  • Program.              24 pages   1941 
 
PM.3 New Zealand Writers' Magazine No 1     
  • n/e      
  • Magazine.             16 pages   1941 
 
PM.4 Why Be Serious     
  • n/e      
  • Tivoli Theatre (Perth) program.          8 pages   1947  
  -  Company incl. Will Mahoney, Ike Delavale, Amy Rochelle, Peggy Mortimer, Maggie  
   Buckley, Hal Lennon, Tom Carroll. 
  
PM.5 Out of the Box     
  • n/e      
  • Tivoli Theatre (Perth) program.         8 pages   1947 
  -  Company incl. Will Mahoney, Ike Delavale, Amy Rochelle, Peggy Mortimer, Maggie Buckley,  
   Hal Lennon, Tom Carroll. 
 
PM.6 You'll Be Surprised     
  • n/e      
  • Tivoli Circuit program, revue presentation, You'll Be Surprised.   4 pages   1943 
  -  Show features 20 star acts and glorious glamour girls, 6 September 1943. 
  -  Incl. advertisement for Folies Bergere (with Roy Rene and Sadie Gale) 11 Oct. 
 
PM.7 Outdoor Showman     
  • n/a      
  • Magazine             20 pages   1956 
  - Issue:  no. 84 Jan-Feb, 1956. 
 
PM.8 The Performer     
  • n/a      
  • Magazine.              20 pages  28 Mar. 1928 
  - Full title - The Performer: The Official Organ of the Variety Artists Federation 
  - Issue: 46. 1148. 
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 LEGAL/INDUSTRIAL DOCUMENTS  (LI) 
 
 
FOLDER 2 
 
LI.1  Copyright notice   
  • Bert Royle    
  • Copyright note for an unidentified Bert Royle play      1 page   n. yr. 
  - Authorises Mr J.A. Miller (c/- Serle and Morrison) to act as an agent. Royle's address is given  
   as Box 395 Wellington. 
 
LI.2  Notice of Meeting      
  • H. S. Lean    
  • Fullers Theatres Ltd Extraordinary General Meeting   [complete]  3 pages  8 Dec. 1928 
  - Signed by S. H. Lean (Secretary) 
  -  Fullers Theatre address – 89 Elizabeth St, Sydney. 
  -  Meeting to be held on 22 Dec. 1928, 11.30 am, to discuss Article 6 of the Company's Articles  
   of Association regarding shares. 
 
LI.3  Letter to John Fuller  
  • n/e    
  • Letter              2 pages  3 Nov. 1917 
  - Letter to John Fuller from Westley and Dale, Solicitors re: copyright issues over the Stiffy and  
   Mo tradename.  
  - The signature of the author of this letter is unclear. 
 
 
 
 
 
UNIDENTIFIED ITEMS  (UN)  
 
 
FOLDER 3 
 
UN.1 Magazine Pages    
  • n/e      
  • Eight unidentified loose pages from  [movie magazine?]   8 pages   n. yr. 
 
UN.2 "HOT ICE" Hanging Plot 
  • N/A     
  • Stage design (wings and flies) 
  - Handwritten and drawn plan on the back of a Tivoli Circuit Australia Pty Ltd Box Office Sales  
   form. 
  - Incl. trapeze lines, apache gauze etc. 
 
 
 
 
 ACTORS FEDERATION v J. C. WILLIAMSON AND 
OTHERS: LEGAL AND INDUSTRIAL DOCUMENTS c1920/21  
(AF) 
 
FOLDER 4 
 
AF.1 Legal Document     
  • Albert Edward Huckerby   
  •  Commonwealth Court of Conciliation and Arbitration     2 pages  11 Dec. 1920 
  - Declaration of Albert Edward Huckerby in the matter of Actors Federation of Australasia  
   (claimant) and J. C. Williamson and others (respondents).   
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AF.2 Legal Document      
  • n/e      
  • Commonwealth Court of Conciliation and Arbitration     -   24 Jan. 1921 
  - Summons to J. C. Williamson and Others. 
 
AF.3 Legal Document      
  • n/e  
  • Commonwealth Court of Conciliation and  Arbitration    2 pages   1920 
  - Paragraph 46 notice to Claimants and Respondents 
  -  Claimants are: J and N Tait, Union Theatres, J.C. Williamson Ltd, Rickards Tivoli Theatres Ltd,  
   Fullers Theatres and Vaudeville Co + others. 
  -  Addressed to Sayers and Lennon Ltd, King William Street, Adelaide, SA. 
 
AF.4 Legal Document      
  • n/e      
 • Commonwealth Court of Conciliation and Arbitration     2 pages   1920 
  - Paragraph 46 notice to Claimants and Respondents.           
  -  Claimants are: J and N Tait, Union Theatres, J.C. Williamson Ltd, Rickards Tivoli Theatres Ltd,  
   Fullers Theatres and Vaudeville Co + others. 
  -  Commonwealth Court of Conciliation and Arbitration. 
  -  Addressed to Dandies Ltd, Longreach Building, William Street, Bris. 
 
AF.5 Legal Document      
  • n/e      
  • Commonwealth Court of Conciliation and Arbitration     2 pages   1920 
  -  Paragraph 46 notice to Claimants and Respondents            
  -  Claimants are: J and N Tait, Union Theatres, J.C. Williamson Ltd, Rickards Tivoli Theatres Ltd,  
   Fullers Theatres and Vaudeville Co + others. 
  -  Addressed to John N. McCallum, Cremorne Theatre, South Brisbane. 
 
AF.6 Letter      
  • n/e      
  • Letter to John N. McCallum from Actors Federation of Australasia  1 page   1921 
  -  Dated 10 May 1921. 
 
AF.7 Poster      
  • n/e      
  • Wages and Conditions of Employment poster      2 pages    1920 
  -  2 posters 
  -  Interim award to take effect from 11 Dec. 1920. 
  -  Published by the Theatrical Proprietors' and managers Association of Australasia. 
 
AF.8 Legal Document      
  • W.H. Dovey    
  • Copy of "Award Order and Prescribe"        6 pages  20 Dec. 1920 
  -  Actors Federation of Australasia v J.C. Williamson Ltd and others. 
  - Signed by W.H. Dovey, associate to the Honourable Mr Justice Starke. 
 
AF.9 Document     
  • n/e      
  • Log of rates of payments and Conditions       1 page   n. yr. 
  -  Published by the Actors Federation of Australasia. 
  -  Incl. a section on motion pictures. 
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 VARIATION TO INDUSTRIAL ARBITRATION ACT OF 1916 BY 
QUEENSLAND RANCH OF THEATRICAL AND PICTURE INDUSTRY, 
MUSICIANS AND ELECTRICAL UNION   (QB) 
 
 
FOLDER 6 
 
QB.1 Legal notification    
  • S.J. Bryan    
  • Notice of motion and variation         3 pages   1920 
  -  Hours of Employment and Wages clause only. 
  - In the matter of an award and variation thereof for employees engaged in theatres and picture shows….  
   in the matter of an application by the Federated Miscellaneous Workers Union of Australia, Queensland  
   branch.  
  -  Filed by Sidney James Bryan. 
 
QB.2 Legal notification    
  • S.J. Bryan    
  • Notice of motion and variation         6 pages   1920 
  -  As for QB.1 but a more detailed application. Incl. Definitions, Districts, Holidays etc. 
  -  Signed/filed by Sidney James Bryan. 
 
QB.3 Document     
  • n/e      
  • Copy of Claim Award     [incomplete]    8 pages   c1920 
  -  Copy of claim for new award by the Miscellaneous Workers Union. 
 
QB.4 Document     
  • n/e      
  • Copy of  Detailed Answers to Claim        7 pages   1921 
  -  Incl. Weekly or Longer Engagements, Rehearsals, Overtime, Casual Engagements, Duration of  
   Performance.  
  
QB.5 Document     
  • G.E. Serle    
  • Definitions             7 / -  pages  c1920 
  -  Incl. Small Picture Show, Head Mechanist, Second Mechanist, Operator's Assistant, Divisions, Hours of  
   Employment etc. 
  -  MS 2: Document 2 is more detailed. 
  -  Filed by George Serle, Secretary of the Theatrical Union, Trades Hall, Brisbane.  
 
QB.6 Document     
  • n/e      
  • Objection              4 pages   1920 
  - Put forward by the Theatrical Proprietors and Managers Association of Australia on behalf of  all  
Respondents to claims by Theatrical.  
 
QB.7 Gazette      
  • Qld Government   
  • Queensland Government Gazette         4 pages  7 Nov. 1916 
  -  CV11.175 / 107.175. 
  -  Publication of the Industrial peace Act of 1912.   
 
QB.8 Legal Document      
  • S.J. Bryan    
  • Copy of Order on Summons for Directions by A.L. MacNaughton  2 pages   1920 
  -  Filed by Sidney James Bryan (re affidavit). 
 
QB.9 Legal Document      
  • S.J. Bryan    
  • Copy of  Order on Summons for Directions  by A.L. MacNaughton  2 pages   1920 
  -  Filed by George E. Serle (re affidavit). 
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QB.10 Letter      
  • n/e      
  • From Queensland Employers Federation        1 page   1920 
  - Addressed to employers interested in the claim for a new Award by the Federated  
   Miscellaneous Workers Union, calling a meeting on the 23 Feb. 
 
QB.11 Document     
  • R.E. Hartley    
  • Response.              3 pages   1920 
  - Answer of the Theatrical Proprietors and Managers Association of Australia .  
  -  Filed by R. E. Hartley .  
 
QB.12 Legal Document       
  • T. Waldron    
  • Order on Summons for Direction.         2 pages   1920 
  -  Filed by Thomas Waldron.  
 
QB.13 Notice      
  • T. Waldron    
  • Notice of Motion and Variation         3 pages   1920 
  -  Filed by Thomas Waldron. 
 
QB.14 Legal Document       
  • S.J. Bryan    
  • Order on Summons for Direction         3 pages   1920 
  -  Filed by Sidney James Bryan. 
 
QB.15 Notice      
  • S.J. Bryan    
  • Notice of Motion and Variation         3 pages   1920 
  -  Filed by Sidney James Bryan. 
 
QB.16 Letter      
  • n/e      
  • From the Brisbane Theatre Executive         1 page  5 Dec.  1919 
  - To Charles Groves, Secretary Musicians Union (Queensland Branch). 
 
QB.17 Legal submission     
  • n/e      
  • Submission to Judge from Respondent (managers and proprietors)  8 pages   n. yr.  
  -  Begins "May it please your Honour…" 
 
QB.18 Gazette      
  • Qld Government   
  • Queensland Government Gazette         3 pages  8 Oct.  1919 
  -  V113 No 159 
  -  Report on the award brought before the Industrial Arbitration Court. 
 
QB.19 Legal Document       
  • C.H. Groves    
  • Order on Summons for Directions         9 pages   1920 
  -  Filed by Charles Henry Groves, Secretary of the Musicians Union (Queensland Branch). 
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UQFL9: Box 9 
 
 
MISCELLANEOUS AUTHORS / PRODUCTIONS 
 
 
UNPUBLISHED SCRIPTS:  
(Revusicals, Sketches, Farces and Film/Radio)  
 
D Folder 
 
D.1. DICK WHITTINGTON AND HIS CAT   
  • Les Williams   
  • Pantomime in 2 acts      [complete]    40 pages   1926 
  -  Handwritten script with annotations 
  -  Exercise book includes souvenir programme for Mr Les Williams 
 - Described as a production of "The Gorgeous Pantomime at the Wintergarden Theatre, Brisbane,  
  produced under the direction of Birch, Carroll and Coyle." 
 
 
F Folder 
 
F.1.  FLY-SPRAY AND LOVE   
  • Morris Hay (aka Morris H. Simpson) 
  • Pantomette [sic]        [complete]    47 pages   1931 
  -  Characters: King, Queen, Widow, Emma, Ned, Florizel, Theodora, Children. 
 -  Described by its author as a "Quick-step in consequential pantomette in two scenes." 
 
 
G Folder 
 
G.1. GREAT HEARTS   
  • Hayward, Rudall  
  • Original scenarios for a [silent] motion picture. [incomplete]   2/14 pages  n. yr.  
  -  M/S 1: Incl. handwritten corrections/notes (14 p). 
  -  M/S 2: Synopsis of scenes (2p) 
 
 
H Folder 
 
H.1  HORSEY    
  • n/e 
  • Sketch        [complete]    1 page   n. yr. 
  -  Characters: Alphonso (aka French) 
  -  Incl. song (to the melody of "Finicula"). 
 
 
I Folder 
 
I.1.  IT'S A DAME    
  • Phil Darbyshire   
  • Musical comedy      [complete]    7 pages   20/3/47 
  -  Radio production, ABC Radio 3AR, No. 22.             
  -  Characters incl. Woman, Compere, Marj, Joe, Lawyer, Judge, Defendant. The work also  requires a band  
   and choir. 
  - Cast incl. Evie Hayes, John Morgan, Geoff Brooke, Peggy McDonald, Parker Sisters. Produced: Hal  
   Percy. 
  -  Songs incl. "Little Mother" and "I Love an Old-Fashioned Song." 
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M Folder 
 
M.1. MAKING MOVIES        
  • Shirley, George  
  • Revusical in 3 scenes (23p)      [complete]    24 pages   n. yr 
 -  Characters incl. Ruffles, Pathe Freres, Dick Waring, Horace Dane, Mrs Ruffles, Mimi Fareesha, Zona,  
  the Pasha of  Pinkypong. 
 
M.2. MONKEY PAW, THE         
  • W.W. Jacobs   
  • Drama in three scenes.      [complete]    26+ pages  n. yr. 
 -  Characters incl. Mr White, Mrs White, Herbert, Sergeant-Major, Mr Sampson. 
 -  M/S 1:  25 pages in length - complete, with instructions. 
 -  M/S 2:  10p - incomplete. 
 -  M/S 3:  11p - incomplete. 
 -  M/S 4:  11p  - incomplete. 
 
M.3. MURDERER, THE        
  • Wanda Howard   
  • Drama: one act play      [complete]    16 pages   1911 
 -  Characters: Molly Price, David Burton. 
 
 
N Folder 
 
N.1. NAUGHTY NINETIES    
  • n/e   
  • Revusical         [complete]    58+ page   1944  
 -  A Wallace R. Parnell production. Produced Tivoli Theatre, Melbourne, 31 January 1944. Script contains  
  running order, stage directions, lighting cues and black ink drawings of sets. The story is set in a music  
  hall in 1894. 
 -  Cast: Will Mahoney, Evie Hayes, Eddie Marcel, Joe Lawman, George Hurd, Magda Neeld, Joy and Geo.  
  Nichols, Alec Kellaway, June Holms, Nisselle and Ilster, Alban Whitehead, Earl and Fontaine, Loretta  
  Twins, Andrew, Gloria Dawn, Joy Robins, Les and Mavis Ritchie, The Leotards. 
 -  M/S 1:  Complete script, incl. illustrations and running order sheet (58p). 
 -  M/S 2: Extensive staging directions  - lighting/music etc (3 copies - 22p/12p/32p)  
 -  M/S 3: Incomplete script (23p) 
 -  M/S 4: Incomplete script (52p) 
 
 
O Folder 
 
O.1  [Opening] 
  • n/e   
  • Song/speech (?)        [complete]    1 page   n. yr. 
  - The opening song for an unidentified revue or sketch. 
  - The lyrics refer to 1948 (in the past) and to the "Spirit of 1949," suggesting that the production  
   may have been staged that year (possibly at the Cremorne). 
 
 
S Folder 
 
S.1  SON OF THE BUSH, A; OR, THE PHANTOM    
   • Brereton McKey  
  • Radio drama        [incomplete]     4 pages    n. y 
  - Set in the Australian Riverina district of NSW. Specially written for the Association of Australian  
   producers. 
 -  Characters incl. Rex Crighton, Tom Barnes, Old Harry, Claire Marchant, Mister King, Sergeant  
  Robinson, Mortimer Curtis, Harvey Curtis,  
 -  The production calls for incidental music - traditional bush songs. 
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S.2.  SONG OF THE SOLDIER BOYS, THE         
  • Brereton McKey  
  • Film script         [incomplete]     7 pages   n. yr. 
 -  Script (7p) is in 14 minute episodes.  Handwritten synopsis with annotations (7p). 
 -  Characters incl. Mitzi Chatenay, Angele, Carl, Henri, Riorelli. 
 -  Especially written for Empire Films  
 
S.3.  SPY WHO DIDN'T SPY, THE        
  • E.J. Hatts   
  • Farce         [incomplete]    4 pages   n. yr. 
 -  Characters incl. Shifty, Stewardess. 
 -  SIDE: Stewardess (4p) 
 
 
T Folder 
 
T.1  TELEGRAMS    
  • n/e    
  • Farce/sketch (?)      [incomplete]    1 page   n. yr. 
  -  Characters incl. Arthur. 
  -  SIDE: Arthur (1p). The text fragment mentions the character Jimmy Warren and Highgate. 
 
 
U Folder 
 
U.1. "Manly stuff. Title…. And such another Saturday afternoon." 
  • n/e [Rudall Hayward?]   
  • Silent film           [incomplete]    28 pages   n. yr. 
     -  Characters incl. Peg, Jim, Clifford, Mr Day, Old Farmer, Dave, Waster, Mrs Hart.          
-  Text 28 pages. 
  -  Screenplay typeface and style bears much similarity with G.1 (Great Hearts) by Rudall Hayward. 
 
 
W Folder 
 
W.1  WEDDING OF MICKEY MINNIE, THE   
  • n/e    
  • Children's play/sketch (?)    [incomplete]    2 pages   n. yr. 
      -  Characters incl. Minister, Horace Horsecollar. 
  -  2 pages only (1 and 3). Page 1 is stuck onto the back page of Cassell's Illustrated History of the  
   War (p219-20). Page 1 also incl. production notes. Page 3 indicates the end of the text. 
 
 
 
TOM ARMSTRONG:  (TA) 
(Revusicals, Sketches, Farces, Poetry)  
 
TA.1 "A Wasted Life"  /  "A Little Poem"    
  • Tom Armstrong / n/e 
• Poems        [complete]    1 page   n. yr. 
              -  Published poems. Details of publication are not known.          
  -  "A Little Poem" is attributed to "A Busted Pro." 
  -  The back of the page incl. handwritten notes/poem. 
 
TA.2 KIDDY KEE DEE     
  • Tom Armstrong   
  • Musical sketch        [complete]    11+ pages         c 1912 
 -  Characters are: Lady, C (possibly Comic). 
 -  M/S 1: Complete script - Acts 1 and 2 (11p). 
 -  M/S 2: Incomplete script (5 p). 
 -  "The Property of Armstrong and Howarth."  
- The sketch is known to have been performed by Armstrong and (Priscilla) Verne as early as  
 1910 (see Sydney Morning Herald 12 Nov. 1910, 2). 
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TA.3 POST OFFICE, THE     
  • Tom Armstrong   
  • Farce in one act       [complete]     13 pages   c 1910 
  -  Typescript incl. handwritten corrections and notes. 
 -  Characters: Post Mistress, Burglar. 
 
 
 
NON-AUSTRALIAN PUBLISHED TEXTS  (NA) 
(Plays/Poetry) 
 
FOLDER 2 
 
NA.1 Important People:  A Farce in Three Acts  
  • F. Wyndham Mallock   
  • Farce in 3 acts       [complete]    72+ pages  1932 
         -  Characters: George Pelling, Cooper, Beryl Cardew, Tony Wescott, Margaret Wescott, Mrs Stenham,  
   Randall Cater, Miss Laney. 
  -  Published by Samuel French, London. 
  -  First produced at the Vaudeville Theatre, London on 29 Feb. 1932. 
 
NA.2 Revolutionary Soldier; Or, The Old Seventy-Sixer    
  • George Jamison   
  • Farce in 1 act       [complete]    22 pages   n. yr. 
       -  Characters: Nathan Goodwin, Charles Merton, Augustus Fitz, Mr Leechy, Enoch, Constable, Sevent,  
   Fanny, Mrs Peabody. 
  -  Possibly first staged in 1847 at the Federal Street Theatre in Boston. Later (possible) Productions  
   include: National Theatre, Boston (1848 and 1950). 
  -  Published by William V. Spencer, Boston. 
   
NA.3 Documentary Evidence    
  • E. C. Whalen    
  • Farce        [complete]    18 pages   1899 
  -  Characters: Thomas Melville, Mrs Melville, Messenger Boy, Lady. 
  -  Published by T.S. Denison, Chicago. 
 
NA.4 McNally's Bulletin (No 12)  
  • n/a     
  • Publication       [incomplete]    4 pages   n. yr. 
  -  Cover only - front and back (4p). 
  -  Incl. several short parodies (lyrics) and index of contents. 
 
NA.5 All That's Lovely    
  • Compiled by  Samuel Francis   
  • Poetry Anthology      [complete]    61 pages   1909 
  -  A compilation of poetry on the subject of love - largely compiled from amateur Woolard  poets. 
  -  Published by Goldsmith-Woolard Publishing Co (copyright Samuel Francis Woolard, 1907). 
 
 
►  See also: The Recruit by Cyril Wentworth Hogg [Box 3a - Cremorne Theatre; Property of John N.   
  McCallum] 
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UQFL9: Box 10 
 
PUBLISHED MUSIC 
 
 
 ●   It as not been established which items held in this box were the property Nat Phillips, Jack Phillips or John N.  
  McCallum.  
 ●   Items in this box may or may not have been used in Australian theatrical productions. 
 ●  See also Box 1c (Nat Phillips) 
 
 
SONGS, SONGSTERS, SCORES (PM) 
(Published to 1929) 
 
 
Folder 1 (1-5) 
 
PM.1 "Children's March (or Playful Scenes)"   
  • Herman Finck    
  • Song        [complete]    20 pages   1922 
  -  11 orchestral scores with various instrument parts.  
  - Parts: Tympani/Side Drum, Bass Trombone, 1
st
 Cornet, Flute, 1
st
 Clarinet in A, Bass, Cello, 1
st
 Violin.  
   2
nd 
Violin, Harmonium, Piano/Conductor. 
  -  Property of L.L. Howarde, Queen Victoria Building (Syd) 
  -  Published by Hawkes and Son. 
  
PM.2 "Jeanine (I Dream of Lilac Time)" and "Dream House"   
  • Lyr. L. Wolfe Gilbert; Mus. Nathaniel Shilkret  [complete]  28+ pages  1926 
  • Songs     
  -  "Jeanine" is a waltz; "Dream House" is a foxtrot. 
   Published by Allen and Co. 
 
PM.3 Francis & Days 25
th
 Annual.    
  • Various 
  • Compilation.       [complete]    72+ pages  1905 
  -  Published by Francis, Day and Hunter (London) 
  -  Incl. songs sung by Harry Lauder and Ernest Shand. All songs published 1905 unless otherwise noted. 
  - "Ain't Yer Gwine to Say, How Do?" (Lipton/Murphy) 1906 - sung by Victoria Monks • "In the Shade  
of the Old Apple Tree" (Williams/Van Alstyne) • "I Wouldn't Leave My Little Wooden Hut for You"  
   (Mellor/ Collins) • "Rainbow" (Leigh/Pether) - sung by Phyllis Dare • "My Irish Molly O" (Lipton/  
   Murphy) - sung by Madge Lessing • "Seaweed" (Earle) • "My Silent Sweetheart" (Fortesque-Harrison 
/Darewski Jnr) • "Don't Cry Little Girl (A True Story of Two Waifs)" (Alf J. Lawrence/H. Gifford) •  
"Bachelors" (Wick/E. Shand) • "My Little Buttercup" (Charles H. Taylor/L. Forwood) • "Girls! Girls!  
Girls!" (Stamford/Mills/Arthurs) • "Little Glow-Worm" (Castling/Murphy) • "Furniture on Hire"  
(Bateman/M. Scott) • "Molly I Love You (Molly, the Jolly Little Lady)" (Leigh) • "On the Dear Old  
Shore" (Montagu) • "When the Boys Go Marching By" (Leigh/Dix) • "I was Shaving Myself at the  
Time" (Hastings) Sung by Bernard Russell • "Any Old Thing Will Do" (Murrey/Everand) 1906 • "I Love  
You" (Harry Lauder) 1901 • "Ninepence-Ha'Penny an Hour" (R.P. Weston/Barnes) - sung by Harry  
Randall • "I Want to be a Soldier" (Alf J. Lawrence/Gifford) - sung by Hamilton Hill • "Will You Be My  
Eskimo" (Alf J. Lawrence/Mellor) - introduced by Gladys Mauius. 
 
PM.4 "Bert Hinkler" 
  • Nat Phillips 
  • Song        [complete]    6 pages   1928 
  - Published by L. J. Collin (Melb) 
  - Sung by Amy Rochelle 
  - Incl. extracts of "Marianette"- a Spanish love song (Hays/Naylor/Alexander/Herschor) 1927; and  
   "Someday Sweetheart" (Sikes/Spikes), 1927 
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PM.5 "Madeline"      
  • Cliff Friend, Abel Baer and Paul Whiteman  
  • Song        [complete]    4 pages   1924 
         +      
  • "Nancy"     
  • Ben Black and Neil Moret  
  - Song        [complete]     
  -  Published Leo Feist. 
 
 
Folder 2 (6-24) 
 
PM.6 "I'm Not Supposed to Know What I'm About"    
  • H. Royde and F. Keeton   
  • Songs        [complete]    3 pages   c1910 
  -  Hand-written note: "From Will Hastings, comedian Gallipoli Strollers to Jack Phillips, Possum Paddock  
   Co. Best of Luck, Aug. 1920." 
   +  
  "Serves You Right"    
  • R.P. Weston and Fred J. Barnes   
  • Song        [incomplete]    1 page   n. yr. 
 
PM.7 "When the Major Plays Those Miner Melodies" 
  • William A. Wildander and Harry De Costa 
  • Song        [complete]    6 pages   1916 
  - Published by M. Witmark and Sons.     
  -  Incl. Excerpt of "Mt Rosary for You" by Ernest R. Ball.   
 
PM.8 "If it Hadn't Started to Rain"   
  • Lyr/Mus. Joey Edney   
  • Song        [complete]    4 pages   n. yr. 
  -  Published by the Manly Daily. 
  -  Copyright Josiah Trenerry (editor of the Manly Daily). 
 
PM.9 "It's a Long, Long Way to Home (And Mother and the Dear Old Dad)"  
   • Lyr/Mus. Gifford and Fred Murray   
  • Song        [complete]    4 pages   1919 
  - Published by Francis, Day and Hunter (London). 
  - Sung by Edie Veno. 
           
PM.10 "I Wonder How I Look When I'm Asleep"    
  • B.G. De Sylva, Lew Brown and Ray Henderson 
    • Song        [complete]    6 pages   1926  
  - Published De Sylva, Brown and Henderson, New York. 
  - With ukulele arrangement. 
  -  Incl. handwritten note on notepaper (possibly lyric change). 
           
PM.11 Charles Cardoys Third Book.    
  • n/e     
  • Songs        [complete]    28 pages   c1920 
  -  Comedy songs and music compiled from Cardow's Comedy Concert Companies. 
  - "Isn't it Wonderful" • "Walk with Me" • "Work" (monologue) • "Topics" • "Surprising What a Pin Will  
   Do" • "I'd Like a Little Girl Like You" • "A Bachelor and His Girls" • "The Wedding of Maggie  
   Moore." 
 
PM.12 "Never Let Her Learn to Dance (Like Sally She'll  Say Goodbye)" 
   • Wynn Stanley and Andrew Allen        
  • Song        [complete]    2 pages   1923 
  - Front cover has the name of S. E. Hegan written the front cover.  
- Covered in brown wrapping paper. 
  -  Published by Lawrence Wright Music, London. 
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PM.13 "Signora"       
  • Merson, O'Connor and Ross    
  • Song        [complete]    4 pages   1919 
  -  From the Bailey and Grant pantomime, 1919. 
  -  Sung by Jack Cannot (incl. photograph). 
 
PM.14 [four fox trots]     
  • n/e     
  • Song excerpts only      [incomplete]    2 pages   n. yr 
     -  Back cover of a songster (promotional). Incl. Manly Daily Printery business statement (2p). 
  -  All songs published by The Manly Daily Printery. 
  -  Songs: "Rose of Araby", "Will You", "Mickey Cut Your Toe Nails Your Tearing All the Sheets" and   
   "After Dark." 
 
PM.15 "With Mother a Smilin' on Me"    
  • Lyr. Raymond B. Egan; Mus. Egbert Van Alstyne 
   • Song        [complete]    6 pages   n. yr.  
  -  Incl. handwritten notes. 
  -  Complimentary copy. 
  -  Published by D. Davis and Co, Sydney. 
 
PM.16 "Linger a Little Longer with Me"  
  • Lyr. Ralph Stanley; Mus. Nat D. Ayer  
  • Song        [complete]     6 pages   n. yr. 
  -  Professional copy (not for sale). 
 
PM.17 "Father, Bob Your Whiskers  (Where the Robins Nest Again)"   
  • Lyr/Mus. R. P. Weston/Bert Lee   
  • Song        [complete]    4 pages   n. yr. 
                 
PM.18 "I'm in Love with Virginia Lee"   
  • (P [B?] Coghlan)   
  • Song        [complete]    4 pages   n. yr. 
  -  Professional copy (not for sale). 
 
PM.19 "Why Do They Play Here Comes the Bride When They Ought to Play There Goes the  
  Groom"  
  • Lyr. Andrew Sterling; Mus. Harry von Tilzer 
  • Song        [complete]    4 pages   1919  
        
PM.20 11
th
 Planet Song Annual 
  • Various     
  • Songster        [complete]    52 pages   c 1906 
  -  Songs mostly written by Bennett Scott, A. J.  Mills, Maurice Scott, J. P. Long combinations  
  -  Possibly published pre-1920. 
  - "Down Texas Way" (Godfrey/Mills/B. Scott) • "Swing Me in the Moonlight" (Mills/M. Scott) • "Oh it's  
   a Lovely War" (Long/M. Scott) - sung by Ella Shields • "I Want You to Know I Miss You" (Mills/B.  
   Scott) • "There's a Girl for Every Soldier" (Long/M. Scott) - sung by Mildred Franklin • "If I Could Turn  
   the Clock Back a Year" (Mills/Long/B. Scott) - sung by Jen Latona • "I Mean to Get You" (Long/B.  
   Scott) • "You Were Very Good to Me (Till Someone Else Came)" (Mills/Castling/B. Scott) • "Cheerio!  
   Sailor Boy, How Do? (Mills/B. Scott) • "Father Keeps the Home-Fire Burning" (Mills/Long/M. Scott) - 
   sung by Maidie Scott • "I Rather Like It" (Mills/Long/B. Scott) • "Ipecacuanha" (Long/Bateman) - sung  
   by Jay Laurier • "There's the Stuff to Give 'Em" (Grant) - sung by Harry Freeman • "A Bit of Love on  
   the Telephone" (Mills/Long/B. Scott) • "You Remember a Place Called Home" (Mills/Long/B. Scott) • 
   "I Want my Percy" (B. Scott/Mills) • "You Gave Me a Red, Red Rose" (Mills/B. Scott) • "Wonderful  
   Love" (Mills/B. Scott) • "Sing that Ting-a-Ling Song" (Mills/B. Scott) • "As You Were" (Mills/B.  
   Scott) • "What Does a Soldier Care" (Mills/B. Scott) • "Every Girl Should be a Musical Girl (Except  
   the Girl that Lives Next Door)" (Long/B. Scott). 
 
PM.21 "Mother's Tears"    
  • Lyr. Sam M. Lewis and Joe Young; Mus. George W. Meyer 
   • Song        [complete]    5 pages   n. yr 
  -  Published by D. Davis Co, Sydney. 
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PM.22 "Send Me a Shamrock from Ireland" 
  • W. B. Anderson    
  • Song        [complete]    3 pages   n. yr. 
      -  Published by D. Davis Co, Sydney. 
  -  The name George V. Driscoll has been stuck over the published author's name. Driscoll's address: 613  
   Brunswick St, North Fitzroy. 
 
PM.23 "Garden of Love"       
  • n/e  
  • Song        [complete]    3 pages   n. yr.  
  -  Published by D. Davis Co, Sydney. 
  -  The name George V. Driscoll has been stuck over the published author's name. Driscoll's address: 613  
   Brunswick St, North Fitzroy.   
 
PM.24 "You Don't Mind Me Asking You, Do You?"   
  • Frank Leo    
  • Song        [complete]    4 pages   1907 
       -  Published by Francis, Day and Hunter, New York. 
  -  Hand-written "Will Hastings." 
 
 
Folder 3 (25-49) 
 
PM.25 "Mississippi Moon"    
  • Lt. William A. Halloran   
  • Songs        [incomplete]    4 pages   1919 
  -  From the musical farce Let's Beat It. 
  -  Published by Jerome H. Remick, New York. 
  -  Book by  Lt. William A. Halloran and Harry Gribble; Lyr. Lt. William A. Halloran; Add Mus. William  
   Wittman, Burton Hamilton, Sid Marion and Eric Krebs 
  -  Incl. promotional excerpts from Monte Cristo Jnr - "They're all my Type," "Are You Stepping Out  
   Tonight," "Monte Cristo" and "Flutter on by my Broadway Butterfly" (4p). 
 
PM.26 "It's My Golden Wedding"   
  • Alec Kendel andCharles Ridgwell   
  • Song        [incomplete]    2 pages   n. yr. 
  - Sung by Jack Pleasants. 
          
PM.27 "In the Old Sweet Way"   
  • Jack Caddigan and Chick Story  
  • Song        [incomplete]    1 page   1919 
  -  Possibly sung in a Fullers show by Lola Hunt. 
  - Published by Leo Feist, New York (1p). 
 
PM.28 "The Dear Little Garden I Love"   
  • H.M. Tennent    
  • Song        [incomplete]    1 page   1921 
  -  Published by Keith Prowre and Co,   
  -  Orchestrated by Will Finlay. 
  -  Handwritten note: "At Cue… on back." 
   + 
  "Bye Bye Baby"    
  • Marty Bloom    
  • Song        [incomplete]    1 page   1924 
  -  Published by A.J. Stasny Music. 
  - Parts: Cornet, Violin.   
  -  Arranged by Will Finlay.          
 
PM.29 "Chong (He came from Hong Kong)"  
  • Harold Weeks    
  • Song        [incomplete]    1 page   1919 
      -  Published by Leo Feist  (1p) 
  -  Possibly sung in a Fullers show by Lola Hunt. 
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PM.30 "Friends"     
  • Jos H. Santly    
  • Song        [incomplete]    1 page   1919 
  -  Published by Leo Feist (1p). 
  -  Possibly sung in a Fullers show by Lola Hunt. 
 
PM.31 "For All and Forever"    
  • Harry J. Lincoln   
  • Song        [incomplete]    1 page   n. yr. 
  -  March two step. 
  -  Published by Harry J. Lincoln. 
  -  Part: 1
st
 Clarinet in A. 
 
PM.32 "The Wrong Letter"    
  • Phil Good    
  • Song        [incomplete]    4 pages   n. yr. 
  -  Sung by Fred Gresham (2p) 
  - Incl. excerpt from "Come On" by George Everard (sung by Bernard Armstrong). 
 
PM.33 "My Sunny Tennessee"    
  • Bert Kalmar, Harry Ruby & Herman Ruby  
  • Song        [incomplete]    1 page   1921 
  -  Part: drums. 
  -  Handwritten notes (unreadable). 
 
PM.34 [Excerpts from published score]   
  • various     
  • Songs        [incomplete]    6 pages   1911 
  -  Several songs 1. untitled (possibly "So I Went to Sleep Again"), 2. "Youth and Love" (Saker/Fearnley),  
   3. "Roamin' in the Gloamin" (Harry Lauder), 4. "Nursie-Nursie" (David/Lee), 5. "In Your Old  
   Sunbonnet" (Wilmott).  
  - Published by Francis, Day & Hunter. 
 
PM.35 "Waiting for the Tide to Turn"  
  • Lyr. Al Piantadosi; Mus. Sam Williams 
  • Song        [complete]    1 page    1925 
  -  Published by Shapiro, Bernstein Co. 
 
PM.36 "My Natty Little Patch Behind"   
  • Charles Collins & E.A. Sheppard   
  • Song        [complete]    6 page   n. yr 
  -  Sung by Harry Champion (3p). 
   +         
  "Facts! (Now Do You See What I Mean)" 
  • Lyr. Harry Bodin, L. St John and F. Warwick; Mus. Bert Bantford   
  • Song        [complete]    3 pages.   n. yr. 
      -  Sung by Harry Ford.       
  
PM.37 "Yankee Dandy"  
  • A. J. Weidt 
  • Song (characteristic march)    [incomplete]    1 page   n. yr. 
  - Drum score. 
  -  Published by Walter Jacobs, Boston. 
         
PM.38 "There's One of them Wild Wild Women after Me" 
  • J.P. Long    
  • Song        [complete]    2 pages   n. yr. 
      
PM.39 "Stiffy the Goalkeeper"    
  • Harry Castling   
  • Song        [complete]    4 pages   1921 
  -  Sung by Harry Weldon. 
  -  Published by Herman Dare. 
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PM.40 [untitled songster] 
  • Various 
  • Songster        [incomplete]    49 pages   c 1907 
  - Pages 21-70. 
  - "Mary Green" (Crawford) Charles H. Taylor's English version of "Simple Little Sister Mary Green • "If  
   There Were No Men" (Collins/Wincott) 1907 - Joe Archer's sequel to "If We hadn't any Women in the  
   World • "Here Comes Barney with His Walking Stick" (Wincott/Archer) 1906 - sung by Joe Archer • 
   "I Don't Know Where I'm Goin' but I'm on my Way" (Bren/St John Hamund) 1905 • "Diablo" (Wright)  
   1907 • "Rafferty's Moral Show" (Kennett/Udall) 1897 • "Johnson's Christening and Ball" (Read) 1902 • 
   "The Gambler (Or, Daddy, Come Home with Me Do!)" (Read) 1902 • "I Hates to Get Up Early in the  
   Morn" (Queen/Cannon) 1901 • "Sing Hallelujah (Will the Congregation Please Stand Up)" (Rose/  
   Osborne) 1902 - sung by Hill and Whitaker • "At Half Past Two; Or, Love at First Sight" (Lidden) 1907  
   • "Come for a Trip to the Sky (Sailing Through the Air)" (St John Hamund/Lidden) 1907 • "The  
   Continuous Show (A Comic Patter Song)" (Sully) 1898 • "You are the Girl I Mean" (Edgar/Lidden)  
   n. yr. • "Ways of the World" (Kent) 1907 - sung by Nelson Jackson. 
 
PM.41 [untitled songster] 
  • Various 
  • Songster        [incomplete]    45 pages   c 1912 
  - Pages 17-62 
  - "Mamie May" (Barrett/Darewski Jnr) 1911 - sung by G.H. Elliott • "They're all Single by the Seaside"  
   (David/Murphy) - sung by Florrie Forde • "Does This Ship Stock Shot Socks" (Herbert De Pinna) 1912 • 
   "I Am Thinking of You, Bonnie Mary" (Edgar/Trevor) 1911 - sung by Dorothy Ward • "Solomon's  
   Trombone" (Wilmott/Dareweski Jnr) 1911 • "We All Went to Leicester Square" (Murphy/David) 1911 -  
   sung by George Formby • "Mary Ann, She's after Me" (Leigh) 1911 - sung by George Bastow • "I'm  
   Henery the Eight, I Am" (Murray/Weston) 1911 - Sung by Harry Champion • "The Spaniard that  
   Blighted my Life" (Merson) 1911 - sung by Billy Merson • "You Are My Sunbeam" (Darewski  
   Jnr/Barrett) 1911 • "When the Old Church Bells are Ringing" (Wilmott/Darewski Jnr) 1911 • "When  
   Father Papered the Parlour" (Weston/Barnes) 1909 - sung by Billy Williams • "Some Day You'll Know"  
   (Cooke/Pether) 1911 - sung by Henry E. Pether • "Come Again Through Lovers' Lane" Lipton/Darewski  
   Jnr) • "You've Got to Sing in Ragtome" (David/Arthurs) 1911 - sung by Wilkie Bard (incomplete). 
 
PM.42 "Oh I Say" 
  • Frank Wood 
  • Song        [complete]    4 pages   1915  
  -  Published by Francis, Day and Hunter. 
 
PM.43 Sheard's Comic and Variety Annual 
  • Various 
  • Songster        [incomplete]    27 pages   c 1905 
  -  Pages 3-13, 33-50. 
  -  "I Ain't Gwine To Leave Home In The Rain" (Hargreaves) 1904  - sung by Victoria Monks • "Down by  
   the Riverside" (Barnes) 1900 - sung by Nellie Wallace • "As a Friend" (Lynne) 1904 - sung by George  
   Robey • "Say No More about It" (Hargreaves) 1904 - sung by George Robey • "The Old Tin Can"  
   (Mayo/Leighton) 1905 • "When a Fellow is Twenty-One" (Mills/B. Scott) 1904 • "That Cat" (Castling)  
   n. yr. - sung by Harry Bedford, Steve McCarthy and George Bastow • "The Black Sheep" (Leighton/  
   Powell) 1905 - sung by Thomas E. Fingles • "One of the Upper Ten" (Hargreaves) 1905 - sung by  
   Thom E. Hughes • "Oh for the Shame" (Kent) 1903 - sung by Edward Kent and Violet Carlyle. 
 
PM.44 "Out Came My Penny (And I Gave A Little Spin)"  
  • Herbert Rule 
  • Song        [complete]    6 pages   n. yr. 
  -  Promoting Rules' engagement in Australia through Harry Rickards Tivoli Theatres Ltd. 
  -  Published by Dinsdales. 
 
PM.45 "On Mobile Bay" 
  • Lyr. Earle C. Jones; Mus. Charles N. Daniels 
  • Song        [complete]    4 pages   1905 
  -  Published by B. Feldman and Co, London. 
 
PM. 46 "Roll on Missouri" 
  • n/e 
  • Song        [incomplete]     1 page   n. yr. 
  - Viola part in B flat.        
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PM.47 "When the Bugle Calls" 
  • Frank Leo 
  • Song        [complete]    4 pages   1909 
  -  Sung by Wilkie Bard. 
  -  Published by Francis, Day and Hunter. 
  - Handwritten note - G. Mullevey. 
 
PM.48 "They Always Pick on Me" 
  • Harry Von Tilzer 
  • Song        [complete]    2 pages   n. yr. 
  - Introduction: "Shut Your Eyes and Make Believe." 
  -  Instrumental (?) Medley March and two-step. 
 
PM.49 The Montebanks Melodious Mixture 
  • Leonard Henry 
  • Songster        [complete]    37 pages   1920 
  -  Published by Reynolds and Co - Reynolds and Company Concert Party Album No 22 
  -  As performed by Harry Ruming's Mountebanks at the Victoria Palace, London. 
  -  "An Introduction," "Fancy v Fact (A Humorous Song Cycle)," "A Dutch Duet," "Thumbs Up," and  
   "Two's Company, Three's None!" - a soubrette song. 
 
 
Folder 4 (50-79 ) 
 
PM.50 "King Chanticleer" 
  • Brown and Ayr 
  • Song        [incomplete]     1 page   n. yr. 
  - 2
nd
 violin part in E flat. 
  -  Published by Jerome H. Remike and Co, New York. 
 
PM.51 "I'd Like to Spend my Holidays With You" 
  • Will Letler and J. Charles Moore 
  • Song        [incomplete]     2 pages   1909 
  -  Score is in very poor condition 
  -  Published by the National Music Publishers Co, London. 
   
PM.52 "(Selection from) The Maid of the Mountains" 
  • Harold Fraser-Simson; Add Mus. James W. Tate. 
  • Song        [complete]     20 pages   1917 
  -  Published by Allen and Co, Melb. 
 
PM.53 "For all and Forever" 
  • n/e 
  • Song        [incomplete]     5 pages   n. yr. 
  -  Trombone, 2
nd
 cornet in A, bass, flute, cello. 
  -  Published by Harry J. Lincoln. 
 
PM.54 "Poor Lizzie" 
  • Abner Silvers and Jack Meskill 
  • Song        [complete]     5 pages   1927 
  -  Published by Irving Berlin Music Inc. 
 
PM.55 "I Live Up Town" 
  • George W. Meyer 
  • Song        [complete]     4 pages   n. yr. 
  - Professional copy. Includes a handwritten note - "Phillips and Merritt" plus other notes. 
  - Text is in poor condition.  
 
PM.56 "Kitty" 
  • Wilbur D'Lea and Fisher Thompson 
  • Song        [complete]     4 page   1921 
  -  Published by Fisher Thompson Music, New York. 
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PM.57 "Old Fashioned Garden" 
  • Cole Porter 
  • Song        [complete]     3 pages   1919 
  - From Hitchy-Koo 
  -  Handwritten notes on manuscript. 
  -  Published by T. B. Harms and Francis, Day and Hunter, New York. 
 
PM.58 "Convict Number One" 
  • William Hargreaves 
  • Song        [incomplete]     1 page   n. yr. 
  - Manuscript in very poor condition. 
  - Published by Charles Sheard and Co, USA. 
  -  Sung by J. W. Rickaby. 
 
PM.59 "(All She'd Say Was) Umh Hum" 
  • King, Zany, Mac, Emery, Van and Schenk  
  • Song        [complete]     4 pages   1920 
  - Handwritten "Great hit over here! Especially the verse." 
  - Published by Harry Von Tilzer Music. 
 
PM.60 "Honey Bunch" 
  • Lyr. Andrew B. Sterling; Mus. Dan Caslar 
  • Song        [complete]     4 pages   1915 
  -  Published by Harry Von Tilzer Music, New York.  
 
PM.61 "Honey Lou" 
  • Rene Dietrich 
  • Song        [complete]     4 pages   1917 
  -  Published by Leo Feist. 
  - Made popular by Harry Kessell. 
 
PM.62 "Three Hundred and Sixty-Five Days" 
  • Lyd. Clifford Grey; Mus. Jerome D. Kern 
  • Song        [incomplete]     4 pages   1916 
  - "Sung by Sidney Sterling and Theo Leonard in J. C. Williamson's successful musical play, Theodore  
   and Co. 
 
PM.63 "I Wonder What Mother Will Say" 
  • Charles Ridgwell and R. Guy Reeve 
  • Song        [complete]     1 page   n. yr. 
  - Sung by Jack Pleasants. 
  - Pages 73/74 from unknown songster. 
 
PM.64 "My Mother's So Particular With Me" 
  • Frank Leo. 
  • Song        [complete]     1 page   n. yr. 
  - Sung by Jack Pleasants. 
  - Pages 67/68 from unknown songster. 
 
PM.65 "Yiddisha Eyes" 
  • Irving Berlin 
  • Song        [complete]     4 pages   1910 
  - Published by Ted Snyder Co, New York 
  - Set in brown cover, with G. Mullony handwritten on front. 
 
PM.66 "I'm So Spiteful When I'm Wild" 
  • Billy Merson 
  • Song        [complete]     6 pages   1912 
  -  Sung by Billy Merson and Fred Camplin. 
  - "Jack Phillips" written on front. Back page has two photos stuck on it. 
  - Published by Francis, Day and Hunter. 
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PM.67 "O-Oh! That Rag-time Sea" 
  • Lyr. A. J. Mills; Mus. Bennet Scott 
  • Song        [complete]     4 pages   n. yr. 
  - Incl. excerpts from "Play A Little Ragtime on Your Piccolo" (Mills/Rule/B. Scott) and unidentified  
song. 
  - See also PM.20 for Bennett Scott's Piano Tutor. 
 
PM.68 "What's the Good" 
  • Lyr. Harry Boden; Mus. Bert Brantford 
  • Song        [complete]     4 pages   n. yr. 
  - Sung by Harry Ford 
  - Handwritten note (incl. number "37") and excerpt from another (untitled) song.  
 
PM.69 "National Honour"                          
  • James L. Harlin (Arr. Harry J. Lincoln) 
  • Song (two-step march)     [incomplete]     1 page   1917 
  - Parts: 1
st
 violin, piano, 1
st
 cornet, 1
st
 clarinet, drums/bells, 2
nd
 violin, trombone. 
  - Drum and bells part has handwritten note - "Abdy's Animals." 
  - Published by Harry J. Lincoln Music, Philadelphia. 
   + 
  "For All and Forever" 
  • Harry J. Lincoln      [incomplete]    1 page   n. yr. 
  • Song 
  -  Viola part. 
   + 
  "Somebody"        [complete]    7 pages   n. yr. 
  • George A. Little, J. Stanley and Harold A. Dellon 
  • Song 
  - Parts: bass, 1
st
 clarinet, 1
st
 violin (2), flute, trombone. 
  - Various handwritten notes. 
  -  Published by Maurice Richmond Music, New York. 
 
PM.70 untitled Marlborough Music Books songster 
  • Various 
  • Song        [incomplete]     45 pages   n. yr. 
  - Pages 3-48. 
  • Various 
  - "I'm Looking at You" (Mills/Carter) • "It's Fine!" (Marrion) • "The White Silk Dress" (B. Scott) • "Percy  
   From Pimlico" (Tom Leamore) • "They were all Occupied" (McGlennon) • "I've Been Left in Charge"  
   (Ellis/O'Dell) • "Touching that Little Affair" (B. Scott/Cotes) • "The Lonesome Coon" (Charles H.  
   Taylor/Arthur Desmond) • "I'm Going to be Married in the Morning" (Conley) • "It's Rising! Rapidly  
Rising" (Wincott/Castling) • "A Little Bit of Luck" (Howard) • "I Love Somebody's Wife" (Williams/ 
Atkins) • "My Heart's Own Queen" (Williams/LE Brun) • "Ready" (Connor) •  "Pop Pop Poppity Pop" 
(Wincott/Castling) 
 
PM.71 "Marjory" 
  • Magaret D. Mackinnon 
  • Song        [complete]     6 pages   1920 
  - Published by Owen Publishing Co, Omaha (Nebraska). 
  - Incl. excerpt from "An Idyll of Love." 
 
PM.72 "Give Me the Moonlight, Give Me the Girl (And Leave the Rest to Me)" 
  • Lyr. Lew Brown; Mus. Albert Von Tilzer 
  • Song        [complete]     3 pages   1917 
 
PM.73 "I'm In Love with Mary" 
  • Basil C. W. Dean 
  • Song        [complete]     3 pages   n. yr. 
  - Described as "a brand new old-fashioned song." 
  - Score is believed to have been published, but the title is typed on a portable typewriter. 
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PM.74 "Pretty Cinderella" 
  • Will J. Harris 
  • Song        [complete]     5 pages   1926 
  - Published by Irving Berlin Inc, New York. 
 
PM.75 "I Played My Concertina" 
  • Lyr. Worton David; Mus. H. C. Lovell 
  • Song        [complete]     4+ pages   1909 
  -  Sung by Sam Mayo 
  - Incl. alternate copy (2p - incomplete) with 1
st
 verse and chorus only. 
  -  Incl. excerpts from unknown songster (with complete lyrics) published by Von Tilzer Music Co.  
 
PM.76 "My Dream Home" 
  • Lyr. R. S. Hooper; Mus. H. M. Tennent 
  • Song        [incomplete]     4 pages   1923 
  - Sung by Lillian Burgess. 
  - Published by The News of the World 23 Nov. 1924, page 7 (extract from pp 7-10). Copyright Francis,  
   Day & Hunter. 
 
PM.77  The Playmakers Album No 35      
  • Elliot and Hay 
  • Songster        [incomplete]     6 pages   1924 
  - Published by Reynolds and Co.  
  - "Yesterday and Today 1824-1924," Good Luck," "White Heather," "The Black Cat," "Finale," "Sofas  
   for Chauffeurs," "We Don't Want  a Wonderful Girl," "Bye and Bye," "Honolulu." 
  - Also incl. dialogue. Possibly a series of musical sketches. 
 
PM.78 "Why Do Your Eyes Keep Saying What Your Heart Don't Mean" 
  • John E. Nugent, Felix Le Roy and Stan Murphy 
  • Song  (rag ballad)      [incomplete]    4 pages   n. yr. 
  - Published by Nash's Music Ltd, Sydney (by arrangement with Joe Slater, Sydney). 
 
PM.79 "The Eight O'Clock Rush" 
  • Bess Rudisill 
  • Song        [incomplete]    1 pages   n. yr. 
  - Published by Sear-Wilson Music, Chicago. 
 
 
 
SONGS, SONGSTERS, SCORES (PS) 
(Published from 1930 onwards) 
 
Folder 5 
 
PS.1 "A Little Bird Told Me"        
  • Johnny Warrington (Arr.)  
  • Fox Trot         [complete]    26+ pages      c1948 
  -  Orchestral parts. 
  -  Recorded by Jeanette Davis and Jerry Wayne. 
  -  Published by Allen and Co (Melb). 
 
PS.2 "The Old Piano Roll Blues"        
  • Cy Coben    
  • Song              28+ pages       n. yr. 
  -  Dance orchestration (various parts). 
  -  Published by D. Davis (Syd). 
 
PS.3 "(I've Been So Wrong for So Long, But) I'm So Right Tonight"   
  • Lyr. Dunham; Mus. Terry Shand   
  • Song        [complete]    16+ pages  1947 
        -  Arr. Vic Schoen. 
  - Incl. handwritten personal note. 
  -  Published by D. Davis (Syd). 
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PS.4   "Tell Me (You Love Me)"      
  • Lyr. Leo Cochran; Mus. Horatio Nicholls   
  • Song        [complete]    4 pages   1931 
  -  Annotated. 
  - Plus excerpts from "When the Guards are on Parade" (Leslie Sarony), "Shake and Let Us Be Friends"  
   (Leo Cochrane/Winifred May), "Lucerine" (Leslie Sarony), "The Soul of the Violets" (Fred  
   Godfrey), "Life" (Leslie Sarony), "Put Your Loving Arms around Me" (Jos Geo Gilbert). 
 
PS.5 "Bei Mir Bist Du Schoen"     
  • Lyr. Jacob Jacobs; Mus. Sholom Secunda  
  • Song        [complete]    4 pages   1937 
  -  Subtitled: "Means that you're Grand." 
  -  English version by Cahn-Chapman. 
  -  Featured in the Warner Bros film Love, Honour and Behave. 
  - Published by Chappells 
 
PS.6 "Bend Down Sister"     
  • Lyr. Ballard McDonald and Dave Silverstein; Mus. Con Conrad  
  • Song        [complete]    6 pages   1931 
  - Published by Chappell and Co, Syd. 
  - From Balmy Days, a United Artists film (produced by Samuel Goldwyn). 
   
PS.7 "I Wanna Sing About You" 
  • Cliff Friend and Dave Dryer 
  • Song        [complete]    2 pages   1931 
 
PS.8 "Would You Take Me Back Again" 
  • Peter De Rose and Alfred Solomon; Add Lyr. Reg Connelly 
  • Song        [complete]    2 pages   1931 
  - Handwritten note "Kitch." 
 
PS.9 "You Call It Madness But I Call It Love" 
  • Con Conrad, Gladys Du Bois, Russ Columbo and Paul Gregory; Add Lyr. Leo Herbert 
  • Song        [complete]    4 pages   1909 
 
PS.10 Albert's American Annual, No 5  
  • Various 
  • Songster        [incomplete]     43 pages   1931 
  - Front cover missing only 
  -  "Would You Care" (Harris) • "The Mansion of Aching Hearts" (Lamb/Von Tilzer) • "Mother Goose  
   Lancers" (arr. Purnell - based on the musical hits of J. C. Williamson's Mother Goose pantomime) • "Day  
   by Day" (Stanford) • "The Swing Song Waltz" (Purnell) •  "Moving Day" (Sterling/Von Tilzer) • "Just  
   Across the Bridge of Gold" (Sterling/Von Tilzer) • "Blue Moon Mazurka" (Harte) • "When You're  
   Dreaming, Dream of Me" (Longbake/Williams) • "Smokey Mokes" - a cakewalk in 2 step (Holzman).  
 
PS.11 "(There Ought to Be) Moonlight Saving Time" 
  • Irving Kahal and Harry Richmond 
  • Song        [complete]     1 page   1931 
  -  Published by Francis, Day and Hunter. 
  - Handwritten note: Keith and Girls. 
 
PS.12 "Whistling in the Dark" 
  • Lyr. Allen Boretz; Mus. Dana Suesse 
  • Song        [complete]     3 pages   1931 
  - Published by Campbell Connelly, London (copyright Olman Music Corp). 
 
PS.13 "Swingin' the Nursery Rhymes" 
  • Dave Oppenheim, Al Jacobs and Jack Palmer 
  • Song        [complete]     8 pages   1938 
  - From Hollywood Revue - Broadway production 1938-39. 
  - Published by Stasny Music, New York. 
  - Parts: piano., violin, guitar, bass, 1
st
 saxophone (e flat alto), 2
nd
 trombone, 3
rd
 trumpet (b flat), drums, 1
st
  
   trumpet (b flat). 
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PS.14 "I Got the Bench - Got the Park (But I Haven't Got You" 
  • Al Lewis, Al Sherman and Fred Phillips 
  • Song        [complete]     2 pages   1931 
  - Published by Francis, Day and Hunter (copyright Irving Berlin Inc). 
 
PS.15 "Mutiny in the Nursery" 
  • Johnny Mercer 
  • Song (foxtrot)       [complete]     19+ pages   1938 
  - Various instrument parts. 
  - Incl. "On Sweetheart Bay" (foxtrot) by Charlie Tobias and Al Gumble (7p - incomplete, n. yr). 
 
PM.16 "Hawaiian Whispers"       
  • Lyr/Mus. Sybil Wild     [complete]    4 pages   1931 
  • Song 
  - Published by basil C.W. Dean, Sydney. 
  - Described as 'the season's Island waltz ballad. 
 
PM.17 "The Wise Man and the Fool" 
  • Robert Rutherford and Leslie Elliott 
  • Song        [complete]     8 pages   1931 
  - Originally sung by Leslie Elliott (cover incl. photograph) 
  - Handwritten on front cover: "Nat Phillips," "Jack and Mack" and "Jack Phillips." Incl. other  
   handwritten notes. 
  - Published by Francis Day and Hunter. 
  - Incl. excerpts from other songs: "Bye Bye Blues" (Hamm, Bennett, Lown and Gray); "Swinging in a  
   Hammock" (Wendling); "My Baby Just Cares for Me" and "A Girlfriend of a Boy Friend of Mine"  
   (Donaldson). 
 
PM.18 "If You're Really and Truly in Love"   
  • Ralph Butler and Raymond Wallace   
  • Song           [complete]    4 pages   1931 
  -  Annotated with note: "This is a good comedy number. Nat [Phillips?] and Stella"  
 
PM.19 "I Like a Little Girl Like That" 
  • Jack Yella and Milton Ager 
  • Song        [complete]    4 pages   1930 
  - Published by Lawrence Wright Music 
  - Handwritten note:  "Excellent number" etc   
  - Incl. excerpts from "When the Guards are on Parade" (Sarony), "Shake, And Let Us Be Friends"  
   (Cochran/May), "Lucerne" (Sarony), "The Soul of the Violets" (Godfrey), "Life" (Sarony), "Put Your  
   Loving Arms around Me" (Gilbert) 
 
PM.20 "Please Don't Talk About Me When I'm Gone" 
  • Sidney Clare and Sam H. Stept 
  • Song        [complete]    2 pages   1930 
  - Possibly sung by Amy Rochelle (handwritten note says "Amy again"). 
  - Published by Francis Day and Hunter 
  - Text comprises pages 2 and 3 from an unidentified songster. 
 
PM.21 "You Didn't Have to Tell Me (I Knew it all the Time)"  
  • Walter Donaldson 
  • Song        [complete]    2 pages   1931 
  - Published by Francis, Day and Hunter. 
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PHOTOGRAPHS 
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  1  Nat Phillips and Roy Rene. 
  2   Photo of young woman - addressed "To Dear Mr. and Mrs. Phillips with best love, Irene." 
  3  Six unidentified females from a revusical chorus - possibly Nat Phillips' Stiffy and Mo Company. 
  4  Nat Phillips (in car), Jack Phillips (seated) and three others (one male and two females). 
  5   Nat Phillips with large unidentified group. 
  6   Portrait of Nat Phillips. 
  7   Nat Phillips standing on an unidentified street. 
  8   Portrait of Nat Phillips in porter's costume (three copies). 
  9  Nat Phillips in costume and heavy make-up (two copies). 
10  Nat Phillips in jockey costume. 
11  Nat Phillips in horse-riding costume. 
12  Nat Phillips in porter's costume carrying a suitcase (two copies). 
13  Portrait of Nat Phillips in jockey costume (two copies). 
14  Unidentified actor in coal miner's costume. 
15   Calling card with photograph and typed inscription ‘PHILLIPS and MERRITT, Come into the Office,  
  Brennan - Fuller Circuit." 
16   Postcard with theatre photograph and typed inscription "Come in the Office, PHILLIPS and MERRITT, The  
  People of Joy and Gladness." 
17   Nat Phillips in jockey costume. 
18  Portrait of Nat Phillips by "Milton." 
19  Nat Phillips (third from left) with Pa Becker, 3 other males and 2 females. 
20   Nat Phillips with band – Back Row from left: unidentified female, Bob Graham, Sid Clarke,  Les [Clews?],  
  Nat Phillips, Frank Wilson, Bull, Doris, Eve. Front Row from left: Art [Newar?], Bede Lewis, Jack Kellaway.  
  Photo inscribed "To Daisy and Nat Best wishes from Jack [Haight?]." 
21   Cricket Match ' Cinderella (Princess) v Humpty Dumpty (Her Majesty's).  Fitzroy Cricket Ground,  
  Melbourne Jan 1921, Won by Her Majesty's company. 
22  Contestants in a ballroom dancing competition (water-damaged). Includes Nat Phillips and Daisy Merritt  
  (front row). 
23   "To Dear Mrs. Phillips, with love from Ray Fisher, Cinderella Panto, 1920-1921."  
24   "To Mr. and Mrs. Nat Phillips, With Best Wishes from John Fuller." 
25   "To Mr. and Mrs. Phillips, Two of the Best, from Bob Graham, 'Charleston Six'."  
26  "To Daisy and Nat, wishing you tons of luck. Yours very sincerely, Lou Harris," 12/5/20.  
27  Full-length portrait of Daisy Merritt, holding a book.  
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28   "To Mrs. Lydia Fuller, With best wishes from Frosty Freddie Bluett," 3/9/00. 
29a  Portrait of a man. Inscribed: "To Dear Old Jack, from his friend Harry Randall." 
29b  Portrait of a man. Inscribed "Randall."  
30   Portrait of a woman with umbrella. Photograph by Henry T. Reed. 
31  Portrait of Billy Elliott - addressed: "To my friend M. Boddam, Yours sincerely, Billy Elliott,"  
  4/1/21. 
32   "With compliments to Lila from [Odiva?]," 27/11/21. 
33  Ida Kearns (nee Tauchert) and her daughter, Vera. Signed: "With love from Ida and Vera Kearns to  
   Mrs. and Mr. Boddam." 
34  "To Miss Fuller with best love from Lupo Beattie."    
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35  Two women holding kid goats: "Just week out Wagga Mrs. Beeby supposed to have given it."  
36  Unidentified man in pinstripe suit. 
37  Four unidentified men and four women standing near a table (one man seated). 
38  Barren landscape.  
39  Portrait of man in tuxedo. 
40  Bride surrounded by six bridesmaids. 
41  Full-length portrait of young woman with large feathered hat. 
42  Portrait of woman (standing) and man (seated). Possibly Nat Phillips' parents. 
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43  Portrait of young man wearing tuxedo with flower in lapel. 
44  Portrait of young woman. 
45  Portrait of young man in pinstriped suit. 
46  Portrait of woman wearing a hat with veil attached to the back. 
47  Photograph taken from the stage of an audience. 
48  Portrait of young man wearing a hat (right-hand profile). 
49  Full-length portrait of a mustachioed man wearing a top hat, tuxedo and overcoat. 
50  Photograph of cabaret performance. Inscription on back includes the names ‘Betty Lambert, Mavis  
  Ritchie’ and two illegible names.  
51  "Yours Sincerely, Beattie Galaidi." 
52  Card-mounted photograph of unidentified Scottish marching band on stage. Nap Phillips' is possibly  
  at the extreme front right. Photograph by Art Photo Engravers, Perth. 
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53  Five female children in costume. Inscription: ‘Light Rough Proof.’ 
54  "Junita and Julio." 
55  "Lawrence Halbert." 
56  Woman in striped costume in front of stage set. Inscription: "Rough Proof." 
57  Photograph of band members (from left): Bob Graham, Sid Clarke, Nat Phillips, Art Newar, Bede  
  Lewis, Frank Wilson. Inscribed: “To Nat and Daisy, With Best Wishes, Jack (Erb)… (inscription  
  incomplete - corner of photograph missing).  
58  "Dan Dunbar." 
59  "To my friend Lieutenant Boddam with best wishes [illegible signature]," 16/1/04. Possibly Percy  
  R. Dix. 
60  Photograph (taken at night) of the New Princess Theatre, with posters and signs advertising ‘Elsie  
  Prince in Lido Lady’. Inscribed on front: "Murman." 
61  Photograph of eight men and one woman. Inscription on back identifies – "Back row left to right,  
  Fred Byron (props), Guy Lindsay (Electrics), Leo Blord (Mechanics), Leo Sheffied (Treasurer),  
  myself [Roy Rene?]. Sitting, Mrs. Sheppard (wardrobe), Charlton Morton, Ray Fuller, Frank  
  Crowther (conductor)." 
62  "Nellie." 
63  "Souvenir of ABOMAH, the African Giantess." 
64  "SIVRONI."  Inscription on back: "Yours Smiling, Ernest Sivroni," 15.11.1900." 
65  "May and [illegible name], 1925." 
66  "Junita and Julio." 
67  Young woman in 1920's style dress. Inscription on back: "Scott & Graham." 
68  "Corra Lynn, 1902, 3/10/03, 9:30pm, Good Bye Darling, Take care of yourself, Everything  
  [illegible word], [illegible signature]." 
69  Photograph of baby boy. "To Vera, Robert A. Richards, Age 61/2 months, Born 24-10-22." 
70  Photograph of unidentified actor - possibly playing Iago from Shakespeare's Othello. 
71    Unidentified theatre production, two men in top hats with canes, one woman and one policeman. 
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72  "Captain Willie Mauss" (2 copies). 
73  "To [Mill?], Here are a few laughs, from The Sunny Singers 1934." 
74  "Best wishes, Gloria." 
75  "Stella Wilson and Group Singers, Star Parade." 
76  Portrait of young woman in army uniform (Sgt). Inscription reads: "Dorothy Coleman."  
77   Portrait of young blonde woman in ball gown. 
78  "From one of the has beens to one who is happy, Harry to Gene." 
79  Ron Walsh (of the "Merrymakers" troupe - possibly Roy Rene's company). 
80  "My best wishes to you – Jeanette Mae Smith, 7 yr. old xylophonist, 415 Parallel Atchison Kaus." 
81a  Action photograph of man juggling hoops. 
81b  Action photograph of man holding hoops and balancing a weighted pole on his chin. 
82   Action photograph of five acrobats performing a balancing act. 
83   Portrait of young man. 
84   "Walter Nilsson o-Hooooo!!" 
85   "THE FOUR ROLLOS. The Skating Sensation of Europe." 
86  "Paul Rollo." 
87   Portrait of young woman wearing a double-strand pearl necklace. 
88a  First part of hand-painted colour cartoon depicting circus animals and family. 
88b  Second part of hand-painted colour cartoon depicting circus animals and family. [This drawing  
  continues on from 88]. 
89a  "The Tai Sings." 
89b  "The Tai Sings." 
90   "Betty Reid. Charming Soubrette." 
91a  "Titans." 
91b  "Titan Trio." 
92   "Paul Robinson." 
93   "Fowler & Tammy." 
94   "Lamberti." 
95   "Elite Trio." 
96   "Four Vespers. Modern Gymnasts." 
97a  Man in checked suit and tie kissing a parrot. 
97b  Man in checked suit and tie pointing at parrot on his shoulder. 
97c  Man in checked suit and tie with his finger to his lips and a parrot on his shoulder. 
97d  Man in checked suit and tie leaning on a tree branch. 
97e  Man in checked suit and tie sitting on the ground. 
98  "Edie Fitzgerald – Singer of Popular Songs." 
99  Unidentified man doffing bowler hat. 
100   "[?] Baird Americas Ace Saxophonist." 
101  "Inscription on back ‘Helen Heller and George Riley." 
102   "Benny Chavez and Co’. Inscription on back ‘Be Chavez & Dolores, Continental Magic." 
103   "Love and best wishes to Mr Mahoney from Yvvone Magna." 
104   "Jimmy Reda." 
105   Theatre company cast [possibly at Tivoli Theatre, Brisbane - Evie Hayes?].  
106   "Variety Gambal." 
107   "Cremorne Theatre Company entertaining troops at Doombien, Brisbane." 
108   "U.S.A. Army nurses at concert given by Tivoli Circuit of Australia." 
109a Comedy trio on outdoor stage entertaining troops, circa 1940s.  
109b Comedy trio on outdoor stage entertaining troops, circa 1940s. 
110a  Unidentified theatre production, saloon scene with five piece band in foreground. (Possibly Annie  
  Get Your Gun - see also 110b-110e) 
110b  Unidentified theatre production, saloon scene with man and women in foreground. 
110c  Unidentified theatre production, saloon scene with old man in foreground. 
110d  Unidentified theatre production, saloon scene with six men in foreground. 
110e  Unidentified theatre production, saloon scene with three dancing women in foreground, 2 copies. 
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( Hollywood movie publicity stills) 
 
111  Battleship dance still 
112  "Paramount presents Blaze of Noon …" 
113  Buffalo Ranch dance still 
114  Still from ‘Behind the Eight Ball’ 
115  Still from movie Don't Fence Me In 
116  Still from movie Stormy Weather 
117  Still from movie Keep 'em Laughing (lighthouse in background) 
118  Still from movie Keep 'em Laughing (club scene) 
119  Still from movie Silver Skates 
120  Still from movie with men wearing lederhosen 
121  Still from movie featuring singer and chorus line 
122  Unidentified group of actors facing a young girl. Company incl. chorus girls and male and female  
  leads.  
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APPENDIX H 
 
 
HARRY CLAY’S VAUDEVILLE COMPANY: SURVEY OF 
ARTISTS, MANAGERS, PARTNERS AND EMPLOYEES, 
1901-1929 (Revised) 
 
NB: The information in this appendix is included in the Australian Variety Theatre Archive. The list is updated whenever 
new practitioners are identified. See http://ozvta.com/research-lists/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
 
 
Introduction 
 
The following list was originally compiled during the course of research undertaken for my 1998 Master dissertation. 
Several hundred new entries have been added, and the list updated and revised. While every attempt has been made to 
locate the names and information regarding artists and employees engaged by Harry Clay's organisation during the 
period 1901 to 1929, it must be conceded that the greater portion of this list has been compiled from available sources 
between the years 1914 and 1925. As discussed in Chapter Three of the MA thesis, there was little in the way of 
advertising or magazine reviews concerning Harry Clay's operations during the years 1901-1913, other than in relation 
to the NSW/Queensland tours reported in various country newspapers. While these sources have provided the survey 
with data concerning the tours, it is likely that many more artists were employed during those years. This situation, too,  
has caused some confusion as to whether several  leading  entertainers  during  this  period,  artists  such  as  Jim Gerald 
and Clyde Cook,
1
 for example, were or were not associated with Clay's. Research for this thesis has so far failed to 
locate any definite primary evidence to support the claims that these two performers were engaged by Clay, and hence 
they have been left out of the survey.  
 
It should be noted, too, that between 1901 and 1905 Clay would only operate a circuit in Sydney during the off-tour 
periods (approximately September to February).  From 1906 onwards the number of artists employed by Clay’s would 
have risen significantly as Clay had by then stopped touring himself, and was to maintain at least one, and sometimes 
two circuits in Sydney at the same time as his Queensland tours (apart from 1911 and 1912). In the years following 
Clay’s death, vaudeville’s decline is noticeable in the ever decreasing space afforded it in the theatrical magazines. 
Hence the much lower amount of data for the years 1925-1929. Only the Fuller and Tivoli circuits, along with the more 
significant artists such as Jim Gerald, George Sorlie, George Wallace and Roy Rene, maintained any semblance of 
coverage by comparison with previous years. Compounding this lack of information is the fact that there are seldom any 
more than one or two mentions of artists engaged by the company included in any one issue of those magazines. 
Furthermore, by 1928 Clay’s do not appear to have advertised in any of the publications they had previously used. 
 
Sources used for this survey include: the Sydney Morning Herald, The Theatre, Just It, Australian Variety and Show 
World, and Everyone's. NSW newspapers include: Maitland Mercury, Tamworth Advertiser, Lithgow Mercury, Wagga 
Wagga Express, and the Cessnock Eagle. The information has been accessed largely from reviews in the theatrical 
magazines, and from advertising in the regional newspapers. With regard to the latter, for example, it has been possible 
to locate particulars regarding the artists on any of Clay's NSW circuits operating during the period 1916-1918 through a 
comprehensive search of one newspaper (i.e. Lithgow Mercury), as each of the four touring companies worked in 
Lithgow on a monthly rotational basis. Again, the early years of the third decade have been accessed through a 
comprehensive survey of the Hunter circuit, via the Cessnock Eagle. While there may, of course be some slippage, this 
is thought to be of a relatively small nature.  
 
Information regarding artists touring Queensland during the years 1901-1918, 1927 and 1929 has been taken from the 
Brisbane Courier and several regional newspapers, particularly the Toowoomba Chronicle, Northern Miner (Charters 
Towers), Queensland Times (Ipswich), Gympie Times, and Morning Bulletin (Rockhampton). The reason for checking 
                                                          
1   References to Jim Gerald having been associated with Harry Clay have been made by various people over the years. My research, however, has 
so far failed to find a primary source to confirm these claims. While it is possible that Gerald worked for Clay’s (his father S.A. Fitzgerald, wife Essie 
Jennings and brother Lance Vane did) he has been left out of this survey because of the lack of evidence. Further to this, Gerald, in an interview for 
Everyone's in 1928, states that he had been with Fullers for the last 16 years, including a break of three years which he spent at the war, and is known 
to have spent two years under Stanley McKay's management doing pantomime - much of it on the Fullers' circuit (c1914-16). Prior to this he had 
made his mark as a circus performer. Gerald also records, "I started with the Fullers and I’ll finish with them" (22 Feb. 1928, 46).  Any engagements 
with Clay's, then, would have been brief, and probably would have had to have been around the years 1914-16.  Clyde Cook, too has been mentioned 
as having work for Clay's . While Cook has recalled several vaudeville managements he worked for over the years, including J. C. Bain, (and most 
likely during Bain's period at the Coliseum, Nth Sydney) at no stage within these interviews has he referred to any association with Harry Clay. 
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more than just one or two papers relates to the fact that Harry Clay almost always changed part of the touring company 
for its return visit (usually around Townsville/Charters Towers), and frequently increased the company for the NSW 
sections (sometime through the presentation of a musical band, rather than the usual piano accompaniment). 
 
    The information in this survey consists of the following, and in the same order:  
 
1.  "A" circuit engagements:   
 
Those artists known to have been engaged for the A circuit organisations in Australia (the Tivoli and Fullers 
circuits), are indicated by an asterisk ( * ) immediately preceding the stage/act name.   
 
  A ● beside the name indicates a new entry (not entered in the 1998 Harry Clay thesis). 
 
2.  Stage name of act/artist:   
 
Presented in alphabetical order according to act name or surname, and in bold print. Those acts with names 
beginning with numbers (i.e.: the Three Stars) are ordered according to the surname or descriptive name, not the 
number. Thus the Three Stars is found under Stars, The Three. In the same way, acts with names beginning with 
titles  such as  Musical,  Aerial and Sisters,  etc  (as in the  Musical Shirleys)  are presented  under  the surname or 
descriptive name.  In this example look for: Shirleys, the Musical.  The exception to this, however, is if the name 
ends with a number (as in the Harmony Four). In these cases search for the act under the descriptive title first - (i.e. 
Harmony Four, The). Those acts without a surname (i.e.; Little Daisy or Wee Willie) are located according to the 
start of the name (i.e.: "W"  for Wee and "L"  for Little). Acts with alternate names (i.e.: Reg Thornton, aka the 
Kangaroosta)  will have both names included, but with information presented only under one   name. Therefore, a 
search for "Kangaroosta" will indicate that you should look under "Thornton, Reg" for more details. Any acts with 
confusing aspects to their names will likewise have two inclusions, one pointing to the other.  
 
3.  Name and number of artists/nationality:  
 
Information (if known) regarding the real names of performers, their nationality (if foreign), and the number of 
artists known to be included in the act. This information is presented in brackets [   ]. 
 
4.  Type of act:   
 
If known, the type of act, or a description, is included. Multiple disciplines are separated by a slash ( / ). For 
example:  singer/comic/ball puncher/circuit manager. 
 
5.  Years known to have been engaged by Clay's:   
 
This information is presented in parentheses (   ). The almost  impossible task of establishing exact periods of 
employment has meant that only the years can be included, as engagements could vary from a week to twelve 
months. Only those years that have been established through primary sources have been included. Thus, while some 
artists have worked for Clay's over several years, if any single or multiple years are missing (for example: 1915-17, 
1919-20, leaving a vacant period for 1918) these gaps are still indicated, despite the probability that they were 
engaged during that period.  
 
Some exceptions to an exact yearly establishment of dates occurs, however, as with the case of Thea Rowe, who 
has recalled her employment with Clay's during the 1920s in a Stanton Library Oral History interview, but for whom 
there has been no other primary source to prove this. In these cases a general or approximate time period has been 
indicated, (i.e. early 1920s). In those cases where an employee or manager is believed to have worked on with the 
company, but for whom there are no records to indicate the time period, the end date is left open i.e.; (1914 -   ).  
 
The dates indicated in parentheses do not relate to any other information, such as length of partnerships or career 
span of an act. Such information, if deemed necessary, is provided later, (see Significant/miscellaneous  
information). 
 
6.  NSW/Qld tours:   
 
If an artist or employee has been engaged to tour the NSW/Qld circuit between 1901-1918, 1927 and/or 1929, then 
this information is recorded.  Tours such as the 1908 Dramatic Co tour, 1909 Walter Bentley tour, or the 1911 
Stanley McKay pantomime tour are also indicated. 
 
7.  Significant/miscellaneous information:  
 
Any information regarding partnerships, marriages, previous engagements, family relationships, overseas tours, or 
years engaged by Clays as managers etc is included. This information is  preceded by a dash ( - ). 
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NOTES: 
 
- Spellings:   Variations in the spelling of names occur quite frequently in reviews and advertisements. Whenever 
possible, the most often used spelling is recorded. If any doubt remains alternative spellings will be included as part 
 of each inclusion. 
 
-  Doubling up of names:  There are a number of instances in which similar names are recorded, but  for whom, there are 
 no records to establish a connection. In such cases both are noted separately,  and with no reference establishing any 
 relationship. For example, there are records for both the Renos (1919) and the Reno Brothers Jazz Band (1925), but I 
 have as yet been unable to establish if they are the same act. 
 
-  Same names of acts, but years apart:  On several occasions I have found acts or performers with the same name, but 
 with quite a number of years separating them. And in many of these cases I have again been unable to find any 
 indications as to whether they are the same or a different act, or even  the same act but with some personnel changes. 
 In such instances they are treated as separate acts. 
 
-  Similar surnames of individuals to those in partnerships or acts, but which can't be confirmed as the same person/ 
 people. In these situations I have left the individuals separate from the act. For example, Jean Carlton (1920), Harry 
 Carlton (1917) and Carlton Duo (1922) 
 
 
 
ABBREVIATIONS: 
 
 
    aka:    Also known as              NZ:          New Zealand  
    arta:    Also referred to as            Prod:       Producer 
    AV:         Australian Variety            S Mngr:     Stage Manager 
    B Mngr:   Business Manager            T Mngr:     Tour manager   
    IS:        Illustrated Songs              TT:         The Theatre (aka Theatre, Society 
    M  Dir:     Music Director                       and Home) 
    NBT:        Newtown Bridge Theatre.               
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ABBOTT: Magician (1916) - Billed as "The Merry Wizard." 
ABBOTT, A. R.:  [Archibald Robert Abbott] Business partner/NBT Secretary and Treasurer. (ca.1901 -)  
* ABDY, HARRY: Animal trainer/act (1914, 1922-25) Owned a farm at Lidcombe. Troupe incl. cats, pigeons, dogs,  
    parrots, kangaroos. Abdy was the first to introduce boxing kangaroos to both the Tivoli and America. Brother of  
    Marie La Varre. His father, Mons. Abdy, previously ran carnivals in Australia and NZ. 
*  ABDY AND NORMAN: [Harry Abdy and Charles Norman] (1925) 
*  ABDY'S CIRCUS: [see Abdy, Harry] Aka Abdy's Bird and Animal Circus / Marvelle, 1920 / Harry Abdy's Komedy  
    Kangaroos, ca.1927. 
ADAMS, SID: Titanic survivor/speaker (1914) 
ADELE, MARIE: Saxophone (1915) 
ADRIAN'S DOGS AND MONKEYS: (1924) 
AHUD DUO, THE: Hawaiian songs/dances/specialties (1926) 
● AIDEL, MONS:  (1910) 
AINES, WILL: (1916) 
AINSLEY, JOE: Singer (1921) Known for ragtime melodies. 
ALANNAH, EILEEN: (1922) 
*  ALBERTO, ARTHUR: Magician (1917, 1921) Billed as "the gay deceiver." 
*  ALBERTS, ARTHUR: Eccentric comedian (1902, 1904, 1917, 1920-21) NSW/Qld Tours: 1902, 1904 . 
ALDOUS, ALMA: Dancer (1917-18) Appeared with George Wallace Revue Co, ca.1924. 
*  ALDOUS, IVY:  (1917-18) Also partnered Fred Keely, as Keeley and Aldous from ca. 1919 onwards. Keely and  
    Aldous appeared with the Harry Burgess Revue Company ca.1919. 
●  ALEXANDER, DAVE:  Business manager (1910) Royal Standard Theatre (Syd) ca.1910. 
ALFIE: (1927) 
ALFONSO: Acrobat/trick cyclist (1916-17) Billed as "the man on the wheel." 
*  ALI ZOBERAD TRIO: Eastern contortionists/acrobats (1925) 
ALLEN, MADGE:  New Zealand singer (1926) 
ALLGOOD AND SMART: Novelty jugglers (1919, 1922) 
ALLNER, AMY: See Ethel Scott and Amy Allner. 
*  ALROY GIRLS, THE: [Nellie and Lily]  Serios/dancers (1916-17)  Lily Alroy aka Lilian Bilton. 
* ALWYNNE, MARJORIE: Contralto (1920) 
ALWYNN DUO, THE: (1917, 1924) 
*  AMBROSE, MOLLY: Soubrette (1915, 1917-18, 1921)   
AMOUR BROTHERS, THE: (1922-23) 
ANDERSON, RAE:  (1915) 
ANDERSON, TED: (1915) 
*  ANDERSONS, THE AERIAL: Trapeze act (1927) 
ANDERSON TRIO, THE:  (1910, 1914) 
ANGELO, GIO: (ca.1915) 
ANNESLIE AND FERNANDO: [Jack Anderson and Cecil Fernando] (1921) Billed as "the Fighting Midgets." 
*  ARCHER, JOE: (1909-10, 1917-18, 1922-23) 
ARDEL, ?:  (1910) 
ARIZONA WILLIE: (1917) Aka "Arizona Billy." 
ARMITAGE: (1925) 
* ARNOLD AND NORMAN: [Tom "Chic" Arnold and Charles Norman] (1923-25) 
*  ARNOLD, TOM: Comic/patter/revues (1922-25) 
* ARTEEN, JACK: Juvenile instructor/pantomime writer (1919-20) Writer/children's director of The Golden Butterfly  
    NBT 1919-20. Father of Maudie Arteen / operated a teaching studio in King St, Newtown. 
* ARTEENS, THE: Acrobats, who worked with a dog (1915-18, 1920) Little Maudie (Arteen) and Daphne Hill, plus the  
    dog, Jessie, billed as an educational dog. Maudie and Daphne appeared with the Six Hintons, ca.1919. 
ARTHUR FRED:  (1919) 
*  ARTHUR HELMSLEY REVUE TROUPE: (1925) - see also Brull and Helmsley. 
ARTISTIQUES, THE TWO: Song and paper devices act (1925) 
*  ARTOIS, THE:  Acrobats (1921) Comprised man, girl small child. 
ASHLEYS, THE: Equilibrists (1926) 
* ASHMAN, BERTHA: Singer (1910, 1914, 1916) 
ASHTON, ETHEL: (1914) 
ASHTON, STELLA: Trapeze artist (1917) Aka Mdlle. Ashton. 
ASTELLS, THE: Balancing act (1915) 
*  ASTON, CHARLES: Singer (1926) Ex Carl Rosa Opera Co, "the oldest operatic organisation in the Empire." 
* ASTONS, THE: English equilibrists/acrobats (1917-20) Aka The Aston Brothers.  Described in 1917 as a "dental  
     athletic act." 
ASTOR: (1926) Also worked with Smart Set Diggers. 
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  ASTRA AND SYLVESTER: Animal act (1920) Aka Mysterious Astra and Sylvester. Animals incl. lion cubs and a  
     panther. 
ATHENIANS, THE:  (1915) 
* ATHOLWOOD, JAMES B: Actor (1909) Engaged for Walter Bentley Qld tour.     
ATLANTA GIRLS, THE: Singers/dancers/contortionists/acrobats (1927) NSW/Qld tour: 1927. 
ATTILA:  Artistic posing (1926) Known as "the white statue." 
ATILLAS, THE: Heavyweight juggling/Roman rings/posing (1914) 
AUDREY, PRISCILLA:  (1921) 
AUFANDON:  (1920) Billed as "the upside down man," who worked with a "hideous dummy." 
AUSSIE GIRLS, THE: (1921-22) Aka The Three Aussies. 
AUSTRALIAN FOUR, THE: (1916) 
AUSTIN AND COWAN: (1915) 
● AUSTRAL ORCHESTRA, THE:  (1910) 
* AUSTRAL TRIO, THE:  [Bert Corrie, Doris Baker, Joe Verne] (1916) Not to be confused with The Australs (classical  
    music troupe/quartette). 
 
 
 
BABY DOLLS, THE:  [See The Four Baby Dolls] 
BABY MAY: Dancer (1919) - Appeared in Toyland, 1919, aged three. 
BABY ROSE:  Contortionist (1925) Aka the 'Jointless Doll'. 
BABY LORNA: (1922) 
* BAILEY’S POSING DOGS AND SHEEP: [Ted Bailey] (1921) 
* BAIN, JAMES C: Comic/entrepreneur (1917) "Bain's Vaudeville Co" at the National Amphitheatre / North Sydney  
    Coliseum / Princess Theatre (as Fullers' Manager).  One-time General Manager for James Brennan ca.1910. 
* BAKER, DORIS: Comedian/singer/dancer (1910, 1916-17, 1919) Also worked with Bert Corrie as Corrie and  
    Baker/Austral Trio. 
* BAKER, IVY: Singer/dancer (1919-22) 
BALL, NELLIE: (1922) 
BALLANTO: Balancing act (1919) 
* BALMUS: [Walter Wheatley] Strongman. (1921)  See also Fullers, 1920; Tivoli, 1921; toured USA, ca.1921. Ex  
    Victorian teacher of Physical Culture / high diver / champion swimmer. 
* BALTO: [Max Balto] Equilibrist (1916-17, 1920, 1924) Aka Daredevil Balto. Toured South Africa, India, East  
    Indies, Philippines ca.1918-19. 
* BANBURY TROUPE, THE: Acrobats. (1921)  A collaboration of well-known performers specialising in an up-to- 
    date version of The Chinese Laundry (c1921) 
BARBERINO AND HER LITTLE PAL: (1925) 
* BARCLAY: Magician (1924) Specialised in bullet catching. 
BARCLAY SISTERS, THE: [Doris and Verlie] (1914-15)   Aka The Barclay Kids. 
* BARCLAY, VERLIE: Pianist (1917) Music director with Dix-Baker, 1918. 
BARLING, MORRY: (1928) Aka Maurice Barling (ex-Barling and Dale) 
BARLOW, J:  Actor (1914) Appeared in Uncle Tom's Cabin, NBT. 
BARNARD, JOHN: Baritone (1914) 
BARNARD SISTERS: (1916) 
BARNES, UNA: (1922) 
BARNES AND BARNES: (1916-17) 
BARNETT, LITTLE THELMA: Singer (1918) 
* BARNSLEY, EILEEN: Soprano (1914, 1920-21) - wife of Charlie Melvin. Toured New Zealand 1917-20. 
BARTLETT: Instrumentalist (1920) 
* BARON, ARTHUR: English ventriloquist (1916-17)  
BARON, FRED: (1916) 
BARON'S GNOMES: (1916) 
BARON STEVENS AND IT: (1917) 
BARRACLOUGH, ERNEST: (1922) 
BARRAN, HARRY: Vocalist (1917) 
BARRINGTON, JACK: Baritone/whistler (1916) 
BARRY, JAMES PATRICK: Scottish entertainer (1915) 
BARTON, ADDIE: (1917) 
* BARTON, BERT: English comic/straightman (1917, 1921, 1925-26) Played the Dame in pantomimes / also known to  
    have acted as S Mngr and Dir. with other companies. Appeared with Claude Dampier's Co, 1924. 
BARUM: Aerial artist (1915) 
BATES & WADE: Athletes and hand balancers (1915-16 
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* BATES, ELSIE: Sketch artist (1915, 1917-18) Married to Arthur Morley, whom she also partnered on stage. Appeared  
    with Royal Musical Comedy Co, 1915. 
* BATES, LES: Comic (1914, 1916) Aka Little Leslie Bates "the Mayor of Tiny Town." 
● BATES AND BATES:  (1910)    
BAXTER, GRACE: (1918) 
● BAXTER, HARRY:  (1907) 
BEATTIE AND VAL: (1922) 
* BEAUMONT, BERTHA: (1920) 
BEAUMONT, IVY:  [see Ivy Bowman] 
BEAVER, HERBERT: Comic juggler/monologist (1921-22) See also Campbell and Beaver. 
* BECK, IKE: Vaudeville entrepreneur/comic (1918-19) Described in 1918 as making a re-appearance with Clay's.    
BELLE, FLORA: (1922-23) 
*  BELLORA:  Bird and animal mimic (1915-16, 1921) Appeared in The Bunyip (Fuller's, 1916).  
BENNETT, PEGGY: M Dir. (1918-20) 
BENNS, BERT: [Herbert] (1921-22) 
BENSON, VERA: (1918) 
BENTLEY, ADA: (1920) 
BENTLEY, WALTER: Actor/teacher/elocutionist/public speaker (1909) Lead actor in Clay's Qld Dramatic Company  
  tour, 1909.  
BERINI : Comedy cartoonist (1926) 
BERNARDS, THE TWO: (1916) 
BEROMONT, JOY: Serio/dancer (1914) NSW/Qld tour: 1914. 
● BERRIDGE, IDA:  (1905) 
● BERRY, ROSA: (1906) 
BERTO:  Trapeze. (1921) 
BERTOLLO, MILLIE: Singer (1914) 
BEST, PEARL:  Actress (1908) Dramatic Co Qld tour: 1908. 
BESTO: (1921) 
BETTS, BILLY: (1919) 
BIG ERMAKOU: [see Ermakou, Zacaree] 
BILLO AND HIS LITTLE BIT OF FLUFF: (1926) 
BILLY AND DORIS (1921) 
BILLY THE WONDER BOY: Ventriloquist/comic/patter/singer (1927) NSW/Qld tour: 1927 
* BILTON, LILIAN: [aka Lily Alroy] Singer/dancer (1919, 1921-22) See also The Alroy Girls. Appeared with Phyllis  
    Faye in Manila (Philippines), 1919. 
BINNS AND ALMA:  Sketch artists and specialty act (1929) Engaged for Mo's Merrymakers Qld Tour. 
BISHOP, FRED: (1920-21) 
BLACK, BERT: (1917) 
* BLACK, ELTON: Comedian/impersonator/revue company producer (1916, 1928) Elton Black Revue Co.  Toured  
    with wife, the actress/manager Kate Howarde, ca.1914-15. 
* BLACK AND WHITE DUO, THE: [Iris Mancer and Avol McKeller] Juvenile dancers/character impersonations  
(1916-19) Iris Mancer, see also Gaiety Six. 
BLACK AND WHITE KEWPIE KIDS, THE: (1920) 
* BLACKIE, AMY: Descriptive singer. (1905) NSW/Qld tour: 1905. Appeared with Harry Clay in the late 1800s.     
    Engaged for Alhambra Theatre with Frank Clark's Co, 1889 onwards. Wife of Wal Cottier and mother-in-law of  
    Charles Zoli. Blackie died in November 1917. 
BLACKLER, J:  Actor (1908) Dramatic Co Qld tour: 1908. 
BLAKE, TEDDY: (1916) 
BLANCHARDS, THE: Musical act (1910, 1914, 1920) Aka The Musical Blanchards. 
BLANFORD, ADA:  Soprano (1914) 
* BLUETT, FRED: Comic (1917) An ex-Allen Doone Co member, Bluett was a circuit star attraction while on contract  
    with Clay's. He performed with son Gus during Clay's engagement. One popular sketch was "Training for a Boxing  
    Match" with Gus and Mark Erickson, Sept 1917.  
* BLUETT, GUS: Comic/sketch artist (1917) Son of Fred Bluett. 
BOHAM, BOY: (1919) 
BON BONS, THE (FOUR):  Juvenile female singer/dancers (1919) Students of Myrtle Nagel. 
BONETTA, VIOLET: (1909) 
BONNAN, IVY: (1916)   
BONNY AND FREEMAN: Coloured patterologists/dance/terpsichorean artists (1919) 
BOOMERANG DUO, THE: [Abrahams family] (1917) One of the first prize winners at the NBT Amateur Trial  
  nights, 1917.  
BORNEO, "THE MONKEY MAN": (1917) 
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BOSTON, IVY: (1920) 
BOSTON, NORMAN: Actor (1915, 1918) 
BOUNCING BELMONTS, THE: [Vic Dentine and Young Clemo] Trampoline act. (1916) 
BOUNCING BUSHES, THE:  (1914) 
BOURKE, KITTY: (1915) 
BOVIS, BILLY:  Comic (1929) Engaged for Mo' Merrymakers Qld tour. 
● BOVIS, CHARLES:  Comedian (1910) 
*  BOVIS BROTHERS, THE: [Charles and Will] Comedians (1910) 
● BOWERS, IDA:  (1910) 
* BOWMAN, IVY: [aka Ivy Cass/Dolly Cass] Patterologist/singer (1912-14, 1916-20, 1925-26) NSW/Qld tour: 1912- 
    14.Partnered husband Billy Cass. See also Cass and Cass.   
- NB: Bowman  is often written as Beaumont or spelt Bowmont in reviews. 
* BOWMONT, BERTHA: Juvenile dancer (1919-21) 
BOYCE, BILLY: (1925) 
● BOYD, LEAH:  Actor (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal Standard (Syd), 1910. 
BOYLE, JAMES W: Manager/advance rep (1901-10, 1912-1924) NSW/Qld tours: 1901-1909 (both 1909 vaudeville  
  and Walter Bentley tours), 1912. Mngr. North Sydney Coliseum 1917-18; Eden Gardens, Manly 1918; NBT,  
  1923-24.  
BOYLE, LILY: Dancer (1920) Known for toe-dance. 
* BRACEY, WILL: Singer/endman/dancer/comedian (1901, 1910) NSW/Qld tour: 1901 Appeared with the Caley/  
    Morley Musical Comedy Co, ca.1917. 
BRADNAS, THE: [Charles Bradna, plus male and female partners] novelty act (1915-16) Act included hat spinning  
  and comic boomerang hats. 
BRAILLIE, JULIA: Singer/pianist (1906) NSW/Qld tour: 1906. 
BREEVES, BERT:  (1914) 
BRENNAN, ROSIE: Soprano (1917, 1920-21, 1927) Duets with Will Dyson, ca.1920. 
* BREWER, MEL: Baritone (1914) 
* BRIGHTIE AND CARLYON: (1928) 
BRIDGE THEATRE TRIO, THE: [Harry Clay, Marshall Crosby, Maurice Chenoweth] (1918) Aka The Princess  
  Theatre Trio. 
BRILLIANT, MAY: (1916) 
BRITNELL, OLIVE: (1910) 
BROADWAY AND ROY: (1924) 
BROADWAYS, THE: (1924) 
BROGAN BROTHERS, THE: Dancers (1927) Exponents of the "Blackbottom" and "Charleston" dances. 
* BROOKE, LALLA: Quick change artist/impersonation (1918) NSW/Qld tour: Toured NZ in 1918 and USA between  
    1913-16;  Working the Fullers' circuit 1917-18. 
* BROOKS, PETER J: Tenor (1914, 1916, 1920, 1927) NSW/Qld Tour: 1916. 
BRONSON, EUSTACE: (1917) 
BRONSONS, THE: Sketch artists (1917, 1922-23) 
BROUGHTONS, THE: (1924) 
* BROWN, BILLY: (1918) 
BROWN, BOBBY: (1920) 
BROWN, DOT: (1918) 
BROWN, ELSIE: Coon singer (1918-19) 
BROWN, FRED: Juggler (1920) 
* BROWN, LESTER: American performer/revue writer and producer (1917) Engaged as producer for the revues at the  
    NBT after coming off a Tivoli Contract. First production was Mack's Troubles. Took revues to Melbourne  
    following his season at Clay's. Purchased 3 revues in USA for Harry Clay. Film publicist for Fox Films, ca.1926. 
BROWN, TOM: (1927) 
BROWN, W.B:  Writer (1917) Winning Tatt's revue. 
BRUCE TRIO, THE:  (1917-18) 
* BRULL AND HELMSLEY: [Elsa Brull and Arthur Helmsley] English patter/impersonations (1924-25) 
BRYANT, JACK:  Ball-punching (1904)  NSW/Qld tour: 1904. 
● BRYANT, TOM:  (1910)  
BUCHANAN, SID: (1919) 
BUCKLEY: Trapeze artist (1924) 
BUCKLEY, MAGGIE: Singer (1918, 1922-23) 
BUDERICK, LEN: Actor/conversationalist/circuit manager (1909, 1916-17, 1922) 1909 Walter Bentley Qld tour  /  
  Clay's circuit manager 1916 / Kate Howarde Co, ca.1917-20 (appeared in Howarde's Possum Paddock, ca.1919/20). 
BUDGEREE BILL:  Bush animal mimic (1921) 
BUNCH, THE: (1922) 
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BURGESS, HARRY: (1916) 
● BURKE, OLIVE:  Actor (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal Standard (Syd),  
    1910. 
BURNELLS, THE TWO: (1918) 
BURNESS, THELMA: Juvenile singer (1918, 1920) 
BURNETTS, THE: Male and female patter/singers/sketch artists (1918) 
* BURT, LILIAS:  Singer/dancer/comedian (1923) First wife of Charlie Vaude. She died in 1931. 
BURTON, DICK: (1922) 
BURTON, MARION: Singer (1914) 
BUSH, EDDIE: (1919) 
*  BUSHBY, ALFRED:  Negro comedian (1909, 1914) 
BUTLER, PEARL: (1923) 
BUX, ALI (AND TROUPE):  Fire-eaters and Indian fakirs (1924) 
 
 
 
* CALDWELL AND CRAWFORD: [James Caldwell and Ernest Crawford] Duettists (1918) 
*  CALDWELL, JAMES: Baritone/interlocutor/company manager (1916-22) NSW/Qld Tour, 1917.  Aka the Domino  
    King. Married to Bessie Phillips. See also Caldwell and Crawford. S Mngr at the Gaiety Theatre, 1920 / Clay's  
    circuit company manager, 1920-21. 
* CALEYS, THE: [George Walker and Jessie Bunting] Scottish patter artists (1916-17) See the Caley/Morley Comedy  
    Co (with Arthur Morley), ca.1917. Troupe included Will Bracey.   
CALLOWAY, TOD: Comic/singer (1907) NSW/Qld tour: 1907. 
CALLOW, CHARLES "RED":  (1916-17) 
CAMERON, CELERE:  (1918) 
* CAMERON, CLYDE: Scotch tenor/song writer (1917-20) NSW/Qld tour: 1918. 
CAMERON, JEANIE: (1922) 
CAMPBELL, COLIN: (1916) 
CAMPBELL, JACK: Advance rep (1908) Dramatic Company Qld tour: 1908.   
CAMPBELL, MAY:  Musical artiste (1913) NSW/Qld tour: 1913 
CAMPBELL AND BEAVER: (1922) 
CAMPBELL AND MAYO: (1920) 
* CANE, FRANK: Melbourne ventriloquist/shadowographist (1920) Aka Kavelio. Toured NSW with Copeland and  
    Cole Vaudeville Co, 1924. Appeared on George Drew's Western Line circuit, 1925. 
CANNIS, LES:  Projectionist/Front of House manager/circuit manager (1910, 1912-1917) NSW/Qld tours: 1913, 1914.  
* CAPEL, EILEEN: Child mimic/singer/dancer/soubrette (1907, 1909-10) NSW/Qld tours: 1907, 1910. 
CAPTAIN McFARLANE'S DOG AND MONKEY CIRCUS: (1927) 
CARDEN DUO, THE: (1914) 
CARLINGFORDS, THE:   Singers/dancers/ acrobats (1920) Includes Mickey, of the Kewpie Kids, in the lead. 
CARLOSS AND GLYN: (1915) 
CARLSON, FRED: (1915) 
* CARLSONS, THE MUSICAL: [Frederick Carlson, wife and child, plus Cyril Blake and William Harris, ca.1929]  
    English musical act (1915, 1925-26). Took their own touring company through Qld for Birch and Carroll during  
    the mid-1920s. The troupe included Delroy and Delaney, the Two De Paines, and a chorus and ballet.  
CARLTON, JEAN: (1920) 
CARLTON, HARRY: (1917) 
* CARLTON AND SUTTON:  Comedians/patterologists/dancers (1909-10, 1917) 
* CARLTON DUO, THE: (1922) 
* CARLYON, WILL: Light comedian (1917-19, 1921) Appeared with Dick Montague's Pierrots, 1919. See also the  
    Gadabout B-hoys.  
● CARLYON DUO, THE: (1910) 
*  CARNEY, DENIS: English comic (1906, 1910, 1914-16, 1919) Renowned for his routine "Send for a Pleeceman." 
CARRINGTON, ELLA: Actress/manager (1914) See also Charles Taylor. Appeared in Uncle Tom's Cabin, NBT,  
  1914; Never Despair and Slaves of London NBT, 1915. Ella Carrington's career goes back to at least the late  
  1870s. She toured her own theatrical company during the 1880s and with the Taylor-Carrington troupe during the  
  1890s and 1900s. Carrington was still performing as late as 1916, appearing in such productions as Fact'ry 'Ands  
  (Palace Theatre, Syd; Feb. 1916) 
● CARR-LEON, TED:  (1910)  
CARROLL, BILLY: Singer (1920) Billed as the "Singing Sundowner." 
CARROLL, CON: Comic/dancer (1909, 1911) NSW/Qld tour: 1911. 
CARTNELL, STAN: (1926) 
CASIER, GERMAINE: (1928) 
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CASH, CHARLES: Tyrolian vocalist (1917) 
*  CASH, HARRY: Comic/dancer/cornerman/revue company producer (1915-17, 1919, 1925-26, 1928) Referred to as  
    "the black laugh." Also appeared with Harry Cash Revue Co. 
* CASS, BILLY "SKEETA": Comedian/revue company producer and writer (1912-20, 1925-26, 1928) NSW/Qld tour:   
    1913.  Billed as "three feet of comedy." Partnered wife Ivy Bowman (aka Ivy Cass/Dolly Cass). Also operated  the  
    Skeeta Cass Revue Co, ca.1926. 
CASS, DOLLY: [Aka Ivy Cass/Ivy Bowman]  
* CASS, IVY: [aka Dolly Cass] (1912-14, 1916-20, 1925-26, 1928) NSW/Qld tour: 1913. 
CASS AND BOWMAN:  [Billy Cass and Ivy Bowman] See Cass and Cass. 
  - NB: Bowman's name was spelt as Bowmont, and sometimes Beaumont. 
* CASS AND CASS: [Billy and Ivy/Dolly ] Patterologists/singers/sketch artists (1912-14, 1916, 1918-20, 1925-26)   
    NSW/Qld tour: 1913. 
CASSELLI SISTERS, THE:  Singers (1916) Aka The Casselli Girls. 
* CELERE:  French-Italian musical comedian (1917) Aka Frederoni (and Gosward ?). Produced revues for Les James,  
    ca. 1918. 
CELINE: (1920) 
CERBASIS, THE: Harpsichordists (1918) 
* CESARONI, LUCIEN: Italian baritone/operatic singer (1917) Ex-Gonsalez Opera Co. 
CESTRIA:  Acrobatic juggling waiter (1920) 
CESTRIAS, THE:  Acrobats/jugglers (1918) 
CHADWICK, HENRY:  NSW country circuit manager (ca.1917) Replaced Wally Edwards when he was away on Qld  
  tour duties. 
CHAL, CHAP, LIN TRIO: (1916) 
CHAMPION, FRED:  (1914) 
CHAMPNEY, WALTER: Comic (1918) 
CHANDON, FAYE: Singer/pianist (1920) 
* CHARLBERT BROTHERS, THE: [Charles Olsen and Bert Lindsay] Acrobatics/strength act (1916, 1919)  Aka the  
    Charlbert Brothers and Essie (Essie Davis, aged 14 in 1916) / the Charlbert Brothers and Harry (Harry Davis,   
    Essie's younger brother – ca.1919). Originally from Port Augusta, South Aust. Worked both the Tivoli and Fullers  
    circuits. One of the brothers married to La Belle Marie Sole of Sole Brothers Circus family. 
* CHARLES, JOE: Comedian (1914, 1916-18, 1920-21) Partnered Emile Dani ("The Glory Girl") for many years. 
* CHASE, CARLTON: American singer/revue and burlesque lead (1924) Arrived in Australia with the Grafters troupe  
    (with Paul Stanhope, Harry Ross, and Leonard Nelson). Later with American Musical Burlesque Co (under  
    direction of William Anderson) / Fullers 1914 / Paul Stanhope Burlesque Co, 1915 / Bert La Blanc Revue Co.  
    Previously toured South Africa, and USA with Ziegfield Follies. 
CHE LEE CHE LOON TRIO, THE: (1920) 
CHENOWETH AND DAVIDSON: [Maurice Chenoweth and Alec Davidson] (1918) 
CHENOWETH AND TUTTY: [Maurice Chenoweth and Ted Tutty] (1918) 
*  CHENOWETH, MAURICE: Singer/straight-man/theatre and company manager/producer (1914, 1916-28) 
   Clay's manager ca.1920-25. General manager of Bridge Theatre Co 1925-1928. See also The Bridge Theatre  
   Trio / Chenoweth and Tutty / Chenoweth and Davidson.   
CHESNEY, MARY: Clay's M Dir./pianist (1918, 1920-ca.1925) NSW/Qld tour: 1918. 
"CHESTER": Animal act (1917) Billed as the horse with the human brain. 
CHIVELLI: Man and dog act (1917) [dog called "Spot] 
CHRISSIES, THE: (1915) 
CHUNG DOO DUO, THE: Chinese juvenile vocalists (1927) 
CLARE, DELMA: (1919) Appeared with Dick Montague's Pierrots, 1919. 
CLARE, MARIE: (1920) 
CLARINOS, THE: [Colin Clarino and ?] Musical act (1915-16) Billed as 'the concertina kings.' 
* CLARKE, SYDNEY: Dancing violinist (1920, 1926-27) NSW/Qld tour: 1927. Leader of the Royal Five Combination,  
    ca.1924.  Tivoli circuit 1925. 
CLAY, CATHERINE: [Mrs Harry Clay] See Kate Henry. 
* CLAY, ESSIE: Contralto/juvenile performer/actress (1901-1914) Daughter of Harry Clay. 
* CLAY, HARRY: Tenor/interlocutor/proprietor/theatrical agent/revue actor (1901-1925) NSW/Qld tours: 1901- 
    1905, 1908, 1910-12. Known to have partnered (on occasion) Ted Tutty, Ted Stanley, Maurice Chenoweth, Wally  
    Edwards, and Arthur Morley.  See also Erickson and Clay/ The Harmonious Three / The Bridge Theatre Trio. 
CLAY'S BURLESQUERS: (1922) 
CLAY'S CABARET JAZZERS: (1922) 
CLAY'S CHAMPION KEWPIE KIDS: (1918)  Aka Clay's Six Kewpie Kids, with Will Gilbert, George Pagden, Ted  
  Tutty, Max Martin, George Livingstone and Maurice Chenoweth. 
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CLAY'S COSTUME COMEDY AND SPECIALTY COMPANY:  (1917) 
With Emily Dani, Ruby Drury, Daisy Silvester, Ward Lear, Joe Charles, Maurice Chenoweth, Kingsley and  
Graham, and Arthur Elliott (directed by Joe Charles). 
CLAY'S  JAZZ BAND: (1927) NSW/Qld tour: 1927. Billed as "Clay's Jazzy Jazz Band." 
CLAY'S LAWN JAZZERS: (1922) 
CLAY’S NEW MUSICAL COMEDY COMPANY: (1916) 
CLAY'S PIERROT COMPANY: (1916) 
CLAY'S QUARTETTE: (1917, 1923) Incl. Harry Clay, Maurice Chenoweth, Jack McGowan and Arthur Morley. 
CLAY'S VOCAL GROUP: (1926) Aka Clay's Vocal Quintette. 
CLAY'S NIGGER MINSTREL COMPANY: (1926) 
CLAYTON AND CROME:  Female dancers (1915, 1919) One partner was a male impersonator. 
● CLEMENTS, DOLLY:  (1910) 
CLEMO AND BRADY: (1923) 
CLEEMO: Musical act/xylophone  (1916) 
CLIFFE BOYS, THE:  Patterologists (1918) 
CLIFFORD, VIOLET: (1914) 
● CLIFFORD SISTERS:  (1910) 
CLIFF SISTERS, THE:  Singers/acrobatic dancers (1915, 1917-18, 1921-22) Aka The Cliff Girls/The Two Cliffs. 
● CLIFTON, EVELYN:  (1907) 
CLIFTON, LYLA: (1917) One of the first prize winners at the NBT Amateur Trial nights, 1917. 
CLINTON AND McNAMARA:  Patter/singers/jazz dances (1921) 
CLINTON, KITTY: (1918) 
*  CLIVALLI'S MINIATURE CIRCUS: [Clive Clivelli] Animal act (1924) Animals incl. dogs and pigeons.  
CLOTHILDA AND CO: (1917) 
CLYDE AND YVETTE:  Novelty dancers (1927, 1929) Appeared on Mo's Merrymakers Qld tour. 
COBURN, LILY: Soubrette (1922, 1927) NSW/Qld tour: 1927. 
COCO AND CHICO: Chimpanzees (1916) 
COCO AND EVANS: Hand balancing (1920) 
*  COLE, LES: [see Levante] 
COLEMAN, MRS JOHN: Serio and scarecrow dancer (1904) NSW/Qld tour: 1904. 
*  COLEMAN, RUBY: (1921) 
*  COLEMAN, ROSIE: Acrobatic serio (1911-12, 1919-20) See also Coleman Sisters. 
*  COLEMAN SISTERS, THE: [Rosie and Carmen] Acrobats/duettists/dancers (1910-11, 1916, 1919) NSW/Qld tour:  
    1911. Toured the USA, 1920. 
COLINO:  Juggler (1920) 
COLLESON, ALLEN:  Singer (1926) Billed as "the boy baritone with a phenomenal voice."  
COLLIER, STELLA:  Soprano (1928, 1929) Appeared on Mo's Merrymakers Qld tour. 
COLLIER SISTERS, THE: (1916-17) Toured South Africa, 1916. 
COLLIVER, ALICE: (1917) 
COLLINS, LUCY: (1918) 
COMPTON, KATHLEEN: (1918) 
● CONDUIT, OWEN:  Musician/m Dir. (1907, 1910) Previously music director for Leon and Cushman's  
    Burlesque Co (ca.1885/6); Frank M. Clark  (Silk Stockings Co, ca. 1886 / European Celebrities, ca. 1889 / Boston  
    Ideal Co ca.1890); US Minstrels (1890/91); Harry Rickards (ca.1894-c1898). 
CONNIE AND OLIVE: (1917) 
CONNOLLY, KEITH: Comic/leg-work/singer/patter (1919-20) 
CONTORTIONIST ALMA: Contortionist (1923) 
● CONWAY, GLADYS:  (1910) 
● CONWAY, ROLAND:  Actor (1910) With Charles Stanford's Dramatic Co at the Clay's Royal Standard (Syd), 1910. 
CONWAY AND BEECHAM: (1922) 
COOCH, MR: (1917) One of the first winners at the NBT Amateur Trial nights, 1917. 
COOGEE BUNYIPS, THE FIVE: (1920) 
COOK AND HANDMAN: (1917) 
COOMBER, HAZEL:  Multi-instrumentalist (1926-27) 
COOPER, HAL: (1928) 
CONEY, LES: (1918) 
CORNWELL, DONALD: Recitals to moving pictures (1916) 
*  CORONA: Cornetist (1917-18) Billed as the 'Wandering Musician. Appeared with George Pagden's Co, ca.1917. 
CORRELLI, BLANCHE: Singer.  (1915) 
CORRELLI, GEORGE:  (1925) 
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*  CORRIE, BERT:  Comedian/tenor/patriotic songs (1910, 1914-17, 1919, 1922) NSW/Qld Tours: 1915, 1916.  Born  
    Albert Corrigan. Partnered Doris Baker as Corrie and Baker / Joe Verne as Corrie and Verne / Katie Gourlay  
    (Heather Belle), ca.1925.  See also The Austral Trio (with Doris Baker and Joe Verne). Appeared with the Sunshine  
    Co (with Verne and Baker), ca.1920. 
*  CORRIE AND BAKER: [Bert Corrie and Doris Baker] (1917, 1919) See also Austral Trio. 
*  COSGROVE, JOHN: Actor/monologues/circuit manager (1908, 1915, 1917) Dramatic Co Qld tour: 1908. Clay's  
    NSW country circuit manager, 1917. 
COSTELLO, AMY:  (1918)  See also Costello and Cox. 
*  COSTELLO AND COX: [Amy Costello and Jack Cox] Musical comedy sketch artists (1918) 
COSTELLO, JOE:  (1925) 
COSTELLO, ROSIE: Singer/dancer (1921) 
● COTTIER, WALTER: Comedian/farce writer/singer (1910) Longtime operator of Cottier's Peoples' Concerts in  
    Sydney ca. 1890s with his family. Husband of Amy Blackie; father-in-law of Charles Zoli. 
COURT, HARTLEY: (1923, 1926-27)  
*  COURTNEY, EVA: (1916, 1926) See also The Courtneys / Vince Courtney. 
COURTNEY, LOU:  Advance rep/moving picture and limelight operator/plate spinning/equilibrist. (1904 -10) NSW/  
  Qld tours: 1904-05 (advance rep), 1908, 1910 (operator). Often described as "the renowned electrician" he operated 
  film projectors and limelight machines, in addition to his vaudeville act. Spruiker for the Gaiety Theatre, ca.1920.  
*  COURTNEY, VINCE:  Singer/songwriter (1915-16, 1922) See also Courtney and Shaw, ca.1915. Australian song  
    writer, specialising in patriotic songs. Worked solo and in partnership with wife Eva.  
*  COURTNEY (MAUDE) AND MR C:  (1923) 
*  COURTNEY AND SHAW: [Harry Shaw and Vince Courtney] Musical act/singers (1915) 
*  COURTNEYS, THE: [Vince and Eva Courtney] (1916) Aka The Two Courtney's. 
COUSINS, ETHEL: (1923) 
COVENY, DICK: (1918) 
*  COWAN, JOE: Comic/singer/endman/tour manager (1907-08) NSW/Qld tours: 1907, 1908. With Little Roy, 1907. 
COWRIE, JESSIE: (1919) Appeared with Dick Montague's Pierrots, 1919. 
COWLEY, EDITH: Contralto (1917) 
COX, EILEEN:  Singer (1921) See also Freddy Hayes and Eileen Cox. 
*  COX, JACK: (1918) See also Costello and Cox. 
*  COYLE, HARRY: Comic/endman (1920-22) Originally from Melbourne. 
*  CRACKNELLS, THE:  Whipwork/sharpshooters/larriet spinners/greyhound jumping (1919, 1921) Dogs performed  
    high jumps. One dog held the (then) record of 13' 9" (1919). 
CRAIGS, THE: (1914) 
*  CRAWFORD, ERNEST: Singer (1917-19) See also Caldwell and Crawford. On Fullers' circuit in 1919. 
CRAWFORD, HERBERT: (1917) 
CRAYDON AND MACK: Dancers (1921) Known for their interpretation of the "buck dance." 
CRAYDON GIRLS, THE: Dancers/singers [2]. (1914, 1917) 
*  CRAYDON, JAMES "JIMMY":  Singer/company manager (1917-19) Employed by Clay’s as both performer and  
    manager (Gaiety) / booking agent for the Melrose Theatre (Perth). Father of Letty Craydon. Partnered Ted Holland  
    and Tom Delohery  between 1883 and ca. 1904.  
*  CRAYDON, LETTY: Singer/comic/foot-tossing/dance school proprietor (1916-17, 1920-21, 1926) Ex-Tom Haverly's  
    Revue Co.  Appeared with Jim Gerald Co, ca.1923, 1928 / Fullers, 1929. Was once described by TT as "a plump,  
    pink legged baby [who] takes the eye." Dance school operator with Addie Bartou 1924 - ?. The Five Craydons  
    (students) toured suburban picture theatres (1924). Troupe was Emma Trick, Roma Murphy, Doreen Smith,     
       Mona Macquarie and Doris Findon. Original cast member of The Sentimental Bloke, 1961. Married to Ron Shand,  
    daughter of James Craydon. 
CREBER, MURIEL: Singer/dancer (1920-21) Known for a doll dance. Ex-William Anderson pantomime actress. 
CREIGHTONS, THE: (1914) 
CREEL, FRED: [see Fritz Holland] 
CRONINS, THE: Singers. (1914) 
*  CROSBY, MARSHALL:  Baritone/stage manager/company manager (1914-15, 1918-22) Described by Harry Clay as  
    "a declamatory baritone." Long association with George Wallace.  S Mngr. for Clay's ca.1918 / in charge of a Clay's  
    company ca. Nov. 1918.  See also The Bridge Theatre Trio. Original cast member of Collits' Inn, 1932. 
CROSS, QUEENIE: Actress (1914-15) Engaged for Uncle Tom's Cabin, NBT, 1914 and Never Despair, NBT 1915. 
*  CROTTY, GEORGE:  American black-face comic/dancer (1917-19) NSW/Qld tour, 1918. See also Gadabout  
B-hoys. 
CROYDONS, THE FOUR:  Singers/dancers (1920-21) Aka "The Kelly Gang." 
CS’, THE TWO: (1915, 1928) Aka The Three Cs. 
● CUNEENS, THE:  (1910) Incl. Kitty Cuneen. 
CURLWAA TRIO, THE: (1920) 
CUTHBERT, JACK: (1916) 
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DAINTY YVETTE:  Contortionist (1924) 
D'ALBOS, THE: (1917) 
DALE, DAISY: (1918, 1922) 
*  DALE, MURIEL: Singer/dancer/patter artist (1915, 1917) Fullers Dramatic Co actress early 1920s. Returned to  
    vaudeville ca.1924. 
*  DALE AND BARLING: [Maurice Barling and Tom Dale] English patterologists (1924-26) Tom Dale appeared  
    with Jim Gerald Revue Co ca. 1928-34. 
DALMENY, VIOLET:  (1914) 
DALTON, MINNIE: (1921) 
DALTON, VIMY: (1922) 
DALY, GUS: (1915) 
DALY, MAY: (1916) 
● D'AMAINE, ALICE: Contralto (1910)   
DAME, THE: (1918) "Late of J.C. Williamson's pantomime." 
DANCING KEYS: (1924) 
DANDY DUO, THE: (1921) 
DANELLIS, THE: (1922) 
*  DANI, EMILE: Singer (1914, 1916-17, 1921) Often referred to as the "Glory Girl," she partnered Joe Charles for  
    many years (they were not husband and wife). 
DAPHNE: (1919) 
D'ARCY, VIOLET: Actress (1914-15) Engaged for Uncle Tom's Cabin, NBT, 1914; Never Despair and Slaves of 
  London NBT,  1915. 
DARE, MARIE: (1918-19) 
DAREDEVIL BAITO: (1920) 
DAREDEVIL SKATERS: (1928) 
*  DARRAGH, MARGARET: Singer (1919) Partnered Victor Paulestro, 1919. 
* DARRAGH AND PAULESTO:  [Margaret Darragh and Victor Paulestro] Duettists (1919) 
DARRAGHS, THE: (1922) 
DARRAINE AND LE ROY: French comiques (1924) 
*  DARRELL, IVY:  Melbourne born instrumentalist/musical act (1917) NSW/Qld tour: 1917.  Played banjo and 
    improvised instruments such as saucers, etc. 
DARTNELL, MAY: (1918) 
*  DARWINIANS, THE: Male and female acrobats (1920-21) Man in ape costume, woman in ballet costume, perform   
    tricks on a ladder which turns somersaults of its own. 
DAVIDSON, ALEC: Baritone/straightman (1918) 
DAVIDSON, GEORGE: (1916) 
DAVIDSON, IVY: (1923) 
DAVIS AND LEE: (1920, 1922) 
DAVIS, EDNA: (1917) 
*  DAVIS, IVY: (1916-19) Partnered Courtney Ford as Ford and Davis. Sister of Dorothy Davis (Fullers pantomime  
    actress/singer). 
DAVIS, PERCY: Musical conductor/pianist (1910, 1913-1918) NSW/Qld tour: 1910. Conducted a five piece orchestra  
  the NBT.  TT: once noted: "Percy Davis's orchestra leaves far behind many of the orchestras to be heard in the  
  cities, particularly in the picture houses." 
DAVIS, RICHARD A. 'DICK': Irish comic (1902) NSW/Qld tour: 1902. 
DAVIS, ROSE: (1916) 
DAWSON AND DALGLEISH: Dancing specialties (1925) 
DAY, RUBY: Singer. (1919) 
D’BAKERS: Belgian posers (1916, 1920) 
   DEAL, FRED: (1920, 1926-27) 
   DEAL AND MAYNARD: [Fred Deal and Jean Maynard] Comics/singers (1920-21, 1923)  
 DEAN, FLORRIE: (1918) See also McCabe and Dean. 
   DEAN, GEORGE: Descriptive vocalist (1917) 
   DEARIN, MABEL: (1917) 
   DE AUDBREYS, THE:  Comic act with dog (1915) Comprised a woman, a man and a dog. 
 DEAVE'S MANIKINS: (1915) 
 DE BAKERS, THE: Artistic posing (1918) 
   DE BOUVIA GIRLS, THE: Statue posing (1917) 
DE BURS, THE:   (1927) Act described as "poperology." 
*  DE CAR, CLAUDE: Comic/juggler/acrobat/tumbler (1917, 1920) Toured USA 1924-25.  Began working a double act  
    with his wife as the De Cars in 1924. 
DEERING, MABS:  (1917) 
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DE FORREST AND KEYS: Card tricksters (1917) 
DELANDERS, ELSIE: (1917) 
DELANEY, JAMES: (1915) 
*  DELAVALE AND GILBERT: [Ern Delavale and Will Gilbert] Comic team/eccentric dancers (1909, 1912, 1915-16)  
    NSW/Qld tours: 1909, 1912, 1916.   
*  DELAVALE AND STAGPOOLE: [Charles Delavale and Elvie Stagpoole] Comics/patter/sketches (1921-27) 
*  DELAVALE AND TAUCHERT: [Ern Delavale and Arthur Tauchert] Comic team ca.1914 
*  DELAVALE AND VOCKLER: [Ern Delavale and Lily Vockler] Comics/patter (1923-1926) 
*  DELAVALE BROTHERS, THE: [Ern Delavale and Ern Vockler] Comics/patter (1920, 1925) Three years with  
    Fullers prior to reappearance on Clay's circuit in 1920. Ern Vockler performed Charlie Chaplin impersonations.  
    Toured India, South Africa, UK, NZ. 
*  DELAVALE, CHARLES "IKE": Comic/company manager (1920-28) See also Delavale and Stagpoole. NB: Not  
    related to Ern Delavale. 
*  DELAVALE, ERN M: Comic/singer (1909, 1912, 1915-16, 1919-20, 1923-26) NSW/Qld tours: 1909, 1912, 1916.  
    Toured India, South Africa, UK, NZ. See also Delavale and Vockler / Delavale and Gilbert / Delavale Brothers /  
    Pagden and  Delavale / Delavale and Tauchert. Husband of Lily Vockler, brother-in-law of Ern Vockler. Australian  
    Variety Artists Federation Vice President ca.1913/14. Resigned in 1914 to start  his own organisation, the Refined  
    Vaudeville Entertainers. NB: Not related to Charles Delavale. 
DELMONT TRIO, THE: (1922) 
DELROY AND DELANEY: English comedy couple (1924) 
DELSOS, THE:  Aerial artists (1915-16) 
DE LUCA BOYS, THE: (1922) 
*  DELWYNE, CEL: (1922-23) [see also Stewart and Delwyne] 
DELWYNNE, MISS: Serio (1920) 
DELWYNE AND TYE: [Annie Tye and Cel Delwyne] (1915, 1917, 1920) 
DEMPSEY, DAN: (1916) 
*  DENTINES, THE AERIAL: Acrobatics/strength (1915-17) Aka The Dentines/Death Defying Dentines.  Billed as  
    "iron-jawed marvels in their slide for life" 
DENTON, GEORGE: (1921) 
DENTON, MARJORIE: (1916) 
DE ROEBUCK, HARRY: (1919) Appeared with Dick Montague's Pierrots, 1919. 
*  DESBORO, KATHLEEN:  Singer (1917-22, 1924) Billed as "the shimmie girl."  
* DESBORO AND MACK: (1922, 1924) See also Kathleen Desboro. 
DE SILVA: Acrobat/skater (1920-21) Billed as "the drunk on the wire." Act included standing on his head on a slack  
   wire. 
*  DESMOND, BERT "MUGSY": Comic/singer/dancer/writer/revue producer (1914-17, 1925-27) NSW/Qld tour: 1917  
   See also Desmond and Jansen. Led Bert Desmond Revue Co in 1926 / also known as Mugsy Desmond Troupe,  
   ca. 1926. Married to Mattie Jansen. 
● DESMOND, PHYLLIS:  Balladist. (1909-10)  
DESMOND AND DALTON: (1915) 
*  DESMOND AND JANSEN: [Bert Desmond and Mattie Jansen] Patter artists (1914-17, 1925-27) NSW/Qld tour:  
     1917. Husband and wife act. 
DETTMANN, ALBERT:  Theatregraph/limelight operator (1909) NSW/Qld tours: 1909 
DEVERAUX, WILL: Comic/singer (1915) Renown for his laughing and whistling songs. 
DE VERE, LEONORA:  Artistic posing (1918) Posed to slides. 
DE VERE, NANCY: (1920) 
● DE VILLIERS:  (1910) 
DE VINE, DOT: (1916-17) See also the Gadabout Girls. 
D'GASTON: (1916) 
DIAMOND, LAURA:  Singer/mandolin/banjo/dancer (1907) NSW/Qld tour: 1907. 
*  DINKS AND COMPANY:  [See Dinks Patterson] 
DINKS AND JIMMIE: Comedy duo (1922, 1923) See also Dinks Patterson 
DINKS AND ONCUS: Comedy duo  (1919-1924) See also George Wallace / Dinks Patterson. 
DIVER, MRS HARRY: Actor. (1914) 
DIX DOROTHY TRIO, THE: [Dorothy White and ?] Dancers (1917) 
DIXON, GEORGE: (1922) 
*  DIXON, RENE: Dancer/soubrette (1919-21) Appeared with Fullers Novelettes Revue Co, 1929. Troupe included Amy  
    Rochelle, Verna  Bain and Lulla Fanning. 
DOLENDA, MADEMOISELLE: (1922) 
DOMINO KING, THE: Singer (1921) 
DONNELLY, TOM: Dancer (1918) 
DOPEY: (1922) 
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DO-RE-MI: (1915) 
● DORMAN, TOM:  (1910) 
DORMER, DOLLY: (1917) 
DORMER, VIOLET: Soubrette (1916) 
DORMER AND LLOYD: (1915) 
DORSETTS, THE: Dancers. (1926) Aka "The Six Dancing Dorsetts." 
● DOUGLAS, WALTER:  Actor (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal Standard  
(Syd), 1910. 
DOWLING, JIM: (1920) 
DOWNES, MAY: Singer/dancer (1917) 
DOWNEY, ROSIE: (1922) 
DOYES SISTERS, THE: (1921) 
DOZEY AND DOURA: (1918) 
DREW, DOROTHY: (1917) 
*  DREW, GEORGE: Melbourne comic/leg-work/ventriloquist/baton spinning/revue writer (1920-1924) See also Drew  
    and Harris. Worked with Jim Romaine in Drew-Romaine Trio, 1920. Operated a NSW Western Line circuit, ca.  
    1925. 
DREW AND HARRIS:  [George Drew and Jim Harris]  Billed as two boys and a piano  (1917-18)  
*  DREW AND ROMAINE: (1920-21) See also George Drew/Jim Romaine. 
*  DRISCOLL, ALF: Comic (1909, 1916, 1925, 1927) Partnership with brother Bob, "The Driscoll Brothers." Solo act  
    with Clay's in 1927 / partnered Clara Keating briefly in 1927. 
DRISCOLL, BILLY: Circuit/company manager (1920) 
*  DRISCOLL BROTHERS, THE:  [Alf and Bob] (1909, 1916, 1925) Began their careers in Melbourne with their  
    father in juvenile minstrel shows (ca.1905). Toured NZ several times, and worked for Fullers for many years. 
DRISCOLL TRIO: (1915) 
DRUMMOND AND ROCHFORT: (1926) 
DRUMS, THE: (1920) 
DRURY, RUBY: (1916-17) 
*  DRYSDALE, BRUCE:  Comic singer/'the quaint comedian (1909-11, 1915-16) NSW/Qld Tours: 1910, 1911 (Bo- 
    Peep tour).  With Stanley MacKay pantomime company ca.1914-16. Toured UK ca.1920-21.  Married to Phyllis  
    Faye. 
DRYSDALE AND FAYE: [Bruce Drysdale and Phyllis Faye] Comics/patter/songs (1915-16) Husband and wife team. 
*  DUCKWORTHS, THE: [Billy Duckworth and ?] Comic acrobats (1915) With Fullers 1915. 
*  DUDLEY, BERT: (1917, 1923, 1925-27) See also The Dudleys. 
*  DUDLEY, EVELYN: (1923, 1925-26) See also The Dudleys. 
    DUDLEY, FLO: (1917) 
*  DUDLEYS, THE: [Bert and Evelyn] (1916-17, 1923, 1925-26) Aka The Two Dudleys.  Bert often played the drunk  
    husband. 
*  DUGGAN, LOUIE: Soprano (1914, 1916-19, 1921) NSW/Qld tour: 1916.  Referred to as the "Devonshire  
      Nightingale." Sister to actress Eugenie Duggan.      
● DUNBAR, LAURENCE:  Actor  (1910) With Charles Stanford's Dramatic Co at Clay's Royal Standard (Syd), 1910. 
DUNOON, VIOLET: (1916) 
DUTTON, DAISY: (1916) 
DUTTON, MAY: (1916) 
DUVAL, AMY: (1917) 
DWYER, JACK: (1921) 
*  DYSON, WILL: American comic/leg eccentricities (1910, 1918-20) Aka Long Bill Dyson. Billed as "two-storied  
    comedian." Makeup, consisted of small patches of white within his blackened face, created a "Mephistophelian  
    appearance." Performed duets with Rosie Brennan, ca.1920. 
 
 
 
*  EADE AND NORMAN: Sketch artists [Ernest Eade and Charles Norman] (1923) 
*  ECLAIR BROTHERS, THE:  [Twins Billy and ?] Specialty artists/equilibrists/acrobatics/strength act (1914-16,  
    1922, 1929) NSW/Qld tour: 1915. 
EDDIE AND EDNA: (1925) 
*  EDGERTON, WINNIE: Soprano (1920-22) Billed as "the blue mountain nightingale." 
*  EDENBURY, CHARLES: American equilibrist/hand balancer (1917) With Fullers 1916. 
● EDMUNDS, RAY:  (1910) 
*  EDWARDS, ALF: Coon impersonator (1914, 1918-22) 
* EDWARDS, GEORGE: Patter/comic/revue writer-producer (1918-19) Writer of Nosey Parker Nose 1918 and  
    Toyland 1919. Husband of Rosie Parks. Born St Peters (Adelaide). J.C. Williamson actor. With Fullers 1915. 
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    EDWARDS, MAY: (1915, 1918) 
*  EDWARDS, TOM: Comedian and acrobat (1904) NSW/Qld tour: 1904. Father of Mrs General Mite (married to  
    General Tom Thumb). Died July 1918, a derelict. 
EDWARDS, THE TWO: (1918) 
EDWARDS, WALTER "WALLY":  Bass baritone/Qld tour manager/interlocutor (1902-ca.1927) 
EDWARDS AND DAINTON:  (1918) 
EDYTHE, COWLEY: (1926) 
EGAN, ARTHUR:  Actor (1909) Engaged for Walter Bentley Qld tour: 1909.  
EILEEN AND MARJORIE: Tumblers (1925) 
ELECTRINES, THE: (1919) 
ELEJEAN:  Contortionist (1926) 
EL FREDA: Contortionist (1923) 
*  ELLIOTT, ARTHUR: [Arthur Hargrave] Acrobatic comedian/cornerman/singer/dancer (1909-10, 1912, 1915-17,  
    1919-22) NSW/Qld tour: 1912. Specialties included Scottish songs / partnered Nat Hanley, 1922. Married to Maud  
    Fanning, father of Violet, Huia, Lulla, Arthur and Mercia. 
ELLIOTT, ENID: (1922) 
*  ELLIOTT, HARRY:  Irish comedian/singer/dancer (1903, 1905, 1910) NSW/Qld tours: 1903, 1905, 1910. Died  
    approx Jan/Feb 1915, destitute (aged about 40 years). 
*  ELLIOTT, HUIA: Singer/dancer (1909, 1912, 1920, 1922) Daughter of Arthur Elliott and Maude Fanning. Performed  
    as a child with sister Lulla as the Elliott Sisters. Toured England with family ca.1907. 
*  ELLIOTT, LITTLE ARTHUR: Juvenile acrobat/singer (1912) NSW/Qld tour: 1912. Son of Arthur Elliott and  
    Maude Fanning. Performed as an assistant to his father during his childhood. 
*  ELLIOTT SISTERS, THE: [Huia and Lulla] Singers/dancers (1909, 1912) NSW/Qld tour: 1912. 
*  ELLIOTT, LULLA:  [see Lulla Fanning - Elliot Sisters] 
*  ELLIOTT, VIOLET: Serio/comic/contralto (1907, 1909, 1912, 1927) NSW/Qld tour: 1912. 
  Daughter of Arthur Elliott and Maude Fanning. Toured England with family ca.1907. Billed as "the funny fat girl."  
  Described as an eccentric comic with "a junoesque figure," 1927. Was married to comedian Harry Shine. 
ELMAS, THE: Equilibrists/balancing act (1914, 1919) Aka The Elma Trio. 
ELTON, MAUDE: (1917) 
EMMS AND BENT: Sketch artists (1920) 
*  ERICKSON, MARK: Descriptive vocalist/character actor (1914-17, 1920-24, 1926-27) 
*  ERICKSEN (MARK) & BONNIE: [husband and wife team] (1914, 1923-24, 1926) 
  ERICKSON AND CLAY:  [Mark Erickson and ? Clay] Duet act (1915) NB: not Harry Clay. 
*  ERMAKOV, ZAKAREE: Russian Cossack Master of Arms/Russian Secret Service Agent/escaped prisoner from  
    Germany (1918). Act included weapons exhibition and drills, war stories and lectures on his experiences while in  
    the Russian Secret Service. 
● EMERY, GILBERT:  Actor  (1915)  Appeared in "The Execution of Nurse Cavell" sketch. 
ERN, ERN AND RULE: Ventriloquist act (1915) 
ERNESTOS, THE: (1916) 
ERNIE THE BOY WONDER: (1922) 
*  ESDALE, RUBY: Soubrette (1917, 1919) 
*  ESKBANK, MURIEL: [aka Kate Tutty] Contralto (1913-1915) NSW/Qld tours: 1913, 1914. Born Kate Cahill.  
ESS AND ESS: (1921) 
ESTELLES, THE:  Female dancers/singers/acrobats (1918-20) Aka The Two Estelles.  Specialties included Scottish  
  dances in Highland garb/poses and boy-girl numbers. 
*  EUGENE, LULU: Comedian/dancer/singer (1909-11, 1914-19, 1922) 
*  EURASIAN: Magician/specialty artist (1917, 1920) Billed as "continental wonder worker." 
    EVERETT, GEORGE: Actor (1914) Cast in Uncle Tom's Cabin, NBT, 1914 
EVERETT, SYDNEY: Actor (1908, 1915-16) Dramatic Co Qld tour: 1908. Cast in Slaves of London, NBT, 1915. 
EVERARD, WILLIAM: Tenor (1916) See also the Revellers. 
● EVERETT, SYDNEY:  Actor (1910) With Charles Stanford's Dramatic Co at Clay's Royal Standard (Syd), 1910. 
 
 
 
FAGEN, CHARLIE: Singer/comic (1917)   6 years old (c1917). The fourth winner of the NBT Amateur Trials,  
  performing "Mr Booze" 
FAIRBANKS, WILL: (1917) Ex-member of Mrs Archie Newbury's Musical Comedy Co, 1917. 
*  FANNING, LULLA: Singer/actor/dancer (1910, 1912, 1924) NSW/Qld tour: 1912 (as one of the Elliott Sisters).   
    Appeared  with George Wallace Revue Company ca.1925-26. Fullers Novelettes Revue Co, 1929 (troupe included  
    Amy Rochelle, Verna Bain and Rene Dixon). Original cast member of The Sentimental Bloke, 1961. 
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*  FANNING, MAUD:  Coon impersonator/singer (1907, 1909-10, 1912, 1915, 1919) NSW/Qld tour: 1912. Often billed  
    as Maud Fanning and Family, working with children: Violet, Huia, Lulla, Mercia and Arthur (Elliott). Regularly  
    billed as "Australia's premier Coon Singer." NB: Fanning's name (as with her brother Charles and daughter Lulla)  
    was often spelt Faning. 
FARRELL, ARTHUR: Dancer/comic/corner-man (1914-15) NSW/Qld tour: 1915. Also worked with Verroll / noted  
  for his 'one-legged dance.' 
FARRELL, EDNA: (1917) 
FARRELL, W. G: [William] Pianist/conductor (1906-08) NSW/Qld tours: 1906, 1908. 
FARRELL AND VERREL: [George Farrell, one legged dancer] (1917) 
*  FARROWS, THE: English entertainers [Harry and Louie] (1917) 
FAUST, A.G: (1914) 
*  FAYE, PHYLLIS:  Serio/soubrette/dancer/contortionist (1907, 1909-10, 1915-18) NSW/Qld tour: 1910. Married to  
    Bruce Drysdale. Engaged by Stanley McKay's pantomime company for several years, including Bo-Peep ca.1915- 
    16. Phyllis Faye and the Six Baby Dolls (c.1918) / Involved the infamous libel suit against Harry Sadler in 1918 / 
Toured to Manilla (with Lily Alroy) 1919. 
FEILDING AND BRUCE: Patterologists (1918) 
*  FELIX, PROFESSOR: Animal act 'Five Little Wonders' (1919) Aka Felix's Monkeys.  Act included two trick dogs  
    and three acrobatic monkeys, one dressed ala Charlie Chaplin. 
FERNANDO:  (1915) 
● FISHER, PAT:  (1910) Operated his own troupe - Pat Fisher's Entertainers (Royal Standard, ca.1910). 
*  FITZGERALD, S. A.:  Actor (1909) Walter Bentley Qld tour: 1909.  Father of Jim Gerald (comic, pantomime actor,  
    revue producer) and Lancelot Vane (actor). 
FIVE BUSKERS, THE: (1921) 
FIVE FUNNY Q'S, THE: Comics (1921) Also billed "The Five Fussy Quaint Q's," 1921. 
*  FLEURY, EILEEN: Juvenile soubrette/impersonations (1914, 1916-17) 
FLOOD, ROSIE: Dancer/singer (1920) 
FLORENCE, MAUD:  Soubrette (1912) NSW/Qld tour: 1912. 
FLORRETTE, SISTERS: Musical artists (1916) 
FLORRIE AND JOYCE: Acrobatic dancers/singers (1927) 
FLUFFY: (1917) 
FOLLIES, THE DANCING: (1918) 
FOO, CHUN LIN:  Chinese Magician/escapologist(1927) NSW/Qld tour: 1927. 
FONTENOYS, THE: (1916) Aka The Two Fontenoys.  Appeared with Stanley McKay's Pantomime Co, 1916. 
FORD, ANNIE: (1915) 
*  FORD, COURTNEY: Singer/producer (1916-19, 1926) Partnered wife, Ivy Davis in sketches. 
FORD, FREDDIE: (1917, 1920, 1928) 
FORD, UNA: (1919-20) 
*  FORD AND ALDOUS: Singers/dancers/patter (1919-20) 
*  FORD AND DAVIS: [Courtney Ford and Ivy Davis] Musical comedy artists. (1915-16, 1918-19, 1926) 
FORD AND NELSON: (1920) 
FORSYTHS, THE: (1919) 
FOSTER, DORIS: (1922) 
FOSTER, ROBERT: (1915) 
* FOUR BABY DOLLS, THE: [incl Phyllis Faye and Olive Ruddle] Originally performed under Harry Sadler's  
    direction. See also Phyllis Faye. 
FOX, FRED: (1918) 
FRANCIS AND VOLTA: Roman rings and strength (1921) 
FRANCIS, LES: (1927) Referred to as "of golf ball fame." 
FRANCO: Eccentric hobo (1921) 
FRANCO MIDGETS, THE: (1914) 
*  FRANK AND ALICE: (1920)  [Frank Uren and Alice Johnston]  Husband and wife act. See also Frank, Lank & Alice. 
*  FRANK, LANK AND ALICE: Jugglers/comedians (1916) Frank Uren, Alice Johnston and W. Thompson (Lank).  
    Appeared in the Bunyip pantomime, Melb 1917. 
FRANKLIN, RUBY: Serio/dancer (1907) NSW/Qld tour: 1907. Performed both solo turns and in sketches with Will  
  Harley. 
FRANKLINS, THE: (1915) 
FRANKS AND GALE: (1927) 
FRANKS AND GREY: [Gus Franks and Annie Grey] Comics (1914) 
FRASER, BOB: (1904)   NSW/Qld tour: 1904. 
FRASER, MEG: (1918) 
FRAWLEY, VIOLET:  (1909) 
FRED AND EILEEN: Singers and dancers (1921) 
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FREDERICKS, THE: (1927) 
*  FREDO AND CON: [George Fredo and his son Con] Musical/monologue act (1916, 1920). Played saxophone,  
    xylophone, flute etc. George Fredo billed as a "Talking Novelty Musician" and "the Baron of Holland," American   
        monologist and musician.  NB: Not to be confused with the Fredo Boys. 
*  FREDO BOYS, THE: NZ contortionists/acrobats/dancers (1916) Two brothers. Their mother was one of the Fitzgerald  
    Bros Circus' biggest ever stars. Their father was the first to introduce moving pictures to NZ regional centres,  
    playing own shows ca.1896. Not to be confused with George Fredo/Fredo and Con. 
FREDONY: [see Celere] 
FURGUS, HELEN: [aka Helena Furgus] Actress (1909) Walter Bentley Qld tour: 1909. Mother of Nellie Ferguson.  
● FULLER, ALF:  (1910) 
 
 
 
GABRIEL, EDWARD 'TED':  NBT stage manager/scenery and staging (ca.1917-29) 
GADABOUT B-HOYS, THE: Comedians/dancers/singers. [Art Slavin, George Crotty, Will Carlyon] (ca.1917-18) 
GADABOUT GIRLS, THE:  (1917) Led by Dot De Vine. 
*  GAFFNEY, JIM: Comic/dancer/singer (1907, 1913, 1917-19) NSW/Qld tour: 1913. Partnered Les Shipp 1913-17. 
GAFFNEY AND FARRELL:  (1909) 
GAIETY GIRLS: Singers/dancers/revue chorus (1922, 1926-27) 
GAIETY SIX: Singers/dancers/acrobatic poses/tumbling (1919) Aka Gaiety Six Beauties. Troupe consisted of the  
  Two Estelles, Tilly and Doris, Iris Mancer, Violet Ruddle. 
GAINSFORD, JACK: Singer (1920) Ex-jockey and trainer. 
*  GALE, MYRA: Singer (1914, 1919) Mother of Sadie Gale. 
*  GALE, SADIE. Soubrette/singer (1914, 1919, 1921-22, 1929) Merrymakers Qld tour: 1929. Married to Roy Rene.   
    Daughter of Sam and Myra Gale. Began performing as a young child for the Fuller and Tivoli circuits, including  
    NZ. A member of the George Wallace Revue Co, 1925. 
*  GALE AND SADIE: [Sadie and Myra Gale] (1914, 1916) See also Sadie Gale. Mother and daughter act. 
GALL, DOROTHY: Juvenile actor (1908) Dramatic Co Qld tour: 1908. 
GARDENIA: Violinist. (1917) Billed as "the Wizard of the Violin.” 
GARDNER, FREDA:  (1916) Billed as "the musical lady." 
GARDNER, MAUD: (1916-17) 
GARLAND, FRED: Comic/singer/company manager (1920-22) Circuit manager in 1921. 
● GARDNER, GRIFFIN AND GARDNER:  Musical specialty act (1910) 
GARLAND, JOHN: (1914) 
GARTI, SYD:  (1917) 
GASCOIGNE: (1917) 
GAZZA TRIO, THE: Pot pourri artists/jugglers (1915, 1919-20, 1926) 
GENEE, MADAME: (1914) 
GENTLEMEN WAGS, THE:  (1923) 
GEORGE, R: Actor (1915) Appeared in Never Despair and Slaves of London NBT 1915. 
*  GEORGE, WALTER (AND HIS SUNSHINE PLAYERS): (1928) Toured Australia with Edward Brandscombe,  
    incl. Smart Set and Dandies companies ca.1914-15 (managed both companies independent of Branscombe ca.1916- 
    17).  Smart Set included Bert Corrie, Doris Baker and Joe Verne (ca.1920) and Jim Gerald, Essie Jennings, Harry  
    Ross, Vera Murray (ca.1921). Walter George headed the Fullers' "Novelettes" company (ca.1929), with Amy  
    Rochelle and Rene Dixon in the troupe. 
*  GEORGES, THE FIVE: All girl troupe/singers/dancers/tumblers (1920-22, 1926-27). Pupils of Chrissie Royal. Vera  
    Spraul, solo dancer with the troupe. 
GEORGES, THE SIX: (1926) 
● GIBSON, JIM:  (1910) 
*  GIBSON AND DOREEN: [husband and wife] Singers/dancers/patter/mandolins, xylophone, bells  (1918, 1920) See  
    also their children (Trixie and Buttons). Family tours Germany and other European centres ca.1924. 
GIBSON GIRLS, THE: Soubrettes/dancers (1916) 
GIFFORD, VIOLET: (1916) 
● GIFFORD SISTERS, THE:  (1910) 
GILBERTO: (1921) 
*  GILBERTS, THE: [Will and Dora] Sketch artists/singers/dancers (1917-18, 1920-21, 1926) Aka The Two Gilberts. 
*  GILBERT, DORA: (1917-18, 1920-21, 1926) See also The Gilberts 
*  GILBERT, WILL: Comic (1909, 1912-21, 1926) NSW/Qld tours: 1909, 1912, 1916.  Billed as "the human hairpin."   
    See also the Gilberts / Delavale and Gilbert. Elected to an executive position with the A.V.A.F. (Australian  
    Variety Artists Federation) ca.1915.        
*  GILFAIN TRIO, THE:  (1918-19) Aka The Gilfains. One male and two females. Previously South Africa. Fullers  
    ca.1918. 
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    GILHAM, IVY: (1917) 
GILLETT: (1925) 
GILLIARDI: Juggler (1921) 
GILL, JIMMY: (1927) 
GINGER BILL:  (1914) 
GLORY GIRL:  (1916-17) See also Emile Dani / Joe Charles. 
● GODDARD, MABEL:  (1907) 
*  GODFREY'S DOGS AND MONKEYS, PROFESSOR: (1916, 1920) Act included cockatoos and baboons.   
    Godfrey was previously a lion and tiger trainer with 15 years in South Africa, mostly with the Fillis Circus. 
GOLD, NEVILLE: (1919) 
GOLDEN DUO, THE: (1918) 
*  GOLDING, CLAUDE: Acrobatic comedian (1907, 1910) NSW/Qld tour: 1910. See also Keating and Golding. 
  Described as having "thunderstorm vocal powers." Worked with comedian, Bert Corrie to ca.1910, and then with  
  his wife Clara Keating (1910-c1919). Toured USA between 1911 and 1919. Died in the USA in 1919. 
GOLMRICH, ERN: (1918)   
GONZALES, NINA: ["Little Nina"] Serio/dancer (1902, 1905) NSW/Qld tours: 1902, 1905. Married to Joe Rox. 
GONZALES, STELLA:  Contortionist/serpentine acts (1902) NSW/Qld tour: 1902. 
GOODHOUSE AND OLIVER: Singers/dancers/banjo (1920) 
GORDON AND LOTTIE: (1922-23) 
GORDON, FAY: Pianist (1925) Also partnered Lorrie Lorraine in piano/vocal act, 1925. 
GORDON, GLADYS: Contralto (1915, 1918-20) Performed duets with Verna Latchem, 1919. 
GORDON AND LATCHEM: (1920) 
GORDONS, THE FLYING: Acrobats (1917) 
*  GORMAN, REV. FRANK: Singer/comedian (1920, 1925, 1928) Billed as "The Singing Parson." Led his own revue  
    company ca.1925.  The troupe included Jake Mack. 
GOSWALD: Musical clown (1917) 
GOUGH, IRENE: Actor (1908) Dramatic Co Qld tour: 1908. 
GOULD, GLORIA:  (1918-19) 
GOULD, MARY: Singer (1918) 
GOULD, NELLIE: Singer/dancer (1918-19) 
GOURLEY AND SKINNER: Dancer (1918) 
*  GOURLEY, KATIE: Dancer/singer (1919, 1922-25) Scottish artist billed as 'the Heather Belle.'  Also partnered Bert  
    Corrie in 1925. 
GOURLEY, THELMA: Singer/dancer (1920) 
*  GRAHAM, CONNIE: Soubrette (1921-23, 1925-27) See also Scott and Graham, 1922-27. 
GRAHAM, DOUGLAS: Scotch comedian (1916, 1920-21) Performed Scottish dances and played pipes. 
GRAHAM, ELLEN: (1916) 
GRAHAM, HARTLEY: Female impersonator (1915) 
GRAHAM, LILLIAN: Soprano (1918) 
GRAHAM, NELLIE:  (1916) 
GRAHAM AND GRAHAM: (1922) 
GRAY, ROSE: [Rose Rooney] Australian actress/revue artist/singer. Played lead roles in such films as The Kelly Gang  
  and The Man They Could Not Hang. Also appeared in the original stage production of Possum Paddock. 
* GRAY, YORKE: Female impersonator/revue writer (1917-19) [Gray is frequently spelt Grey] Wrote Squashed, NBT  
    1919. Previously England and USA / 3 years with Moss and Stoll / 4 years with George Edwards in musical  
    comedy / Fullers 1920. 
GRAY AND ANGUS: Dancers (1918) 
GREAT SCOTT:   (1914) [family of three] 
GREEN, BILLY: (1922) 
GREEN, MAURICE: (1916) Appeared with Stanley McKay's Pantomime Co, 1916. 
GREENE, GENE: (1914) 
GREENWOOD, REG: English light comics/tenor/interlocutor (1918-21) Mngr. Harry Clay's No 4 Company, 1920. 
*  GRESHAMS, THE: Dancers  (1914, 1916-17, 1919)  Aka The Gresham Duo/Three Greshams.  Appeared with Stanley  
    McKay's Pantomime Co, 1916. 
GREY, JESSIE: Pianist/M Dir. (1907) NSW/Qld tour: 1907. Ex-Frank M. Clark pianist. M Dir. Bijou (Melb) 1915 /  
  Adelphi (Melb), 1916. NB: Grey's surname was a\often spelled "Gray." 
GREY, MARCELLA: Specialty act/skipping rope dancers (1914) 
GRIFFOS, THE TWO: (1919) 
● GUERSHON, VICTOR:  (1910) 
GUEST, RUBY: Banjo/steel guitar (1921) Previously a music teacher, Mt Morgan (Qld) ca.1919. 
GUILLAUME BABY AND CO: Toreador act (1915) 
GWYNNE, W: Actor. (1914) Appeared in Uncle Tom's Cabin, NBT, 1914. 
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HAGEN, WILL: Comedian/dancer/singer (1915) Son of Martyn Hagan and Lucy Fraser. 
HAGONS, THE THREE: Roman rings/hand to hand balancing (1927) 
HAL: Comic/juggler (1916, 1922) Billed as "the juggling jester." Straightman for the Hennessy-Martell team. 
HALL, DULCIE: (1914) 
HALL, NELLIE: Singer (1916, 1921-22) 
HALL, WILLIAM: (1917) 
HAMMOND, MARJORIE: Soprano (1918-19) 
*  HANCO: [Sam Hanco] Escapologist (1916)  Aka "Hanco the Great." 
HANLEY AND DALE: Musical comedy duo (1916-17) [Hanley and Dale ?] 
*  HANLEY, NAT 'BLUEY': Singer/dancer/comic/pianist/patter artist/revue producer (1914-19, 1922, 1929) Renowned  
    for playing the piano with white gloves. Partnered Muriel Dale, 1917 / Arthur Elliott, 1922. A senior member of  
    George H. Ward's Zigzag Revue Co during the mid-to-late 1920s. 
HANSEN, LESLIE: (1922) 
HAPPY HOTTENTOTS, THE: (1922) 
HARDIE, EMMIE: (1916-18) Aka Emmie Hardie and Her Teddy Bear. 
HARDIE SISTERS, THE: (1916) 
HARDIMAN, JACK:  Pianist/M Dir. (1909-10) NSW/Qld tours: 1909, 1910.  M Dir. for Charles Stanford's Dramatic  
  Co (Clay's Royal Standard, Sydney, 1910). 
HARDING, FLO: (1915) 
HAREM SCAREM GIRLS, THE: (1924) 
HARIANS, THE TWO: Acrobatics/gymnastics (1917, 1919) Two Adelaide boys. 
*  HARLANS, THE: Balancing act/trapeze/double trapeze (1917) Aka The Gymnastic Harlans / The Balancing Harlans /  
    The Wonderful Harlans (ca.1917). 
HARLEY, DAISY: Wire walker (1916) 
HARLEY, WILL: Acrobat/comic/singer (1907) NSW/Qld tour: 1907. Partnered Ruby Franklin in sketches. 
● HARLEY AND FRANKLIN:  Sketch and specialty artists (1907) 
HARMONIOUS THREE, THE:  [Harry Clay, Maurice Chenoweth, Arthur Morley] (1917) 
HARMONY FOUR, THE: Female singers/instrumentalists/dancers (1919-22, 1924) Aka The Harmonious Four.  
Appeared with The Royal Musical Comedy Co, 191 (the group consisted of Rene and Trixie Ireland, Rita Sullivan  
and Ivy Gailer). 
HARMONY THREE, THE: Jugglers/singers/dancers (1921) Aka The Harmony Trio. Students of Eileen Charters  
  (Syd). 
HARMSTON'S COCKATOOS: (1922) 
HARPER, JACK: (1928) 
HARPER, ROBERTO: Singer. (1914) 
HARRIGAN THE GREAT: Musical magician/mind reading/banjo player (1915, 1917-18)  
HARRIS, LOU: (1920) Known to be working in England  ca.1920. 
HARRISON, HARRY: Ventriloquist (1915) 
HARRISON, REG:  (1915) 
*  HART, HAZEL: English soubrette (1923-24) 
*  HART, LULU: Singer/dancer (1919) 
HART AND KENNY: Duettists (1916) 
HARTLEY, FLORENCE: Balladist (1916) See also the Revellers. 
HARTLEY, FLORENCE: (1916) 
● HARTMAN, HARRY:  Actor (1910) Appeared with Charles Stanford's Dramatic Co (Royal Standard, Syd, 1910). 
HARVEY, FRANK:  (1914) 
HARVEY, LILY: Pantomime actress (1911) Clay/McKay Qld pantomime tour, 1911. 
HARVEY, JOHN:  (1914) 
*  HARWOOD-ADERS TRIO: [NZ turn] (1925) Played silver chimes. 
*  HASTINGS, WILL: Comic (1925) Part owner of the Gallipoli Strollers company ca. 1925. Troupe included Will  
    Leslie. Broadcasting on Australian radio ca.1925. 
HATHAWAY, GEORGE: Comic (1927) NSW/Qld tour: 1927. 
HATHERLEY, FRANK: (1917) 
HATTON BOYS, THE: Acrobats/wire walkers (1927) Ages 9-14. One child walked up a wire from the stage to the  
  dome of the theatre. 
HAVERLY, TOM:  (1919) Operated his own revusical company ca.1917. Tutor for the Gaiety Six, 1919.   
HAWAIIAN MUSICAL TEAM, THE: (1925) 
HAWTHORNE, FRANK:  (1916) 
HAYES, CHECK: (1922, 1927) 
HAYES, FRED: [Freddy] singer (1921-22) Billed as "the ragtime boy." See also Eileen Cox. 
HAYES, FRED AND EILLEN COX:  Singers/"jazzedies" (1921) 
*  HAYMAN, IRVE AND CO:  (1916) 
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HAYS AND STAGPOOLE: (1928) 
HAYWARD, CHARLES: (1917) 
HAZELDEAN, ANNETTE: (1920) 
HEANEY, DICK: Singer/NBT manager (approx 20 year association with Harry Clay) Often described as "Harry Clay's  
right-hand man." Known to have performed at the NBT in 1916.   
HEARNES, THE: (1922-23) 
HEARNE, HAL: (1921) 
HEATHCOTE, WYN: (1920) 
*  HEDLEY, TOM:  Musical act (1907, 1916) NSW/Qld tour: 1907. Billed as the Musical Moke. Hedley's act was  
    accompanied by a moke (being a donkey or 'poor horse'), which would rear up and show its disgust whenever  
    Hedley played a wrong note. Played xylophone, one-stringed fiddle, accordion, kettle-drum, glass bottles. He  
    guaranteed to play any instrument brought to him by anyone in the audience, and was known to play 'Home             
    Sweet Home' on a lamppost. 
HELLER, JACK: Acrobat/singer (1910, 1914-15, 1920) See also Heller and Rickardo/Heller and Weller. 
HELLER AND RICKARDO: [Wally Rickardo and Jack Heller] Acrobats (1915) 
HELLER AND WELLER: [Jack Heller and ? Weller] Acrobats (1910, 1914) 
HENDERSON,  FLORENCE:  Specialty act with dogs and monkeys (1915) 
HENRY, FRANK: (1922) 
HENRY, KATE: [Catherine (Kate) Clay] Contralto (1901-1905) NSW/Qld tours: 1901, 1903, 1905. 
HENRY, MADEMOISELLE:  (1916) 
*  HERBERTE, FRANK:  Baritone/IS (1906-10, 1914, 1916, 1922) NSW/Qld tours: 1906, 1908, 1910. 
*  HERBERTE, TED: Character vocalist/actor (1915-16, 1918, 1920) Fullers ca.1902 (Empire) / S Mngr/Mngr. for Bert  
    Howard ca.1918. 
HERMAN: (1915) 
HERNES, THE TWO: (1923) 
HERRON, GEORGE:  (1914) 
● HICKEY, MAY: (1907) 
HICKEY AND CREBER:  Juvenile performers (1917) 
HICKEY AND ROSE: (1918) 
HIGGINS, MARK: Advance rep (1916) NSW/Qld tour: 1916. 
HILL, JILL: Comic actor/singer (1917, 1919) Also worked with George Lennon, 1917. 
● HILL, WILLIAM:  Actor (1915) Appeared in "The Execution of Nurse Cavell" sketch, NBT. 
HILTON, GUS:  Actor (1916) Engaged for Stanley McKay's Pantomime Co, 1916. 
HILTON, LILLIAN: (1922) 
HINE,  ?: (1925) 
HINTONS, THE:  (1919) Aka The Six Hintons [five females and one male] Incl. Maudie Arteen and Daphne Hill  
  (Arteens and Jessie). See also The Arteens 
HITCHINGS, BARRY: Baritone (1917) Formerly with the New York Four. 
HOLDER, GEORGE: (1921, 1926) 
● HOLLAND, ALF:  NBT manager (1917) Previously with Emerson's Minstrels, Cogill Bros, F. E. Hiscocks, J. C.  
    Williamson, and William Anderson amongst others. Believed to be the brother of performer Tom Holland, but not  
    related to Ted Holland (Brisbane entrepreneur and former member of Delohery, Craydon and Holland) 
HOLLAND, FRITZ: Novelty music act (1916-17) The boxer who fought Les Darcy.  
HOLLY BALLET, THE: (1917) 
HOLMES, ADELE: Actress (1914-15) Appeared in Uncle Tom's Cabin NBT, 1914. 
HOLMES, GLADYS: Singer/dancer/contortionist (1919-21) 
HOLMES, JACK: Tenor singer (1924) 
● HOLMES, LESLIE:  (1907) 
HORAN, FLO:  (1917) 
HOWARD, BERT:  Manager/doorman/entrepreneur (ca.1901-05) Aka "The Droll." Worked for Harry Clay for around  
  5 years (ca.1901-1916). Ran his own circuit in Sydney between around 1912/13 and up until at least the early  
  1930s. Advertised in 1913 as Bert Howard's Enterprises.   
● HOWARD, CHARLES:  (1910) 
HOWARD, ENID: (1923) 
*  HOWARD, JESSIE AND LITTLE STELLA: [Scottish mother and daughter act] Singers/dancers (1916-17) Jessie  
    Howard believed to have been known as Jessie Lee in 1916. 
HOWARD BROTHERS, THE MYSTERIOUS: (1917) Ex-Fitzgerald Bros Circus.  
HOWARDE, WILL: (1916) 
HOWARDS, THE: [aka The Two Clever Dancing Howards/The Howard Sisters] (1921) 
HOWE, HARRY: (pre 1917) Information sourced from death notice in AV: Oct. 1917, n. pag.) Act known as Harry  
  Howe and Ethel. 
HOWELL, ERIC: (1918) 
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HUDSON, SAM: (1923) 
HUGGARD, EILEEN: M Dir./pianist (1916-19) 
HUGHES, EVA: Serio/soubrette (1907-08, 1910) NSW/Qld tour: 1908. 
● HUGHES, HARRY:  Actor (1915) Appeared in "The Execution of Nurse Cavell" sketch, NBT. 
HULBERT, LILY: Mezzo-soprano (1906) NSW/Qld  tour: 1906 
*  HULEY, HARRY:  English comic (1924) See also Huley and Bent. 
*  HULEY AND BENT: [Harry Huley and Brenda Bent] English comedy artists (1923-24) Fullers 1920. 
*  HUNTER, MAYO:  Hawaiian jazz band leader (1923-25) See also Mayo Hunter and Harris (1925). Initially  
    appeared in Australia with the Original Royal Hawaiians and Pacific Entertainers.  Circa 1923 teaching steel guitar,  
    banjo, ukulele, banjo and mandolin (Syd). Recorded guitar records in Australia ca.1928. 
HUNTER, WILL:  (1915) NSW/Qld tour: 1915 
HUNTER, WINFIELD:  Actor (1909) Engaged for Walter Bentley Qld tour: 1909.  
HURBON, LITTLE LILY: Contortion/trapeze/acrobatics (1919) Pupil of the Arteens, described as "the Wonder  
  Child" and "the Human Frog." 
HURST, MARIE: (1919) Engaged by Dick Montague's Pierrots, 1919. 
HYDE, BETTY: Singer (1914) Also partnered Will Manners, 1914. 
HYMAN-URENS, THE: Jugglers, comedy team (1919) Billed as the "Famous Four." Three jugglers, one comic,  
  worked with Indian clubs. 
 
 
 
IBEX: Shadowgraphist. (1915) 
IBSENS, THE: Musical artists (1916) 
IMPERIALS, THE FOUR: (1922-23) 
IKE AND MAURIE: (1922) 
● INGHAM, ROBERT:  (1910) 
INMAN, ROBERT: Actor (1914-15) Appeared in Uncle Tom's Cabin NBT, 1914. 
INO, UNO AND MUNRO: (1922) 
IRELAND AND BILTON: (1919) 
*  IRELAND, DOT: Ball puncher (1915-16) Billed as Australia's champion lady ball puncher. 
*  IRELAND, RENE: Singer (1921) [sister of Trixie] See also The Harmony Four. 
*  IRELAND, TRIXIE: Soprano (1919-21) [sister of Rene Ireland] See also The Harmony Four. On stage partner and  
    wife of Dinks Paterson. 
IVEL, IVY: (1927) 
IVELLS, THE FOUR: (1925) 
IVERSON, STAN: (1927) 
 
 
 
JACK, UNO: (1917) Billed as the "Handy Man." 
JACK AND OLGA: (1926) 
* JACKSONS, THE THREE:  Equilibrists/acrobats (1921, 1923) Man, woman and boy.  Tivoli engagement ca.1924. 
JACQUES, KITTY: (1918) 
JAFFAY, MAURICE:  (1926) 
JAMES, GLADYS: (1922) 
JAMES, TED: Comic (1917) 
*  JAMES, WILL: Banjo player (1916-17) Booked for Tivoli from England pre-1914. 
● JAMES AND MOORE: (1910)    
JAMIESON, WALTER: Singer (1917) 
*  JANSEN, MATTIE: Patterologist/comic (1914-17, 1926-27) NSW/Qld tour: 1917.  See also Desmond and Jansen. 
JARGE AND BURT: (1922) 
*  JARVIS, IDA: Soubrette/serio/dancer (1911, 1913-14, 1917-20) NSW/Qld tours: 1911, 1913, 1918. 
JAYS, THE: Acrobats (1924) 
JEACLE, PAUL:  (1914) 
JENNER, ARTHUR: Singer (1918-19) 
*  JENNINGS, ESSIE: Soprano/IS (1909) NSW/Qld tour, 1909. Married to Jim Gerald. Appeared with Stanley McKay's  
    pantomime company ca.1914-16 (along with Jim Gerald). 
JERRY AND NOBBLER: [two dogs] (1920) 
JESSIE THE WONDER DOG:  (1917) 
JEWELLS, THE TWO: Soubrettes (1917) 
JOHNS, GERTIE:  (1914-15) 
JOHNS, URSULA: Soprano (1920) 
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JOHNSONS, THE: [incl. Rosie and Josie] Dancing serios (1914-15, 1921-23) Aka Four Johnsons / The Two  
  Johnsons. 
JOHNSONS, THE NINE AMAZING: Child act (1926) Appeared in Puss in Boots pantomime.  
*  JOHNSTON, LAWRENCE: American ventriloquist (1928) 
JOHNSTON, RITA: (1918) 
JOHNSTON, TIM: (1916) 
● JOHNSTONE, DOWNS:  M Dir./conductor (1910) Conductor for the Austral Orchestra Society's Orchestra. 
*  JOLLY MARIE: English comedienne (1916, 1918) 
JONAS, ALFREDO: Singer/piano accordion (1927) 
JONES AND RAINE: (1927) 
JONES, BLANCHE: (1927) 
JONES, HARRY: Singer. (1919) 
JONES, HEATHER: (1923) 
JONES, MARIE:  (1915) 
JONES, SYDNEY: (1916) 
JOULD, NELLIE: (1918) 
JUINE, GRACE: (1915) 
JULES AND MARZON: [Fred Jules and Fred Marzon] strength and balance act (1912) NSW/Qld tour: 1912. 
*  JULLIAN: French comic/cartoon artist (1927)  NSW/Qld tour: 1927. Billed as the "Komedy Kartoonist." 
JULLYAN, VIOLET: Soubrette/singer (1914, 1918)  See also Vesto and Jullyan. Originally from Melbourne. 
JUNE, ALICE: (1918) 
JUST PEGGY: (1920-21) 
 
 
 
KADAMAS, THE:  (1914) 
KALMAS, THE THREE: Wire-walkers (1922) Billed as "wonders on the wire." 
KANGAROOSTA: (see Reg Thornton) 
KAIMO: Magician/musician (1927-28) Billed as 'the wizard of banjo and mandolin. 
KANDY KIDS: (1928) 
KANWA: Magician (1921) 
KAVELLIO: [see Frank Cane] 
KAY, FLORRIE: (1920) 
* KAYS, THE: Trick cyclists (1914) NSW/Qld tour: 1914. Aka Two Kays. Billed as the "Kings of the Wheel." 
KAY SISTERS, THE: [Peggy and Topsy] comics (1920-22) Aka Kay and Kay, 1921.                
KAYS-PRICE, EDITH: Pantomime actress (1911) Harry Clay/Stanley McKay Qld pantomime tour, 1911 
* KEALY, FRED: (1915) 
*  KEARNS, JACK "PORKY":  Comic/singer/female impersonator (1914, 1916, 1918-22) Partner with Harry Sadler,  
    Princess Theatre 1916-17. Married to Ida Tauchert (minstrel singer) and sister of Arthur Tauchert. Father of Vera  
Kearns. 
*  KEARNS, VERA: Character singer (1914,1916)  Daughter of Jack Kearns. 
KEARNS, WILLIAM: (1916) 
*  KEATING, CLARA: Singer/comedian (1907, 1909-1910, 1926, 1929) NSW/Qld tour, 1910 (with Claude Golding) 
  Described as 5 feet tall and "with a carload of pep." Toured USA between 1911 and 1919 with Claude Golding, and  
  1920 with Harry Ross. 
*  KEATING AND GOLDING: [Clara Keating and Claude Golding, husband and wife team] (1909-10) NSW/Qld tour:  
    1910. Toured USA extensively between 1911 and 1919. 
*  KEATING AND ROSS: [Clara Keating and Harry Ross, husband and wife team] (1926-27) Partnership formed in  
    USA ca. 1920 following the death of Keating's former partner, Claude Golding. 
*  KEE AND LEE: Chinese acrobats (1917) 
KEEFE, CLIFF: Baritone (1915) 
KEELY, FRED: (1916-17) Also partnered Ivy Aldous as Keeley and Aldous. Keely and Aldous appeared with the  
  Harry Burgess Revue Company ca.1919. 
● KEENAN, SAM JNR:  (1910) 
KEILDELSON, THE GREAT: (1914) 
KEITH, LAWRENCE: (1917) 
● KEITH, MARTYN:  Actor (1910) With Charles Stanford's Dramatic Co (Clay's Royal Standard, Syd, 1910). 
KEITH'S  SYNCOPATING  JESTERS:  Comedy jazz band   (1926-27) Aka "Keith's Merry Jesters." Billed as  
  presenting jazzmania and funniosities. 
*  KELDINE AND KILMO: [Bill Keldine and Fred Klimo] trick cyclists and comedy artists (1920, 1927) 
KELDINE AND SPEED:  [Bill Keldine and Billy Speed] Trick cyclists and comedy artists (1915) 
KELL SISTERS, THE: (1917) 
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KELLY AND ALDOUS: Patter/singers (1917) 
KELROY AND KALMA: (1917) 
KELROY TRIO, THE: (1922-23) Aka The Kelroys. 
*  KELSO, LES: Singing and patter artist (1915) 
KEMP, NELLIE: (1928) 
KEMP'S BUCKJUMPING PONY:  (1917) [pony - "Tipperary"] 
KENDALL, GEORGE: (1918) 
KENNEDY, RUBY: (1920) 
KENNEDY AND CO: (1918) 
KENNY AND HART:  Duettists (1916-17) 
KENNY, WILL: (1917) 
KENT, ROY: Melbourne comic/impersonator (1920)  Known for his little girl impersonations. 
KERLINES, THE:  (1916) 
KERR, ANDY:  Bookmaker/theatre manager and lessee/entrepreneur/Australian Variety manager (1919 - ) 
*  KERRIDGE, STAN: Singer/manager (1907, 1910, 1928) NSW/Qld tour, 1907, 1910.  Mngr. NBT, 1924-29.  
KERRY, MAY: Contralto (1918) 
KEVELLO: [Frank Cane] shadowography (1920) 
*  KING, FRANK: Descriptive/dramatic singer (1908)  NSW/Qld tour: 1906. Toured USA with Pearl Lovell, ca.1927. 
KING, GRACE: (1922) 
KING, HAL: Eccentric dancer/step dance (1920-21) 
KING, MOLLY: (1915) 
*  KINGS, THE FOUR: Female acrobatic singers/dancers (1915-18) NSW/Qld tour: 1918. Students of Chrissie Royal. 
*  KINGSLEY AND GRAHAM: [Syd Kingsley and Lenore Graham] (1917) Also teachers of variety performing  
    ca.1925. Studio in Empress building, George Street Sydney. 
KIRK, ANDREW: (1918) 
*  KITCHIE AND KLIFTIE: Acrobats/comics (1915-20, 1922) Aka Kluffy and Kliffy/Klitie and Kitchie, ca.1918-19.  
    See also Toohey and Kitchie, 1914. 
KLARDY BOYS, THE: (1916) 
*  KLIMO, FRED: Acrobatic clown (1920-21) See also Keldine and Klimo. 
KLINTO AND MACK: Acrobats (1916) 
KLINTO AND WADE: Novelty acrobats (1917, 1920) 
KLINTOS BOYS, THE: Comic acrobats/hand balancing (1916-18) 
KNIBBS, J.T:  M Dir. (1920) Gaiety Theatre (Syd) 
KNOWLES, JIM: Musical tongue twister (1921) 
KODAMAS, THE: (1910) 
*  KOLLE, NELLIE: English descriptive vocalist/pianist/male impersonator (1922, 1926-27) NSW/Qld tour: 1927  
    Toured in 1927 as the headline artist. 
KNIGHT, LILLIE:  (1915) 
*  KNIGHT, WINNIE: Soubrette/comedienne [wife of Bert Le Blanc] (1917) Born Winifred Walls in Newcastle. 
KRANK, THE: Trick cyclist (1910) 
 
 
 
LA BELLE MARIE: [Marie Charlbert (nee Sole)] Trapeze/equilibrist (1919). Daughter of Mrs Sole (Sole Brothers  
  Circus) / married to one of the Charlbert Brothers. 
LAIDLAW, JAMES: (1916) 
LALIOR AND YVONNE: (1917) 
LAMBERT, CHRIS: (1910) 
LAMBERTS, THE TWO: (1916) 
* LA MERT, SAM: Artistic whistler/imitations. (1915) See also the La Merts. 
* LA MERTS, THE: [incl. Sam La Mert] (1916) 
LAMOND, GEORGE: (1919) 
LAMONT, ROSALIE: (1919) 
LANE AND HOWARD: (1923) 
LANE, MRS BARRY: Actor (1908) Dramatic Co Qld tour: 1908. 
LANG, MARY:  Actor (1909) Engaged for Walter Bentley Qld tour: 1909. 
LANG, ANNETTE:  [see Sharrett and Lang] 
LANGRIDGE, JOY: [Joyce] (1921-22) 
*  LA PERLE: Acrobat/contortionist (1917) 
LA PETITE ESTELLE AND ALMA SKINNER: (1924) 
*  LARKIN, "JOLLY" JOHN:  Black American comic/singer (1918, 1920) 
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LA ROSE AND LA ROSE: Trapeze/comic acrobatics and equilibrists (1921) See also Desperado and La Rose,  
  ca.1918. 
*  LASHWOOD AND REMBY: [Joe Lashwood and Kitty Remby] (1914) 
*  LASHWOOD, JOE: Comic/cornerman/bones (1909-10, 1914-15, 1917-20, 1922) Also partnered Kitty Remby. 
  Spruiker, Gaiety Theatre 1919-20. 
LATCHEM, VERNA: Singer (1919) Performed duets with Gladys Gordon. 
*  LATEENS, THE: (1915, 1918) 
LAURENCE, ADA: Actor (1908) Dramatic Co Qld tour: 1908. 
● LAURENCE, MERLE:  (1910) 
* LAURI, ERNEST: Brisbane tenor/monologues and stories to pictures and music. (1917, 1919-20). Ex-Birch and  
    Carroll Co / Fullers. Billed as the "Famous Singing Anzac" ca.1919. 
LAURIE, ROMO: Actor. (1909) Walter Bentley Qld tour: 1909. 
* LAWMAN, JOE: Comic/whistler (1927). Partnered Nat Phillips as Stiffy and Joe after the Rene/Phillips partnership  
    dissolved. Married to Stella Lamond, father of Toni Lamond. 
LAVERN, IRIS: (1916) 
LAVIN, JACK: Comic (1922) 
*  LAZERN, EMILE: Magician/illusionist (1914-17) Toured the East ca.1920s and played by the Tivoli and Fullers  
    circuits. Renowned for his beer making trick in which audience members attempted to out drink his magic bottle.  
    Died Sept/Oct 1928, a few months after his wife, May (herself a vaudeville and picture show pianist). 
*  LEAR, WARD: Comic/Chinese impersonator (1913-14, 1916-17, 1920-21) 
LEAH, WUNG: Chinese act from Hong Kong (1920) 
* LE BLANC, BERT:  Hebrew comedian/revue company producer/singer (1921-22) First toured Australia in 1913-14  
    with the American Burlesque Co. Worked the Fullers circuit 1914 onwards. Opened two theatres for the Fullers, and  
    rivaled Roy Rene and Nat Phillips as one of Australia's premiere comedians and revue company leaders. Le Blanc  
    was often written La Blanc during his early years in Australia. Long association with Jake Mack. 
LE BRUN: Skater. (1914) 
LEE, GUS: (1920) 
*  LEE-ALDONS, THE THREE: Singers/dancers (1914-16) Engaged for Stanley McKay Pantomime Co, 1914. 
*  LEE, JESSIE:  (1903, 1916-17) NSW/Qld tour, 1903. Partnered her daughter Little Stella, 1916. Believed to be the  
    same person as in Jessie Howard and Little Stella, ca.1917. 
LEIGH, DAPHNE:  (1916) Engaged with Stanley McKay's pantomime NBT, Bo-Peep 1916. 
LEIGH, GLADYS: Actress (1914-15) Appeared in Uncle Tom's Cabin NBT 1914; Never Despair and Slaves of  
  London, NBT 1915. 
LEMAR GIRLS, THE: (1923) 
*  LE MOUNIER: Physical guitarist (1920) Billed as an Australian performer. 
LENNON, GEORGE: Comic actor (1917) Also worked with Jill Hill, 1917. 
LENNON AND HILL: (1916) 
LENNONS, THE: [George and Gertie Lennon] Sketch artists/comics (1917) 
●  LENO AND ROBERTS:  (1907) 
LEO AND ALEXIA: Sharp shooters/greyhound jumping (1921) Their greyhound accomplished a record jump of 9'2"  
  in June 1921 at the Gaiety. 
LEO AND LIONEL: (1915) 
LEONARD, ARTHUR: (1915) 
*  LEONARD, TOM: Cornerman/singer/topical comedian/song writer (1906, 1909, 1910-11, 1914, 1916) NSW/Qld  
    tours: 1906, 1909, 1911. Began career as a juvenile singer/known for rag songs. Earliest known engagement was in  
    1904 at the Tivoli (Syd). Often billed as "the old man with the new stuff" ca.1914. 
LEONARD AND HILL: Sketch artists (1916) 
LEONARDI: Instrumentalist (1916) Billed as the 'man of many instruments.' 
*  LEONARD'S DOGS: [aka Leonard's White Poodles] (1916-19) 
LEOPARD, ARTHUR: Actor (1914-15) Appeared in Humanity NBT, 1914/15. 
LEOPOLD, DOLLY: (1920) 
LEROY, GEORGE: Actor (1914-15) Appeared in Uncle Tom's Cabin NBT 1914; Never Despair and Slaves of  
  London, NBT 1915. 
LES FRANCOIS:  Hand balancing troupe (1917) 
LES NORS: Dog act, with six white poodles (1914) 
LES ZENGA FRERES: French dancers of an eccentric nature (1925) 
LESLIE, AMY: Contralto (1902) NSW/Qld tour: 1902. 
LESLIE, NORMAN: Singer (1921) 
LESLIE, VICTOR: Actor (1914-15) Appeared in Uncle Tom's Cabin NBT 1914; Never Despair and Slaves of  
  London, NBT 1915. 
* LESLIE, WILL: Comedy instrumentalist. (1920, 1926)  Among his instruments were cattle bells. Formerly partnered  
    bother Fred in the Leslie Brothers ca.1890s. They spent 20 years in the UK and Europe. Born in1860. 
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LESLIE AND CO: (1915) 
*  LESTER, BESSIE: American comic/soubrette (1920-21, 1923, 1927) NSW/Qld tour: 1927. Aka Bessie Lester and the  
    Melody Maid, 1923. Often performed as a headline act with Clay's. 
LESTER, MAUD: (1920) 
*  LESTON, HARRY: Actor/monologist (1914-1915) Renowned Australian character actor and teacher, whose career  
    began in the early 1880s as a pantomime actor. Appeared in Uncle Tom's Cabin NBT 1914; Slaves of London  
    NBT 1915. 
*  LEVANTE: [Les Cole] Magician (1919) Aka Magician Cole. 
*  LEVARTO, MADAME: (1916)  NSW/Qld tour, 1916. Referred to in advertising as "the female Paderewski." 
*  LEVARTO, PHIL:  Comic/juggler/specialty act (1916-18, 1920) NSW/Qld tour: 1916.  Toured northern NSW with  
    Joe Archer, 1914. Engaged by Lloyd's Circus, ca.1925. 
LEVARTO AND SPEED: [Phil Levarto and Billy Speed] (1914) See also Keldine and (Billy) Speed. 
*  LEVARTOS, THE:  (1916) 
LEWIS, CHARLES: (1925) 
LEWIS, GORDON: Baritone (1919-20) 
LEWIS, MAY: Singer (1916, 1919, 1922) 
● LEWIS, PHOEBE:  (1910) 
LEY, UNA: Singer (1919) 
LEYFIELD, BLANCHE: Serio/comic/dancer (1905) NSW/Qld tour: 1905. 
LIDDLE, WILL: NZ singer/interlocutor (1918-19) Described as a romantic-looking interlocutor. 
LILIPUTIAN GORDOUS: (1919) 
LILY: (1919) Billed as "The Human Frog." 
LINCO: Magician (1915-18, 1920) Aka The Two Lincos. 
LINDEN, VI: (1920) 
● LINDEN, HARRY:  (1905) 
LINDEN AND BERRIDGE: (1923-24) 
● LINGFIELD, JAMES:  Actor (1910) With Charles Stanford's Dramatic Co (Clay's Royal Standard, Syd, 1910). 
LIPTON, DAN: Comic singer (1922) 
LITTLE DAISY: Actress (1914) Appeared in Uncle Tom's Cabin NBT, 1914. 
*  LITTLE, HARRY:  Tenor (1913-14, 1916, 1918-19, 1925-28) NSW/Qld tours: 1913, 1914. Appeared in Stanley  
    McKay's panto NBT, Bo-Peep 1916. 
● LITTLE IVY:  (1910) 
LITTLE MABEL: (1921) 
LITTLE, MARSH: (1922) 
*  LITTLE MAISIE: (1920) Aged nine years ca.1919/20. Engaged by Fullers, 1919. 
LITTLE MONA: (1920) 
LITTLE NELLIE: (1917) 
*  LITTLES, THE PICTORIAL: [Joe, and daughter Flo] Lightning sketch artists/singers (1917, 1919-20).  Joe painted  
    as lights were switched on and off suddenly. The daughter sang during the act. 
LITTLE ROY:  [see Joe Cowan] 
LITTLE SADIE: (1921) 
*  LITTLE VERLIE: Juvenile acrobat/contortionist (1916-17) Also worked with Wee Darrell, 1917. 
LITTLE WILLY: Midget comedian/bones/patter/singer (1907, 1919) 
LIVINGSTON, GEORGE:  Singer/patterologist (1918) 
LIVINSTONE, PEARL: Serio/soubrette (1910-11, 1915-16) NSW/Qld tour: 1911. 
LLEWELLYN AND HIS DOGS: [Mitch and Larry] (1920) Billed as the only dog act known to choose, announce and  
  perform tricks without human commands. 
LLOYD, BOB: (1909, 15-16) Also partnered Nellie Power. 
LLOYD, CLARE: (1910, 1917) 
LLOYD, GEORGE: Comic/dancer (1926-27) 
LLOYD AND POWER: [Bob Lloyd and Merle Power] (1916) 
LLOYD AND RAYMOND: Dancers (1919) Incl. simultaneous dance act. 
LOADERS: Sketch artists. (1916) 
LOCKWOOD, HAROLD: Lariat spinner (1921, 1923) Engaged by Ridgway's Circus, ca.1925. 
LODGE:  Female impersonator (1916, 1918) 
LOMAS, AMY: (1921) 
LONG, LETTY: (1916) 
LOON, LEE CHEE: (1922) 
LORENE, MADAME: Actor (1914) 
LORNA AND LANCE: (1924, 1926) 
LORNE, IDA: (1917) 
LORNE, LOTTIE: Singer (1904) NSW/Qld tour: 1904. 
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LORRAINE, FLORRIE: (1914, 1916) 
LORRAINE, LAURIE: Syncopated singer (1921-22, 1925, 1927) Partnered Fay Gordon, 1925. 
LORRAINE, VIOLET: (1914) Sister of Mercia Morrison. 
LORRAINE SISTERS, THE: (1916) 
LORRAINE’S POSING MODELS: (1916) 
LORRAYNES, THE THREE: (1927) 
LOVELL AND NOLAN: [Alf Nolan and Nell Lovell] (1914) 
LOVELL, PEARL: Serio (1908) NSW/Qld tour, 1908. Toured USA in 1927 with Frank King. 
LOVERTON, R: Actor. (1914) Appeared in Uncle Tom's Cabin NBT, 1914. 
● LOYDALL, VICTOR:  (1906) 
LOYOLA, GRACE: (1916) 
*  LOYOLA, MADGE: Singer/dancer/soubrette (1916, 1918-20).  Impersonator of popular Clay's artists (George Sorlie,  
    Ted Stanley, Phillip Sisters) Toured the USA, 1920. 
LUBOWSKI, DANIEL AND ANNA: Child instrumentalists (1920). Daniel played violin, and their selections ranged  
  between Chopin and ragtime. Anna accompanied on the piano. 
LUCAS, ALBERT: Actor (1908) Engaged for Dramatic Co Qld tour: 1908 
LUMLEY AND RHODES: Patterologists (1916) 
LUMLEY, WARWICK:  Comic/writer (1909, 1910) NSW/Qld tour: 1909. See also Winifred & Lumley. 
LYALL, DORA: Chic serio (1912 ,1914, 1925) NSW/Qld tour: 1912 (with sister Mazie). See also Lyall Sisters. 
LYALL, MAZIE: Specialty artist. (1912)  NSW/Qld tour: 1912 (with sister Dora). See also Lyall Sisters. 
LYALL SISTERS: [Dora and Mazie] Specialty artists. (1912) 
LYNCH, MAURICE: Actor (1914-15, 1917) Appeared in Uncle Tom's Cabin NBT 1914; Never Despair and Slaves  
  of London, NBT 1915. 
LYNDON, ALMA: Serio/dancer (1907) NSW/Qld tour: 1907 
LYNDONS, THE MUSICAL: (1926) 
LYNNE, BARRY: (1915) 
LYNNE, HILDA: (1915) 
LYRIC DUO, THE: Singers/dancers (1921) 
 
 
 
McALISTER, ALEX: Tenor (1920) 
● McARTHUR, SYD:  Scottish comedian (1910) 
McCABE AND DEAN: [Molly McCabe and Florrie Dean] dancers. (1918) 
McCABE, MOLLY: Dancer (1915, 1918) See also McCabe and Dean. 
McCARTHY, LEN: (1919) 
McCOLL FAMILY, THE: (1916-17, 1920-21) Aka The Wee McColls / The Two McColls / The Three McColls. 
McCORMACK, JOHN: (1915-16) 
McCULLUM, RONNIE AND POLLY: (1917) 
McDONALD, BEATTIE: (1909, 1914-15, 1918) 
McDONALD, SADIE: Violin/contortion/acrobatic dance act (1921, 1926, 1928) 
McDONNA, HARRY: (1916) Appeared with Stanley McKay's Pantomime Co, 1916. 
McEWAN, THE GREAT: (1914) 
McGOWAN, JACK: Baritone (1917) From Victoria. Principal comedian with Bohemian Dramatic Co, ca.1914. 
McGRAPH, CLIVE: (1917) 
McGREGOR: [MacGregor ?] Wire work (1923) 
McGREGOR, JOCK: Singer (1919-20) Aka Wee Jock McGregor. Billed as "the juvenile Lauder." 
McGUIRE, ELSIE:  Singer (1910) NSW/Qld tour: 1910. 
MacINTYRE, A. T.: Theatregraph operator (1905, 1907) NSW/Qld tours: 1905, 1907. 
McKAY, JAMES: Pantomime actor (1911) Toured with Harry Clay/Stanley McKay Bo-Peep Qld tour: 1911. 
MacKAY, PERCY: Singer (1915-16) 
McKAY, STANLEY: Actor/theatrical entrepreneur  (1911, 1916). Founded the Sydney Muffs amateur theatre  
  company, ca.1903. Harry Clay/Stanley McKay pantomime tour of Qld, 1911. Stanley McKay Pantomime Co /  
  Sydney Muffs amateur theatre company to ca.1909.  
*  MacKAY, WALTER 'HATS': American comic/instrumentalist (1918, 1921-22, 1925) Billed as "the funny man from  
    Honolulu." Played banjo, steel guitar. 
McKELLOR, AVOL: Singer/dancer (1916-17, 1919) See also Black and White Duo, with Iris Mancer. 
MacKINNON BOYS, THE: (1928) 
●* McKISSON, ALBERT: Acrobatic comedian (1907)    
McLEOD AND SHARP:  (1909) 
McLEOD AND SKINNER: (1909) 
McLEAN AND DRURY:  Whirling dancers (1918) 
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McLENNON, ESMEE: Pantomime actress (1911) Toured with Harry Clay/Stanley McKay Bo-Peep Qld tour, 1911.  
  Appeared with Stanley McKay's Pantomime Co, 1916. 
McLEOD, ZINDA AND McLEOD: Wire walkers/ball punchers (1915) 
Mc MAHON’S PERFORMING DOGS: (1916) 
McNAMARA, NELLIE: Singer (1921) 
McPHERSONS, THE: (1927) 
MACK, BEN: Singer (1919) 
MACK, BILLY: [See Snooker and Poole] 
MACK, DAN: (1914) 
MACK, EILEEN: (1917-18) 
MACK, ELSIE: (1922-23) 
*  MACK, JAKE: Hebrew comic (1925) Formerly of Le Blanc and Mack. Billed as the Akim Foo comedian. Partnered  
    Bert Le Blanc, ca.1915, 1925. Engaged for Frank Gorman's Revue Co, 1925. 
MACK, JIM: Comic/ball-punching (1914, 1920) 
MACK, VAL: Chalkologist (1916) 
MACKS, THE TWO: Patter/dancers (1918, 1920-21) Specialised in step-dance. 
MADEMOISELLE SANTA: (1927) 
MAE, VIOLET: Singer/dancer (1920) 
*  MAHOMET, CASS: Patter/stories/anecdotes/singer (1920-22) Known for his original and Indian songs. Performed  
    with walking stick and "expansive air." 
MAIDANTS, THE: Specialty artists (1917) 
MAITALL, MARY: (1917) 
MAJOR, ALEC: Baritone. (1916) 
*  MALONEY, BILLY: Singer/light comedian (1914-16) NSW/Qld tours: 1914.  Described as the "Billy Percy of  
    Vaudeville." Billed on 1914 Qld tour as "the Man in the Red Velvet Coat." 
MALONEY, MASTER JACK:  (1917) Billed as the "boy wonder." One of the first winners of the NBT Amateur  
  Trial nights. 
MALONEY AND ARTEEN: (1920) 
*  MANCER, IRIS: Juvenile singer/acrobatic dancer/skipping rope steps (1916-17, 1919) See also Black and White Duo,  
    with Avol McKeller. Born 1903. 
MANDENESS, VALORIE: (1918) 
*  MANDENO'S CANINES: [Jack Mandeno] (1916-17, 1918, 1920) Aka Mandeno's Dogs. 
MANNERS, WILL: Tenor (1914) Also partnered Betty Hyde, 1914. 
MANSFIELD, DOROTHY: (1922) 
MANSFIELDS, THE: (1922) 
*  MANTANA, FRED: Tenor (1919-20) Also referred to as Frank. 
MANTON, ALICE: (1917) 
*  MANTURIANS, THE: Chinese Marvels (1918) 
MARGARET AND WILLIE: Juvenile contortionists (1919) 
MARGUERITE: Violin act (1917-18, 1920-22, 1925) Also worked carnival circuits. 
MARNO AND MURNALL: Musical specialty (1914) 
MARSHALL, IVAN: (1916, 1919, 1922) 
MARTIN, CORMAC:  (1924) 
MARTIN, EDDIE: Dancer (1921-22, 1924) 
MARTIN, EVELYN: Soprano (1917) 
*  MARTIN, JACK: Texan cowboy/rope tricks/comic/escapologist/conjurer/ukulele (1921) Made first appearance on  
    the Fullers circuit ca.1918 with Captain Brunswick troupe. Film actor with the Bison Co (USA). Began vaudeville  
    career in 1915. 
MARTIN, LEO: (1927) 
*  MARTIN, MAX: Eccentric comic/dancer/singer (1914, 1916-19) NSW/Qld tours: 1914, 1917. Dance instructor. See,  
    for  example The Two Maxims. 
MARTIN, PHYLLIS: (1914) 
MARTIN AND STEWART: (1915) 
MARTIN THE GREAT: (1917) 
MARTINI, EVELYN: Singer (1917-18, 1920) 
MARTINIS, THE: [child brother and sister] Singers/dancers (1918-20) 
MARTINS, THE:  [Victor and Maud] Comic jugglers (1912) NSW/Qld tour: 1912. 
*  MARTIN SISTERS, THE: [Phyllis and Doris] Duettists/dancers (1908, 1913) NSW/Qld tours: 1908, 1913.  On the  
    1908 tour; Phyllis also performed turns with Will Rollow and Frank King ("The Deserter"). 
MARTON, JOCK: Scottish comic (1915) 
MARVELLOUS COCKATOOS, THE: (1914) 
MARZON AND FLORENCE: Balancing/tumbling (1914) 
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MASKED SINGER, THE: (1927) 
MASON, GERTIE: (1916) 
MASSEY, JESSIE: (1922) 
MASSEY, LEONARD:  (1915) 
MASON AND STEVENS: [Fred Mason and Olive Stevens] (1918) 
MASON, FRED: Tenor (1917-18) See also Mason and Stevens. 
MASON, LILLYAN: (1917) 
● MASON, POST:  American singer/entrepreneur (1910)   
MATANAS, THE: Singers (1919) 
MATHISON, DOROTHY: (1922) 
MATTERSON, NELLIE: (1922) 
MATTHEWS AND MACK: Comics (1915) 
MATTISON, DOROTHY: Soprano (1922) 
MAURICE, FRANK: (1920) 
*  MAX, CARLTON:  Ventriloquist (1915-17, 1919, 1921) Born Arthur Wallace Lawrence Guildford. 
MAXIMS, THE TWO: Tiny tot dancers/singers (1917-19) Aka Two Dancing Maxims. Pupils of Max Martin. 
MAXWELL: Comic cyclist (1915) 
MAXWELL, EILEEN: (1922) See also Moran and Maxwell. 
MAXWELL, MARIE: Singer (1917, 1920-22) Described as a "sob-voiced songstress." 
MAXWELL, MAY: (1917) 
MAXWELL AND ROBERTS: (1909) 
*  MAY, CLEMENT: English character actor (1917) Specialised in Dickens' characters. 
MAY, EDIE: (1918) 
MAY, VIOLET: (1926-27) 
MAY, VERANA:  (1916) 
MAYNARD, JEAN: Singer (1920, 1926) 
MAYNE, AVRIL: Singer (1920-23) 
MAYNES, THE TWO: (1920) 
MAYO, ALMA:  Dancer/singer (1917-19) 
MAYO, VERA: (1925) 
*  MELODY FOUR, THE: (1922-23) Aka The Melody Girls. 
MELVA TRIO, THE: Singers/dancers (1917, 1921-22) Aka the Melva Girls. 
MELVILLE, DAISY: (1918) 
*  MELVIN AND BARNSLEY: [Charles Melvin and Eileen Barnsley] (1914) Husband and wife act. 
*  MELVIN, CHARLES: Singer (1914) Married to Eileen Barnsley. 
*  MELVIN, FRANK: Cornerman/acrobat/coon singer (1907, 1916) NSW/Qld tour: 1906. 
*  MENZIES, TILLY: Acrobat/female boxer (1916, 1920-21) Known as a juvenile acrobat, ca.1916. Distinguished  
    herself as a female boxer in South Australia, 1923. See also Tilly and Doris. 
MERCER, BEATRICE:  (1914) 
MEREDITH AND ADNIL: Acrobats/ strength (1916) Billed as "Iron-jawed Artists." 
MERLE, DON: Magician (1927) 
*  MERLYN, CARL: Magician. (1916-17, 1920) Aka Merlyn, The Merry Wizard. Merlyn's assistant was known as   
    "Archibald, the Worst Wizard in the World."  
MERRIE MAISIE: Comic/male impersonator (1920) Known for her impersonation of Stiffy and Mo singing  
  "Woolloomooloo." 
MERRY AND BRIGHT CONCERT COMPANY, THE: (1920) 
MERRY MAIDS, THE FOUR: (1918) 
*  MERTON, IDA: Singer/dancer (1915-21) NSW/Qld tour: 1917. With the Stiffy and Mo company ca.1922. 
MERTON AND RYDON: (1918) 
MEYERS, MAJOR: [Victor Meyers] Midget comic (1909) NSW/Qld tour: 1909. 
MIDGETS, THE THREE MUSICAL:  Singers (1917) Three juvenile males. 
MIGHTY ROMAS, THE: (1917) 
● MILLER, FRED:  Baritone (1907)   
MILLER, VICKY: Pantomime actress (1911) Engaged for Harry Clay/Stanley McKay 1911 pantomime tour. 
MILLER, WILL: (1927-28) 
MILLS, KITTY: Actress (1914) Appeared in Uncle Tom's Cabin NBT, 1914. 
MINIATURE CHARLIE CHAPLIN, THE:  [See the Three Ruddles] 
MITCHELL, THELMA: Contralto (1922-23) 
MONAHAN AND SHEEHAN: Instrumentalists (1914, 1916) 
MONTEZ, OLGA: (1915, 1918-20) See also Thompson and Montez. 
MONUMENT, FRED: (1928) 
MONTAGUE, ADDIE: (1916) 
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MONTAGUE, MAUDE: (1917) 
MONTAGUE AND PHILLIPS: Singers/dancers (1917) 
MONTAGUE'S  PIERROTS, DICK: (1919) Company included: Dick Montague, George Whitehead, Delma Clare,  
  Beatrice Wenban, Harry De Roebuck, Will Carlyon, Marie Hurst, Jessie Cowrie, Evan Walters, and Queenie     
     Trenbath. 
MOORE, MADGE: (1918) 
MOORE, PEG: (1916) 
MOORE, REG: (1916) 
*  MORAN, FRANK: Comic/singer (1919-23, 1927-28) billed as "The Elongated Comic." Married to Alma May  
    (English soprano). 
MORAN AND MAXWELL: [Frank Moran and Eileen Maxwell] (1924) 
MORE, MAISY:  (1917) 
*  MORENI, CON: Vocal comedian/monologist (1908, 1928) NSW/Qld tour: 1908.  Also referred to as the "tired  
    comedian." 
*  MORENI, HARRY: (1922-23) 
MORGAN, HARROLD T:  Solicitor/business partner. (ca.1908 - )  
MORGAN, MABEL: Singer/dancer/principal boy (1926-27) NSW/Qld tour: 1927. 
* MORLEY, ARTHUR: Singer/comic/revue writer and producer (1915-19) Husband of Elsie Bates, whom he partnered  
    in sketches. Mngr; Royal Musical Comedy Co, 1914-15. Mngr/Prod. NBT, 1916.  
MORLEY, LITTLE NEDDIE: (1915) 
* MORLEY AND BATES: [Arthur Morley and Elsie Bates] Sketch artists/comics (1917) Husband and wife sketch  
    team. 
MORRIS, ELSIE: Singer/male impersonator (1916, 1919-21) 
MORRIS AND MUNRO:  (1914) 
* MORRIS AND VANE: Singers/vocal scenes (1926-27) Fullers 1926. 
MORRISON, BERT: Comic/interlocutor (1917-18, 1920) 
MORRISON AND PALMER: [Mercia Morrison and ?] Dancers (1917-18) 
*  MORRISON, MERCIA: [stage name] American singer/dancer (1915, 1917-20) Sister of Violet Lorraine. Dance  
    teacher in the Glebe/Leichhardt area in the 1920s (?). Arrived in Australia in 1914 with Le Roy, Talma and Bosco  
    show. 
MORRISON, NELLIE: Serio/soubrette (1909) NSW/Qld tour, 1909.  Married to Dan Weldon 
MORRIS'S CONTINGENT OF QUADRUPEDS:  Animal act (1917) 5 Russian mountain sheep, 1 lamb and 2 pigs. 
MORROW, WILLIE: (1916) Appeared with Stanley McKay's Pantomime Co, 1916. 
MORTON: [Fred Morton] Drunk instrumental act (1915, 1921) 
MORTON, F: Actor. (1915)  Never Despair, NBT 1915. 
MORTON AND RYDON: (1918) 
●  MOUNIER AND FRANTZ:  Strongmen (1907) 
MR E: (1923) 
*  MURPHY, GEORGE: American talking juggler (1913, 1916) 
● MURRAY, EILEEN:  (1907) 
MURRAY, LYN:  Singer [male] (1907) NSW/Qld tour: 1907. 
*  MURRAY, FLORA (FLO): Singer (1901) NSW/Qld tour: 1901 
    MURRAY, VERA: Motto balladist (1915-16, 1919 1921) See also the Revellers. 
MUSICAL BLANCHARDS:  [see The Blanchards] 
MUSICAL CLOWNS, THE FIVE: (1920) 
MUSICAL MAIDS, THE: [Elsa Lewis and Pam] (1927) 
● MUSIC OBERDORFS, THE:  (1910) 
MUSICAL SURPRISE PACKETS, THE FIVE: (1920) 
MUSICOS, THE:  (1915) 
● MYERS, VICTOR:  (1910) 
MYSTALOS: (1927) 
 
 
 
NAGEL, MYRTLE: Choreographer (1919) Director of dance for Toyland, 1919. See also The Tiny Tots. 
*  NAPIER, HECTOR: Contortionist (1922) Billed as "the Human Spider." 
NASH, BERT: (1922) 
*  NATIONAL DUO, THE:  Character singers (1914-15, 1917-20) 
NAUGHTON, JIMMY: Comic/dancer (1921) 
NAUTICAL BALLET, THE: (1916) 
NEALLY, MAY: Singer/dancer (1914) 
*  NEILSON, TRUMAN: Actor/comic (1915-17) 
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NELSON, CHARLIE: (1920) 
NELSON, ENID: (1918-20) 
*  NELSON, LEONARD: Comic/singer/curtain novelties (1923) Sang original compositions/performed impersonations. 
    Ex Paul Stanhope Burlesque Entertainers, 1915. 
NEVILLE, DOT: (1918) 
NEVILLE ROYAL DUO, THE: Acrobatic dancers (1920-21) 
*  NEWBURY, REGINALD: Juvenile soprano (1917-18) Son of Phillip Newbury (vocal teacher and former concert  
    producer/star - Newbury/Spada Pops Concerts ca.1890s/1900s). His mother is known to have been the producer of a  
    musical comedy company, ca. 1917. 
NEWELL, TOM: Boomerang thrower (1922) 
NEWMAN, OLGA: (1921) 
NEWMAN, PINK: (1928) 
*  NEWMANS, THE: [Will and Linda] American trick cyclists (1920-21) 
NEWTON GIRLS, THE: (1920) 
*  NIBLO AND DORIS: [Dan Niblo and Millie Doris] (1925, 1927) Dan Niblo, blackface comic/patter; Doris,  
    singer/diva/patter. Dan Niblo: also partnered Milton Owen, Fullers, 1924. Appeared on the Tivoli circuit, 1927. 
NICOLL, MILDRED: (1928) 
NICHOL, WILL: (1915) 
NICHOLS, THE: (1922) 
NICHOLS, CECIL: Singer/acrobat (1920) 
● NICHOLS, IVY:  (1909) 
NICHOLSON,  JACK:  Manager at Gaiety Theatre, Sydney (1921) 
NIGGER MINSTREL TROUPE, THE: (1926) 
NITA AND ESTELLE: (1923) 
NODIN, MAURICE:  Actor (1909) Walter Bentley Qld tour: 1919. 
NOLLERS, THE TWO: (1917) 
NORA, ALICE: (1923) 
● NORTHWOOD, LILY:  (1910) 
*  NORMAN, CHARLES: Patterologist/singer/dancer/comic (1923-25) See also Arnold and Norman/Eade and Norman 
  NORMAN, HARRY: Actor/stage manager (1908) Dramatic Co Qld tour: 1909. Previously Bland Holt's S Mngr. 
NORRIS, AMY: (1917) 
NORRIS, EVA: (1916) 
NORTON AND MAXWELL: (1924) 
NORTON, JIMMY: Light comedy/dancer/musical comedy (1921) 
NOVACS, THE: Society skating specialties (1917) 
NOYE AND FORD: (1915) 
NUTT, HAZEL: (1921) 
NUTTAL, MARY: Character artist (1917) 
 
 
 
OBERDORFS, THE:  [see The Musical Oberdorfs] 
O'BRIEN, QUEENIE: Pianist/pit-band leader (1920) Worked with Frank Smith, violinist.  
* O'CONNOR, D. B. COMPANY:  Opera/musical comedy entrepreneur (1928) Engaged by J. C. Williamson ca.  
    1909/10. Regularly toured Qld with his own company from around 1911(on Birch & Carroll). Still touring there in  
    the late 1920s with Paul Warton/D. B. O'Connor Co.  Revues with Clay's include A Girl for a Boy. Took over the  
    lease of the Coliseum Theatre, North Sydney in 1929 after Clay's ended its lease there. 
OGILVIE, HUGHIE: (1918) 
OLGA, NELLIE: (1917) 
OLGA AND EMMIE: Jugglers/singers (1919) Performed "My Teddy Bear" with live koala. 
OLIVE AND CONNIE: [Olive Stevens and ?] Duettists. (1917) 
ONCUS: [see George Wallace] 
ORMAND, MAUD: Dancer (1920) [Maude Ormande ?] 
ORION: (1927) Billed as 'the wonder man' 
OSBOURNE, DUD: (1915, 1922) Described as veteran vaudeville performer in 1924. 
OSBOURNE, WILL: M Dir. (1924-25) M Dir. at Princess Theatre ca.1924-25. 
O'SHEA, DORIS: (1921) 
OSWELLS, THE: (1916) 
OTHER TWO RASCALS, THE: (1923) 
O'TOOLE, W:  Actor (1909) Walter Bentley Qld tour: 1909 
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*  PAGDEN, GEORGE: Comic/negro comedy/revue producer (1914, 1917-19, 1924, 1927) NSW/Qld Tour: 1914.  
    Operated the Merry Musical Burlesquers (Fullers 1915), which includes most of the Grafters Co. (including Carlton  
    Chase, Leonard Nelson, Harry Ross and Les Bates). See also Pagden and Delavale / Pagden and Stanley / Waite  
    and Weight. 
*  PAGDEN AND DELAVALE: [Erne Delavale and George Pagden] Comedians (1924) 
*  PAGDEN AND STANLEY: [George Pagden and Kitty Stanley - husband and wife] (1914, 1917-18) See also George  
    Pagden/Pagden and Delavale. 
PAGE AND ELLIS: (1929) 
PALDEN, JACK: (1914) 
PALMER, GERTIE: (1917-18) 
PANSIES, THE FOUR:  Singers/dancers (1917) 
PARKER, WILLIAM: (1917) 
PASCOE, BETH: (1915) 
PASTOR, JONIE: Violinist/acrobat/comic (1923) Billed as the "fidgety fiddling comedian." 
*  PATERSON, JACK "DINKS": (1919-24) See also Dinks and Oncus, 1919-24 (with George Wallace). Dinks and  
Jimmy, 1922-23 / Dinks and Company, 1923-24. Partnered wife Trixie Ireland on stage for several decades  
beginning 1924.  
PATRICK, JOHN: (1916) 
PATRICK, V.S.:  Actor (1909) Engaged for Walter Bentley Qld tour: 1909 
PATTERSON, NOLA:  Child singer/sketch artist (1918)           
PATTON AND MEREDETH: (1926)           
PAULASTO, VICTOR: Musical acrobat (1917, 1919) Teamed up with Margaret Darragh, 1919 (they often dressed in  
  "vivid green pierrot costumes.") 
PAULASTOS, THE: [Ern and Fred Paulastro] Comics/patter (1917) Aka The Three Paulastos. 1918; touring with  
  Leonard Doogood. The act included their own 5,000 ft film Algie's Romance. Tattler's Company, with Ted Stanley,  
  1930. 
PEARCE, BERT: (1919) 
PEARSON, E.J: Actor (1915) Appeared in Never Despair, NBT 1915. 
*  PEDRINI, PAUL:  (pre-1916) Performed with Toby "the World's Cleverest Baboon." Performing in the USA ca.1917. 
PEGGY: (1920) 
*  PENNINGTON, OLGA: Singer/balladist/dancer (1909-10, 1914-15, 1918-19) NSW/Qld tour: 1909. Known to  
    perform little girl studies. Toured USA in 1916 and again in 1920-21 with Lillian Rockley as "the Australian   
    Sapphires." 
PENNINGTON, VIC: (1914)          
PERCIVAL, HAROLD: (1918) 
PERKINS, ALF: (1923) 
PERMAN, BELLA: (1914) 
*  PERMAN, MAUDE:  Serio/comedienne (1907, 1909) 
PHARUS:   (1924) Billed as the "Egyptian Miracle Man." 
PHILIMERES, THE: Acrobats/wire walkers (1917) 
PHILLIPS AND MACK: Dancers (1921) Their turn described: "[they] give a tango dance. Bang! Te-dee-dee: rainbow  
  colours, bandanna, cat-like tread; a passionate tossing of the head; a red flower, perhaps, and body movements  
  echoing the soft dreamy and regular melody. Visualised it?" 
*  PHILLIPS, BESSIE:  (1904, 1914-22, 1924-27) Partnered sister Eileen, and did solo work as well. 
PHILLIPS, JACK:  Endman/comic (1918, 1921) 
*  PHILLIPS SISTERS, THE: [Eileen and Bessie] (1914-21, 1924-27) NSW/Qld tours: 1914, 1916-17.   
PHILLIP SISTERS, THE: [Gertie and Hilda] (1904) NSW/Qld tour: 1904. 
*  PHROZO:  Mysterious automation doll (n. yr.) 
PICKFORD, ALICE: (1918) 
PICTORIAL LITTLES, THE: [see The Littles] 
PIE AND ALF: (1925) 
PINK PIEROTTS, THE: (1916) 
*  PINTO: [Charles Pinto] Contortionist/artistic poseur/balancing (1920, 1924) Assisted by son, Jeff, ca.1920. 
*  PITCHER, ERNEST: Comic/instrumentalist (1922) Played saxophone, concertina and banjo. 
PITCHER, SAM: (1922) 
POOLE, KITTY: (1916-17, 1919-20) 
POPE, P: Actor. (1909) Engaged for Walter Bentley Qld tour: 1909. 
PORTLOCK BROTHERS, THE: (1926) 
PORTMAN, ANNETTE: Singer (1917) 
*  POSNER, MAISIE: Singer/comic/impersonations (1917-19) Toured the Far East, 1920. 
POWER, NELLIE:  (1909, 1915-16) Also partnered Bob Lloyd. 
POWERS, THE TWO:  (1918-19) Male and female duo. 
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PRAIRIE DICK 'THE LONE STAR': (1917) 
PRESTON, MARJORIE: Singer/dancer (1921-22) 
PRESTON, TOM: Melbourne dancer/skater (1917) 
PRESTON AND ROY: [Tom Preston and Sennet Roy] (1925) 
PRINCESS THEATRE TRIO, THE: [See The Bridge Theatre Trio] 
PROVEANIES, THE: Trick cyclists (1916) 
PRY, PAUL: Child singer (1919) 
 
 
 
QUAINT Q QUARTETTE, THE: (1920) 
QUARTLEY, REG:  (1920s) "Reckless Reggie Quartley and his brilliant company of Singers and Dancers (billed in  
  1934 for George Lloyd Revue Co."  
QUEER QUARTETTE: (1920) 
QUINE, ROX: (1923) 
*  QUINNE, GRACE: Singer (1915, 1918-21, 1926) 
 
 
 
RACHE, BERT:  Composer/music director/musician (1918) 
RACOON TROUPE, THE: Acrobats/tumbling (1910, 1921) Aka The Racoons. Also known to perform with a dog,  
  Toby (ca.1910). 
RADISKIS, THE: Wire-walkers and comedy jugglers (1917) 
RAIE, HAL: (1921) 
RAINBOWS, THE FOUR: Soubrettes/dancers (1929) Mo's Merrymakers Qld tour: 1929. 
RAINER, EDWARD: (1914-15) 
RAINER, KITTY:  (1910, 1914) 
● RALEIGH, ALF:  Acrobat/singer/comedian (1909-10) 
*  RALEIGHS, THE:  [Alf Raleigh; wire walker and stilts/woman; singer] (1914-16, 1918) Comedy wire act with singing  
    laundry maid.    
● RALPH, BERT:  (1910) 
*  RALSTON, "JACK" JOHN:  Operatic baritone/patter (1909-11) NSW/Qld tour: 1911. 
RAMBLERS, THE SIX: (1927) 
RANGER, FLORRIE: (1915) 
RANGER, STELLA: (1915) 
RAISEA: Magician. (1920, 1922) 
RATTERY, JAMES: (1918) 
RAY, BERT: (1917, 1921) Led his own Pantomime Co, ca.1924 (troupe incl. Arthur Elliott and Bertha Beaumont). 
RAY, DELLA AND DOREEN: Jazzy eurhythmics act (1924) 
RAY, REG: (1917) 
RAY, VIVIAN: Soprano (1920) 
RAY AND GRAY:  (1916) 
RAY AND OLGA: Songs and patter (1917, 1921) 
RAYE, ETHEL: (1920-21) 
RAYE, HAL: (1921) 
RAYMOND, ROBERT ‘BOB’: Baritone (1918, 1927, 1929) Mo's Merrymakers Qld tour: 1929   
RAYMOND AND GREEN: (1922) 
RAYNE, ALMA: (1918) 
RAYNOR, KITTY: (1914) 
*  RAYNOR, WILL: English tenor/descriptive singer/illustrated singer/patter/comic (1910-11, 1916, 1920-21) NSW/Qld  
    tour: 1911.  
RAYNOR AND BRENNAN: (1925, 1926) 
● READ, STELLA:  (1909) 
READE, MAY:  Singer/Illustrated singer (1907, 1910) NSW/Qld tour, 1910. 
*  REDGRAVE, ROY: Sketch writer/actor/comic/journalist (1917) Also appeared in White Australia (Randolph Bedford  
    – Australian writer), June 1908.  Appeared in The Hayseeds (Beaumont Smith film) 1917 as Dad Hayseed. Wrote  
    The Story of Waterloo, 1917. 
REECE GIRLS, THE: (1922) 
REEVES, HAROLD: (1915) 
REEVES, PEARL: (1918) 
● REID, MAY:  (1907, 1910) 
*  REINE, VALMA: Singer/patter/juggling (1917-18, 1920, 1922-23) Performed solo and with partner, Drew. 
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● REIS, FRANK:  Actor/manager/director (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal  
    Standard (Syd), 1910. 
● REIS, ROLAND:  (1910) 
    REMA, RENIE: (1918) 
*  REMBY, KITTY:  (1914-15, 1918) Also partnered Joe Lashwood, 1914. 
REMONA: Mentalist. (1922) 
RENAUX GIRLS, THREE: [aka The Three Renaux /The Four Renaux] Juvenile acrobats/dancers/singers/classical  
  poseurs  (1915-18, 1921) 
*  RENE, ROY: Comic/impersonations (1913-14, 1929) NSW/Qld tours: 1913 ,1929 (Mo's Merry Monarchs)  
RENNIE, BILLIE: (1925) 
RENO BROTHERS JAZZ BAND, THE: (1925) 
  RENOS, THE: (1919) 
RENTON, BARBARA:  Singer (1909) Wife of Harry Shine. Shine was also married to Violet Elliott at one stage. 
RENTON AND ELLEN: (1927) 
REVELLERS, THE: (1916) Vocalists: Colin Campbell, Harry Clay, William Everard, Florence Hartley, Vera Murray,  
  Dot de Vere; comics: Billy Maloney, Arthur Tauchert, Ted Tutty. 
● REYES TRIO:  (1907)  
REYNOLDS, GEORGE:  Advance rep (1913-14) NSW/Qld tours: 1913, 1914. 
*  REXO: juggler. (1914-16) Aka The Rexos. 
*  RHODES, PROF T.W:  Pianist/M Dir. (1901-1912) NSW/Qld tours, 1901, 1904-05, 1912. Arrived in Australia in  
    1885 under contract to Harry Rickards and remained in the country up until his death in 1918. Engaged as M Dir.  
    for Harry Rickards (ca.1885-86, 1891-92); Cogill Bros (ca.1888); Dan Tracey (1891-92); Bondi Aquarium (1893);  
    Coogee Aquarium (1893/98); M. L. Raphael (1899). 
RHODESBURY BROTHERS: [Jack and ?] Patter comedians (1914-15) Aka The Two Rhodesbury's. 
RIALTO:  (1923) Billed as "the ace of clubs." 
RICHARDSON, MILLIE:  Staff member, NBT (ca.1917) Employed as a stenographer. 
RICKARDO, WALLY: Acrobat (1914-16, 1918) See also Heller and Rickardo. 
RICKARTS, TOM:  (1911) NSW/Qld tour, 1911. 
RIDGEWAYS, THE THREE:  Comic acrobats (1914) 
● RISBY, WILL:  (1910) 
RISDEN, JACK: Singer (1917, 1920) 
ROBBINS, F: Actor (1915) Appeared in Never Despair, NBT 1915. 
*  ROBERTS, ANDY:  Comic (1907, 1909-10) NSW/Qld tour: 1907. Appeared on the Tivoli circuit, ca.1909 
● ROBERTS, ARTHUR:  Actor (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal Standard  
    (Syd), 1910. 
ROBERTS, WINNIE: (1916) 
ROBEY, WILL: [aka Will E. Grow] (1917) Independent vaudeville manager ca.1917-18 (circuit included Gaiety  
  Theatre, Oxford St and Gladesville). Operated own signwriting business ca.1920. 
*  ROCHELLE, AMY:  Soprano/pantomime principal boy/child impersonations (1914-19) NSW/Qld tour: 1915.  
    Married to Harry R. Kitching (Australian Variety editor). Principal boy with Fullers from 1919. Appeared with Jim  
    Gerald Co, ca.1928 and Fullers "Novelettes" Revue Co, 1929.  
*  ROCKLEY, ALF:  Acrobatic comedian (1909) NSW/Qld tour, 1909.  Also partnered brother Walter as The Rockley  
    Brothers in the 1890s. 
*  ROCKLEY, LILLIAN (LILY): Soubrette/singer/dancer (1914) NSW/Qld tour: 1914 (with Wal Rockley) Worked as  
    solo act and also with father Wal Rockley. Toured USA with Olga Pennington as The Australian Sapphires 1919-21  
    performing in musical comedy. 
ROCKLEY, PEGGY: (1920) 
*  ROCKLEY, WAL (WALTER): Singer/comic (1914-23) NSW/Qld tour: 1914. Also partnered brother Alf as The  
    Rockley Brothers ca.1890s, and later with daughter Lillian. Wal Rockley Revue Co, 1915 - with Lillian Rockley,  
    Lulu Eugene, Bert Corrie and Dot Ireland 
*  ROCKLEYS, THE: [Wal and Lilly] (1914) 
● ROCKS, HARRY: (1910) 
● ROGERS QUARTETTE, THE:  Singers  
    ROLLING ROLLOS, THE:  Illuminated skating act, using one wheel skates (1925) 
*  ROLLOW, WILL: Melbourne comedian/specialty artist (1908, 1915-17, 1923) NSW/QLD tours: 1908, 1916.  
    Appeared with Royal Musical Comedy Co, 1915. 
*  ROMAINE, JIM: Comic/singer (1919-23) Billed as a "returned soldier comedian" in the Tom Dawson mold, and  
    described as a  scarecrow looking digger. Known to run close to the crude line of comedy. 
  ROMAS, THE MIGHTY: (1917) 
    ROONEY, ALMA: (1918) 
    ROONEY, ARTHUR: (1918) 
    ROONEY, JOHN: (1917) 
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*  ROONEY, ROSE:  [See Rose Gray] 
  ROPER, MADAME: (1915) 
    ROSE, ETHEL: Singer. (1920-22) 
    ROSE, JOE: (1918) 
  ROSE, MYRTLE: (1917) 
    ROSE, NELLIE: (1917) 
    ROSEHILL AND ROSS: (1917) 
*  ROSIE RIFLE CO: Sharp shooters (1914, 1916-18, 1925) 
    ROSLYNS, THE: (1916) 
● ROSS, CHARLES:  (1910) 
*  ROSS, HARRY: Comic/singer/producer (1926-28) Arrived in Australia with American Burlesque Company (1913- 
    14), as a member of the Grafters Quartette. A member of Paul Stanhope's Merry Musical Burlesquers Co, ca.1915.  
    Harry Ross Revue Company, 1926. See also Keating and Ross (with wife Clara Keating). 
  ROSS’S BONNIE BOYS: (1917) 
    ROWE, BONNIE: (1922) 
*  ROWE, DR RICHARD AND MOIRA: Magician/mystic act (1914-15) Richard Rowe an ex Victorian jockey. Born  
    1880. Card manipulator, spiritualist. Started in vaudeville, 1895. Moira; mystic/spiritualist. Lessee of Coronation  
    Theatre Bondi Junction, ca.1915. With Birch and Carroll in Qld, 1916. Toured China, Indonesia, Far East, 1916-17. 
    ROWE, THEA: [Thea Hosking] Singer/dancer/sketch actor (1920s) 
    ROY, SENNETT: (1925) [see also Preston and Roy] 
  ROYAL, CHRISSIE:  Juvenile dance producer (1917) 
    ROYAL, DORIS:  (1915) 
*  ROYAL GRAND OPERA SINGERS, THE: (1922) 
  ROYAL MUSICAL COMEDY COMPANY: (1915) Included: Arthur Morley, Elsie Bates, Ted Stanley, Muriel  
    Willis, Beth Pascoe, Will Rollow  and The Harmonious Four. 
  ROY AND OLGA:  (1917) 
    ROYALS, THE FOUR: Female troupe (1922) 
*  ROX, JOE: Comic/revusical producer and manager (1905-06, 1914-22, 1926) NSW/Qld tour: (1905-06, 1914-15).  
   Born Joseph Toon (cousin of Harry Rocks and married to Nina Gonzales). Possibly performing under the name Joe  
 Toon pre-1905. Engaged by James Brennan for several years from the opening of the National Amphitheatre.  
 Also regularly engaged by managers such as J. C. Bain, Percy Dix and Harry Barrington. 
  ROZELLE AND ROSS: (1917) 
  RUDDLE, BILL:  (1917) 
  RUDDLE FAMILY, THE: [Bill, Olive and ?] (1914, 1916-19)  Aka The Ruddles / The Three Ruddles / The Three  
    Ruddles and the Miniature Charlie Chaplin, 1917. 
● RUSSELL, JACK:  (1910) 
  RUSSELL, LORRAINE: (1918) 
    RUSSELL, TED: Tyroleon singer (yodelling) (1918-20) 
    RUSTY: (1927) Solo act and briefly on-stage partner of Clara Keating. 
  RYAN, PERCY: (1915) 
    RYAN, WINNIE:  Singer (1915, 1917) 
 
 
 
*  SADLER, BILL:  Mngr (1918-28) - North Sydney Coliseum from 1918 / NBT ca.1928. Brother of Harry Sadler.  
    Believed to be the man who came up with the name "Mo" for Stiffy and Mo. 
*  SADLER, HARRY:  Comic/singer/entrepreneur (1903-1913). NSW/Qld tour: 1912. Mngr/lessee of the Princess  
    Theatre 19167-17 (with Jack Kearns); 1918-19 (with Andy Kerr). Brother of Bill Sadler.  
  SATINETTOS, THE: Novelty act (1918) Studies in silk and satin. 
● SAUNDERS, TOM:  (1907, 1910) 
    SAUNDERS AND MARCELLE: Singers (1921) Performed variety of styles from ragtime to opera. 
    SCARFE, OLGA: (1917) 
  SCOTT, GREAT:  See Great Scott 
*  SCOTT, HAL: Singer/straightman (1919-22, 1925-27) "Conversationalist" in minstrel first part, 1922 / see also Scott  
    and Graham. 
    SCOTT, RAY: (1925) 
  SCOTT AND ALLNER: [Ethel Scott and Amy Allner] (1917) 
*  SCOTT AND GRAHAM: [Hal Scott and Connie Graham] (1922-23, 1925-27) Partnership formed in 1922 with  
    Fullers engagement, specialising in character studies. 
    SCOTT AND LESLIE: (1920) 
    SCULLY, GEORGE: Comic (1919)  
  SCULLY, TONY: (1918) 
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    SCULLY, VINCENT:  Actor (1909) Engaged for Walter Bentley Qld tour: 1909. 
    SEARLE, NELLIE: Motto song singer (1912) NSW/Qld tour: 1912. 
    SELBURN:  Juggler/equilibrist (1921) 
    SELINI:  Marimbaphone player (1924) 
● SELLS, JAMES:  (1905) 
    SELWAY DUO, THE: (1920) 
●  SELWYN:  (1910) 
  SENNETT ROY: [see Armitage and Sennett Roy / T. Preston and Sennett Roy] 
   SENOR ROGER: Tenor (1921) 
    SEYFFER TWINS, THE:  (1914-15) 
    SEYMOUR, MARJORIE: (1927)  
  SHAND, ERNIE: Acrobat (1918) 
*  SHAND, RON: Patter/acrobatic dancer (1926) Appeared with Jim Gerald's Co, ca.1929. Original cast member of The  
    Sentimental Bloke, 1961. Married to Letty Craydon. 
*  SHAND AND SHAND: Comic acrobats (1917) 
  SHAND, HELLER AND SHAND: Acrobats. (1916)  Two males and one female 
*  SHARRETT, GEORGE: Singer/comedian/revue writer (1915-16, 1920)  See also Sharrett and Lang. Wrote Hello  
    Newtown, revusical (Jan. 1916, NBT). K-Nuts producer (Reg Thornton's troupe), ca.1920. 
*  SHARRETT AND LANG: [George Sharrett and Annette Lang] Singers/comedians (1915-16, 1920) 
    SHAW, EMMIE: Singer/dancer (1917) 
  SHAW, SYBIL: (1917) 
  SHAW, WINNIE: (1917) 
    SHEILDS, JACK:  Yorkshire comic (1914) 
  SHEPPARD, WILL: Musical act (1917) 
    SHEPPARDS, THE MUSICAL: (1917) 
*  SHERMAN, CHARLES L: American comic pianist (1924-25) Also partnered George H. Ward, ca.1920. 
*  SHERWOOD, CURLEY: Soubrette (1925) 
  SHETTLE, PERCY: (1915, 1918) 
    SHETTLE, VERA:  (1915) 
  SHIMA AND SADIE: Ju jitsu experts (1915) 
*  SHIPP, LES: Comic/singer (1910, 17-19, 1926-27) Son of Edwin Shipp and Minnie Love. 
*  SHIPP AND GAFFNEY: [Les Shipp and Jim Gaffney] Singers/comics/dancers (1913, 1917-18) Billed as the "boys  
    from Potts Point and the 'Loo." 
* SHIPP AND HANLEY: [Les Shipp and Nat Hanley] Comics/patter/singers/music (1915) 
*  SHIPP AND LITTLE: [Les Shipp and Harry Little] 
*  SHIRLEYS, THE MUSICAL: (1921) 
    SHRIMPTON, ?:  (1924) 
* SIDNEY, FRANK AND COMPANY:  Acrobat/novelty jumping act (1916, 1920) 3 performers. NB: spelling often  
    alternates between Sydney and Sidney. 
    SILBINES, THE: Illusionists (1918) 
● SILVA MIDGETS, THE:  (1910) 
  SILVESTER, GEORGE: (1918) 
    SILVINIS, THE:  Illusionists/mesmerists (1907, 1915-16, 1918) 
    SIMPSON, JULES: Actor (1914-15) Appeared in Humanity, NBT 1914-15. 
  SINCLAIR, EVA: (1916) 
  SINCLAIR, OLIVE: (1915) See also Vernon and Sinclair. 
    SINCLAIR, ROSA: (1920) 
    SINCLAIRS, THE: Equilibrists (1921, 1923) Aka Sinclair Bros 
    SKINNER, ALMA: (1924) 
  SKINNER, CHARLES: (1915) 
*  SLAVIN, ART: Comic/revue writer and producer (1910, 1915-19, 1921, 1924-25) NSW/Qld tours: 1917, 1918.  
    Married to Lily Thompson. See also Slavin and Thompson / Gadabout B-hoys. 
*  SLAVIN AND THOMPSON: (1915-19, 1921, 1924-25) NSW/Qld tours: 1917,1918. 
    SMAILE, PEARL: Specialty artist/acrobatic/singer/dancer (1909, 1913) NSW/Qld tour: 1913. 
*  SMART SET DIGGERS: Revue style entertainment/female impersonators (1925) The troupe included (at various  
    times): Charles Holt, Tiki Carpenter, Ralph Sawyer, Harry Story (English pianist), Benny Verne (violin), Madam  
    Levarto (piano), Fred Whitlow, Andy Patterson, Astor, Henri Mayson, Percy Lodge, Marshall Lawrence, George  
    Helsby. 
    SMILES, FRED: (1918-19) 
    SMILES, JACK: (1918) 
    SMITH AND VERNE: [see Ethel Smith/Smith Sisters/Joe Verne] 
● SMITH, BRIGHTIE:  (1909-10) 
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*  SMITH, ETHEL:  Singer/dancer (1901, 1905-06, 1912, 1915-16) See also the Smith Sisters. 
      NSW/Qld tours: 1901 (solo) 1906, 1909, 1912 (solo). Solo act, also worked in partnership with sister May, and  
    later with Joe Verne. Daughter of Wally Smith (who, along with Joe Rox, tutored Willie Smith). 
● SMITH, FRANK:  (1907) It is not believed that this is the Frank Smith who operated the Alhambra Theatre during the  
    1880s and early 1890s. It is also not clear if this Frank Smith was the same person who operated Queen's Hall (Syd)  
    ca. 1905) or the violinist performing ca.1920. 
  SMITH, FRANK: Pit-band violinist (1920) Performed with Queenie O'Brien. 
  SMITH, JACK: Juvenile singer (1920) Aka Jacky Smith. 
  SMITH MAY: (1905, 1920) [See also Smith Sister] 
  SMITH FAMILY, THE: Singers/dancers (1914) 
  SMITH SISTERS, THE: [Ethel and May] Singers/dancers (1905-06, 1909-10) NSW/Qld tours, 1906, 1909.  
  SMITH, WILLIE:  (     ) Billed as "Little Willie" (his height was 3'4") NB: primary source reference, no date given. 
  SNOOKER AND POOL: [Billy Mack and Jack West] Balancing billiardists (1916) 
  SOLOMON, DOLLY: Soubrette. (1918-19, 1921) 
  SOLOMON, KITTY: (1917) 
* SORLIE, GEORGE: Singer/actor/acrobat/entrepreneur/baton swinger etc (1905, 1917-19)  
  SOUTHWELL, LOTTIE: Serio/comic (1906) NSW/Qld tour: 1906. 
    SOUTHY, DICK:  (1916) 
    SPARKS, THE FOUR: (1922-23) 
    SPARKS, JACK: Double-voiced entertainer (1924) 
  SPARKES, GEORGE: (1915) 
  SPAUL, VERA: (1920) Solo dancer with the Five Georges. 
  SPEARS, LILA: (1916) 
  SPEED, BILLY: Trick cyclist (1915-16) See also Keldine and Speed, 1915. NB: Not blackface minstrel W. H. "Billy"  
    Speed 
*  SPENCER, HUNTLEY: African American tenor (1916) Originally with the Era Comedy Four. 
  SPENCER AND SPENCER: Mindreaders/mathematical calculations (1921) 
  SPRECKLES: Burlesque cartoonist/ball bouncer (1914) 
    SPUD: Comic (1914) 
*  STAGPOOLE, ALEC: Entertainer/Clay's scenic artist/property builder (1915- ) See also daughters Elvie, Stella, and  
    brother Ted "The Stagpooles."  
*  STAGPOOLE, ELVIE: Dancer/singer/ukulele player (1915-16, 1919-21, 1924-27)  
   - Married to Charles Delavale whom she partnered in sketches. 
    STAGPOOLE, STELLA: (1916) 
*  STAGPOOLES, THE FOUR: [Ted, Stella, Elvie and Alec] (1915) 
    STAIG, F:  (1917) 
  STAIGS, THE:  Comic cyclists (1915) Act included at one stage "football on bicycles." 
    STAMPINI:  (1915) Billed as the "Steel skinned marvel." 
● STANFORD, CHARLES:  Actor/entrepreneur (1910) Charles Sanford's Dramatic Co played a season at Clay's Royal  
    Standard (Syd) in 1910. 
*  STANHOPE, PAUL: American revue artist/manager (1920) First toured Australia with the American Burlesque Co,   
    1913-14. Operated the Paul Stanhope Musical Burlesque Co, ca.1914-15. Stanhope and Delavale Revue Company,  
ca. 1921-22. 
*  STANLEY, KITTY: Soubrette/comic (1914, 1917-19) NSW/Qld tour: 1914. See also Pagden and Stanley. 
  STANLEY, MURIEL: (1915) 
    STANLEY, SID: (1922) 
*  STANLEY, TED:  Comic/dancer/manager/revue producer (1911, 1915-23, 1928) NSW/Qld tour: 1911.  Described as  
    a  diminutive comic (4' 5" tall). Appeared with the Royal Musical Comedy Co, 1915. Operated the Ted Stanley  
    Revue Co, ca.1918.  Partnered Elvie Stagpoole in contemporary dances, 1919. / Clay's manager, 1921. Appeared  
    with Tattlers Co and Paulastros Boys Co, 1930. 
STANLEY AND BURGESS: (1916) Billed as "the long and short of vaudeville." [possibly Ted Stanley and Harry  
  Burgess]. 
    STANWAY, JESSIE:  (1918) 
*  STARRS, THE THREE: Serios/dancers/ acrobatics (1914, 1916)  NSW/Qld tour: 1914. Sisters Stella, Rita and Vera  
    Gallagher (from Sydney).  Act began in 1904. Known for their 'butterfly' specialty. Starr is the maiden name of the  
    girls mother. 
  STEELITE SAM: (1920) 
  STELLA: (1920) 
  STEPHENSON, GEORGE: (1915) 
● STEPHNO, CECILIA:  (1907) 
  STERLING AND LOVE: [Leo Sterling and Addie Love - husband and wife] English musical comedy sketch artists  
    (1918, 1920). Addie Love; contralto / Leo Sterling; singer/musician. 
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  STERLING, DAVE: (1915) 
    STERN, SAM: (1922) 
    STEVENS, OLIVE: (1916-18)  See also Olive and Connie/Mason and Stevens. 
    STEWART AND DELWYN: [Cel. Delwyne and ?] (1922-23) See also Cel. Delwyne 
*  STEWART AND LORRAINE: American comic music act/multi-instrumentalist act (1916-19) Aka The Stewart- 
    Lorraine Trio, ca.1916. 
   STEWART, DORIS: Singer (1914, 1917-18, 1921) 
    STEWART, JIMMY: Conductor/M Dir. (1918) Replaced Percy Davis as Clay's senior music conductor. 
    STEWART, MAUDIE: Singer/character artist/Coster songs (1912, 1917, 1922) NSW/Qld tour: 1912. 
● STEWART, REG:  Actor (1915) Appeared in "The Execution of Nurse Cavell" sketch, NBT. 
  STIRLING AND ROB: (1922) 
● ST JOHN, OLIVE:  (1910) 
    ST. LAWRENCE, BERTHA:  Sketch artist (1903) NSW/Qld tour: 1903. 
    ST. LAWRENCE, TED:  Sketch artist/endman (1903)  NSW/Qld tour: 1903. 
* ST. LEON’S TRIO: [Reg, Syl and Mervyn] Acrobats/jugglers (1924)   
  STOFF, LIETENANT:  Military ventriloquist (1916) 
● STONEHAM, DOLLY:  (1910) 
  STRATTON, GUS: Scottish comedian (1913) NSW/Qld tour: 1905. 
    STRONGS, THE: (1922) 
  STROUDER, KATHLEEN: (1920) 
    STUART, DON: Magician (1926) 
    STURGEON, "SNOWY":  Bouncer (n. yr) An ex-boxer, he worked at the Coliseum Theatre. 
● STYNE, ROBERT:  (1910) 
*  SULLIVAN, "LITTLE" CLAUDE: Child singer (1905, 1907) NSW/Qld tour: 1905. Ex-Pollard's Lilliputian Co. 
    SULLIVAN, RITA: Singer (1921) 
*  SUMAS: Musical items, recitations, dancing axes, musical spoons etc (1922) Billed as the "Canadian backwoodsman." 
  SUTTON, TED: (1917) 
    SUTTON, VERA:  (1915) 
  SUTTON AND JAMIESON:  (1915) 
    SWEET, NINA: (1921) 
    SYDNEY, STELLA: 1919 
    SYDNEYS, THE: (1920) 
*  SYLVANEY, ELSIE: (1925) Appeared on the Fullers circuit, ca. 1924. 
    SYLVANEY AND SCOTT: (1927) 
*  SYLVESTER, DAISY: Singer/dancer (1914, 1916-18, 1920-21) Appeared on the Tivoli circuit, 1905. Known for her  
    toe-dance and Scottish dances.    
    SYLVIA:  (1915) 
    SYMONDS, NANCY: Singer/balladist (1910) 
 
 
 
*  TAFT, HARRY: English comedian (1926) Billed as "The M.P. of Vaudeville and Laughter." 
    TAGALA, MADGE: (1917) 
*  TALMA, AL: Magician (1925) Billed as the "talking trickster". 
    TANDY, VERA:  (1914-15) 
   TASSO: (1922) 
*  TAUCHERT, ARTHUR: Comic/filmactor (1910, 1914-16, 1919, 1922) Brother of Ida Tauchert (Mrs Jack Kearns /  
    aka  Ida Rosslyn). Also known as "The Sentimental Bloke" from 1919 onwards, after his most famous screen role.  
    Starred in at least eight other films between 1919 and 1931. See also Delavale and Tauchert.  
    TAYLOR, CHARLES: Actor/manager/writer (1914-15) Appeared in Uncle Tom's Cabin, NBT 1914; Never Despair  
    and Slaves of London, NBT 1915. Charles H. Taylor's career goes back to the late 1860s/early 1870s. He appeared  
    in countless Australian-written productions, including works by Garnet Walch and Marcus Clarke. Taylor and  
    Carrington toured their own theatrical troupe around Australia and New Zealand during the 1890s and 1900s.  
    Taylor also wrote a number of dramas and musical comedies himself. See also Ella Carrington. 
   TAYLOR, ELOISE: Soprano (1917) 
  TAYLOR, IRIS: (1916) 
    TAYLOR, PERCY:  Gaiety Theatre manager (1920-22) 
  TAYLOR, RONNIE: Instrumentalist (1920) 
  TAYLOR-COLEMAN PANTOMIME COMPANY: [Harry Taylor and Alf Coleman] (1919-20) 16 members in the  
    troupe. Prior to Clay's circuit undertook a Qld tour (with Jack Campbell as advance rep, approx Aug-Dec 1919). 
  TEAGUE, JOE: (1919) 
    THEODORE: Juggling illusionist (1925) 
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*  THOMAS, DAN:  Revue producer/host/dame impersonator/journalist (1925) 
*  THOMPSON, LILY: (1915-1924) NSW/Qld tours: 1917, 1918. Married to Art Slavin, sister of Maisie Pollard. See  
    also Slavin and Thompson. Ex-member of Pollards Lilliputian Co, and Pollards Juvenile Opera Co. 
*  THOMPSON, LYLA:  Serio and character singer (1910, 1914-15, 1918-20) NSW/Qld tours: 1910, 1915. See also  
    Thompson and Montez 
  THOMPSON AND MONTEZ: [Lyla Thompson and Olga Montez] Duettists (1918-20) 
  THOMS, MISS: Actress (1915) Engaged for Never Despair, NBT 1915. 
*  THORNTON, REG [THE KANGAROOSTA]: Comic/revue producer (1918-19, 1921-22, 1925) Husband of Doris  
    Thornton from the Tilly and Doris team. 
    THORPE, MAY: (1918) 
*  THURBER AND THURBER:  The American Eccentiques (1921) 
*  TILLY AND DORIS: [Tilly Menzies and Doris Thornton] Singers/dancers/acrobats/boxing/song scenas (1918, 1921,  
    1924-25) - debuted in 1907 as baby performers. Toured USA, ca.1925. Doris Thornton was the wife of Reg  
    Thornton. 
    TILLY AND ROSE: Tiny tot dancers (1917) 
  TILLY TRIO, THE: Acrobats (1920) 
*  TILTON AND WEST: [Stan Tilton and Ed West] Patter/comic singers (1916-17, 1922-23) Stan Tilton married to   
    Dolly West (soubrette). 
  TIME, MARK: English comic (1917) 
● TIMMINS, BLANCH:  (1910) 
    TINDALL, DORIS: Male impersonator/singer (1910, 1914-17, 1924-26) 
● TINDALL AND ROYAL:  (1907) 
   TOBY AND WELLS:  (1918) 
*  TOGOS, THE: Japanese performers (1918) Aka The Royal Togos. Known for their Slide for Life act. 
*  TOINTON, DORRIE: [Dorothy] serio/dancer (1924) On Fullers circuit 1915-16 (incl. Babes in the Wood). Sister of  
    Ruby Tointon. 
  TOMBOYS, THE: (1917) 
  TOMS, THE TWO: (1916) 
* TOOHEY, WILL: Acrobatic act with dog (1912) NSW/Qld tour: 1912. See also Toohey and Kitchie. 
*  TOOHEY AND KITCHIE: Tumblers, with dog (1914) See also Kitchie and Kliftie. 
  TOON, JOE [see Joe Rox] 
    TORKILD:  (1915) 
    TOSSING TESTROS, THE: (1914) 
  TRAVERS, J.L: Actor (1915) Engaged for Never Despair, NBT 1915. 
  TRENBATH, QUEENIE: (1919) Appeared with Dick Montague's Peirrots, 1919. 
    TRESCO, FRED: (1922) 
*  TREVAIL, WINNIE: Serio (1916-17, 1920) 
  TRIXIE: Novelty trick act (1918) 
    TRIXIE AND BUTTONS:  Female child contortionists/acrobats (1918, 1920) Aka Trixie and the Button Boy.  See  
    also their parents Gibson and Doreen. 
    TROMP, ADDIE:  (1915) 
    TROMP, CHARLIE: Comic/endman (1922) 
    TRUMAN'S DOGS:  (1914) 
    TRUMP, CHARLIE: (1922) 
  TURNBRIDGE AND ROSE: (1915-16) 
*  TUTTY, KATE:  (1920) Aka Muriel Eskbank.  See also Ted Tutty. 
*  TUTTY, TED: Blackface comic/bones/singer (1905-1925) NSW/Qld tours, 1905-07, 1909-10, 1913, 1915. See also  
    Chenoweth and Tutty / The Tuttys.  Also partnered wife Kate (Muriel Eskbank) / Harry Clay.   
TUTTYS, THE: [Husband and wife act - Ted and Kate] (1920) 
● TWO ROSEBUDS, THE:  (1909-10) 
    TYE, ANNIE: character artist (1915-17, 1920) See also Delwyne and Tye. 
● TYLERS, THE:  (1910) 
 
 
 
    UNITY FOUR, THE: Acrobats and tableaux dancers (1916-17) 
    UPSIDE DOWN WRIGHT:  (1917-18) 
    UREN, FRANK: Juggler (1916) Billed as "The Lightning Club Juggler." 
    UTTION, BETTY: (1917) 
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  VAL WITH HIS PAL BILLIE: (1927) 
  VALENTINE: Ventriloquist. (1920) 
    VALLI, JOE: Comic/comedy company producer (1916, 1921) Joe Valli's Musical Comedy Co (see Tickets Please,  
    1916) 
    VANE, LANCELOT:  Actor (1908-09) Dramatic Co Qld tour, 1908; Walter Bentley 1909 Qld tour.  Brother of Jim  
    Gerald and son of S.A. Fitzgerald. Appeared with Jim Gerald Co, ca.1928 (along with Amy Rochelle and Letty  
    Craydon). 
    VAUDE, LALLA:  (1918)   
*  VAUDE AND VERNE: [Charlie Vaude and Will Verne] Patterologists (1915, 1923) Real names Charles Ridgeway  
    and Will Barrington. Charlie Vaude was married to vaudeville performer Lilias Burt (first wife). 
    VAUGHAN:  "Twisty novelty man" (1922) 
    VERDON GIRLS, THE HARMONIOUS: (1922) 
    VERE, DOT DE: (1916) See also the Revellers. 
    VERE, MAY DE: (1918) 
    VERNADE:  Hand balancing/equilibrist (1914, 1916) 
*  VERNE, JOE: Dancer/comic (1912, 1915-16, 1923) Partnered Bert Corrie as Corrie and Verne / brother of Priscilla  
    Verne. See also Austral Trio 
  VERNON, LOU: (1915) See also Vernon and Sinclair. 
  VERNON AND GIFFORD: (1919) 
  VERNON AND REID:  Balancing act (1916) 
  VERNON AND SINCLAIR: [Lou Vernon and Olive Sinclair] (1915) 
    VESTO AND JULLYAN:  [Violet Jullyan and ?] Jugglers. (1917) 
● VICTOR: Ventriloquist (1907)  
    VICTOR THE GREAT: (1916-17, 1920) 
    VIENNE, DOT DE: Society entertainer (1916) 
    VILLIERS, CHARLES: Actor (1914-15) Engaged for Uncle Tom's Cabin NBT 1914; Never Despair and Slaves of  
    London, NBT 1915. 
    VINCENT, CHARLES:  Actor/sketch artist (1918) 
    VINCENT, WALTER: Actor (1914-15) Engaged for Uncle Tom's Cabin, NBT 1914; Slaves of London NBT 1915. 
*  VIOLET AND VERNON: Balancing/dancing (1918) See also Lou Vernon / Vernon and Gifford / Vernon and Reid /  
    Vernon and Sinclair. 
    VIVIAN AND DUNN:  (1926) Worked in USA 1924-25. Vivian-Dunn Troupe (ca.1927) - an ensemble of young  
    dancers  under the direction of Vivian and Dunn. 
  VIVIANS, THE:  [Madge and Marie] (1910, 1917)  
* VOCKLER, ERN: Dancer/singer (1914-16, 1920) Known as "the Australian Charlie Chaplin." See also The Delavale  
    Brothers 
* VOCKLER, LILY: Motto balladist/actress/serio/soubrette/pantomime principal boy (1909, 1912, 1915-16, 1919-20,  
    1923, 1926, 1928) Wife of Ern Delavale, whom she partnered, and sister of Art Martell (Australian boxer) and      
    Ern Vockler. 
    VOCKLER,  ?: (1926) 
    VORNS, THE:  Motor sensation (1924) Their act included an aeroplane (?) 
 
 
 
  WAINE, PINKY:  (1919-22) 
  WAH LEAH: Chinese magician (1921) 
   WAITE, CHARLES: Comic/singer/straight man (1907, 1917) See also Waite and Weight. 
  WAITE AND WEIGHT: [Charles Waite and George Pagden] Comics (1917) 
    WAKEFORD, CISSY: (1905) NSW/Qld tour: 1905. 
    WALDON, VERA: (1918) 
*  WALDRONS, THE: [Joe and Ettie Waldron] English comics/patterologists (1915) Fullers, 1914. Joe Waldron took  
    over lease of Coronation Theatre Bondi Junction, Feb 1915. Parents of Billy Watson. 
    WALFORD, CLARE: M Dir./pianist  (1913,1920) NSW/Qld tour: 1913. M Dir: Paris Gardens, Manly 1920. 
    WALKER AND CAMPBELL: Jugglers/racquet spinners and silver wire (1917) 
  WALKER, DRIVER: (1919) 
  WALKER, ETHEL: (1916) 
    WALKER, FLORENCE: (1916-17) 
    WALKER, GEORGE: (1920) 
*  WALKER, WHIMSICAL: Trick cyclist (1916, 1918-19) Fullers 1918, France, 1919. 
  WALLACE: juggler. (1920) 
  WALLACE, BABE:  (ca.1924) Sister of George Wallace, who Charles Norman recalls "worked around the Clay  
    circuit... she and I did songs and dances and patter together."     
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*  WALLACE, GEORGE: Comic/revue producer/film actor (1919-1924) Partnered Dinks Paterson as Dinks and Oncus,  
    1919-21. George Wallace Revue Co.  
*  WALLACE, GEORGE JNR: (1927) As a child he was known as Wee Georgie Wallace. Son of George Wallace. 
    WALLACE, LADE: (1918) 
    WALLACE, OLIVE: (1924) 
    WALLACE, RUBY: (1910, 1915, 1917) 
  WALLACE, SAM: (1918) Also one of the Wallace and Clark team. 
    WALLACE, WILL "PIPECLAY":  (1904, 1915) NSW/Qld tour: 1904. Aka The 'Black Diamond'. 
  WALLACES, THE TWO: [George Wallace and wife] (1919) 
    WALSH TRIO, THE: (1920) 
    WALSH, ALEN:  Baritone (1926) From Adelaide. 
  WALTERS, EVAN: (1919) Engaged for Dick Montague's Pierrots, 1919. 
    WALTERS, LULU: (1918) 
    WALTON, ALICE: Singer. (1917-18) 
    WALTON, GEORGE: Comic (1917-18, 1921) 
    WALTON, MAY:  (1918) 
    WALTON, VERA: Contralto/balladist (1915-18) 
    WALTON, WATTY: Patter/dancing/acrobatics (1920, 1924) 
    WALSH AND WALSH: (1921) 
● WARATAH DUO, THE:  (1910) 
*  WARD, GEORGE "H": Revue writer/impersonator/revue company (1924, 1928) Aka Little Hermie Ward. American  
entertainer who partnered Charles L. Sherman in the Sherman-Ward Revue Company, ca.1920. Revue company in 
1929 - troupe included Bert Le Blanc, Charles Sherman, Curley Sherwood, Winnie Edgerton. 
*  WARD, LALLA:  Singer (1917-19) 
  WARNE, BERT: (1915, 1917, 1919) 
    WARNE, DAVE: Character artist (1917-18) Secretary of the Green Room Club, 1914. 
● WARNER, CORA:  Actress (1910, 1915) Appeared with Charles Stanford's Dramatic Co at Clay's Royal Standard  
    (Syd), 1910.  Appeared as Nurse Cavell in "The Execution of Nurse Cavell" sketch, NBT. 
    WARREN, MOLLY: (1921) 
  WARREN AND ST LEON: Jumping and knockabout act (1914) 
  WATLING, TINE BABY: (1918) 
  WATSON AND WALDRON: (1918) 
*   WATSON, BILLY: Black-face/comic/revue writer (1915, 1917-18) Partnered Vera Waldron ca.1918 (wife?). Son of  
    Joe and Ettie Waldron. 
  WATSON, C.E: Actor (1915) Engaged for Never Despair, NBT 1915. 
    WATSON, SCOTT:  "The wonder drunk" (1924) 
  WATTS, ARTHUR: Actor (1915) Engaged for Slaves of London, NBT 1915. 
    WATTS, JACK: (1920) 
  WATTS AND MAURICE: (1920) 
    WEATHERLEY, LILLIAN: (1920) 
    WEATHERLY, ZIRDA: (1920) 
    WEATHERLY TRIO, THE: [sisters] (1920, 1927) NSW/Qld tour: 1927.  Billed as "the boneless wonders." 
  WEBB, CLAUDE E:  Advance Rep. (1909) Walter Bentley Qld tour: 1909.   
  WEBB, MASTER: Singer (1917) 
  WEBB, PEARL: (1919) 
*  WEBBER, FRED: Comic/singer/cornerman/pianist/ragtime singer (1918) Also played cornet. Married to Dorothy  
    Ryder (sister of Evelyn Dudley) NZ 1924. Fullers 1924. 
*  WEE DARRELL: Child acrobat/contortionist (1916-17) Also worked with Little Verlie / student of Lillian Ross from  
    age of three. 
    WEEKES, RALPH:  Drummer/songwriter/arranger (1914-18) Wrote "How I Beat Jack Johnson" for George Sorlie,  
    1917. 
  WEIR, JOHNSTONE:  actor/recitations with slides (1909, 1917) Walter Bentley Qld tour: 1909. Australian Actors  
    Association President. 
*  WELDON, DAN: Baritone (1913) NSW/Qld tour: 1913. Married to Nellie Morrison (soubrette/serio). 
  WELLS, BILLY:  (1916) 
    WELLS, NITA:  (1918) 
  WELLS AND CLIFTO: (1917) 
  WELLS AND REVO: (1919) 
*  WELLS AND DELLS:  Roman rings/comedy act (1919-22) 
  WENBAN, BEATRICE: (1919) Appeared with Dick Montague's Pierrots, 1919. 
  WEST, EDDIE:  (1916) 
    WEST, GRAFT:  Comedian/dancer (1909) 
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    WEST, HENRY: Actor (1914-15) Engaged for Humanity, NBT 1914/15. 
    WEST, JACK: Hand-balancing (1916) See also Snooker and Pool, with Billy Mack. 
  WESTON, HAZEL: Singer (1915) 
    WESTONS, THE THREE: (1922) 
    WESTON: Acrobat (1920) Known for hand walking. 
  WESTON, BERT: Equilibrist (1924) 
*  WESTON AND HILL: Patterologists (1915) 
    WESTONS, THE: (1910) Aka The Two Westons. 
    WEST SISTERS, THE:  (1918) 
  WHEELER, GEORGE: (1916) 
    WHELAN, ALICE: (1920) 
    WHELAN, MARY: Soubrette (1920) 
    WHISTER, FRED: Magician (1922) 
    WHITCOMBE: Aerialist and fancy skater (1925) 
    WHITE, FRED: (1922) 
  WHITE, JAMES H. "WHITIE":  Booking agency manager/entrepreneur (1916- )  
  WHITE, WILL: Coon singer/eccentric dancer (1908) NSW/Qld tour: 1908. 
● WHITEFIELD SISTERS:  (1907) 
● WHITEFORD, CISSIE:  (1907, 1909-10) 
*  WHITEHEAD, GEORGE: American baritone (1917-19) Appeared with Dick Montague's Pierrots, 1919. 
    WHITE ROSE DUO, THE: (1922) 
● WHITFIELD SISTERS: (1907) 
*  WHYTE, WALTER:  Actor/singer (1908) Dramatic Co Qld tour: 1908. Previously with 1905-06 Gilbert and Sullivan  
    Co, along with John Ralston and Dolly Castles. 
    WHIZZ BANGS, THE: (1927) 25 artists on stage for 40 minute turn. 
*  WIDGERY, BOBBY:  Comic (1902) NSW/Qld tour, 1902 (2nd leg).  Billed as "the pocket comedian" (3'4" tall)   
    WIGGINS, BERT: (1922) 
  WILLANDRAS, THE: Comic cyclists (1915) 
  WILLIAMS, BESSIE: (1916) 
    WILLIAMS, BILLY: (1916) 
    WILLIAMS, ERNIE: Singer (1916) Ex-boxing industry. 
    WILLIAMS, HARRY:  Singer/dancer (1911) NSW/Qld tour: 1911. 
    WILLIAMS, JACK F: Comic/dancer (1902, 1909) NSW/Qld tour: 1902. 
● WILLIAMS, OSCAR:  Actor (1910) Appeared with Charles Stanford's Dramatic Co at the Clay's Royal Standard  
    (Syd), 1910. 
    WILLIAMS, REG: (1909) 
    WILLIAMSON, GEORGE: (1920) 
    WILLIS, HARRY:  Ventriloquist/musician (1909-10) NSW/Qld tour: 1910. 
    WILLIS, MURIEL: Singer/dancer (1915) Appeared with the Royal Musical Comedy Co, 1915. 
*  WILSON, ALFRED 'REDHEAD': Comic/acrobat/journalist (1916-17) NSW/Qld tour: 1917. Also partnered Tom  
    Rees as "The Two Don Juans" ca.1917. Previously in the comedy acrobatic team, Morris and Wilson (ca.1910). 
    WILSON, BERT: Comic/end man/society entertainer (1917-18, 1922) 
    WILSON, DIANA: (1920) 
    WILSON, JACK: (1920) 
    WILSON, PEGGY: (1915, 1920) 
    WILSON, RUBE: Male juvenile singer (1920) 
    WILSON, SAM:  Singer/dancer/end man/comedian (1901) NSW/Qld tour: 1901. 
*  WINIFRED AND LUMLEY: [Winifred ? and Warwick Lumley] Dancers/comics/patter (1921) 
    WINNIE AND LETTIE: (1920) 
    WINTERS DOGS, CAPTAIN: (1920, 1922) 
    WISE, ALF: Revue comedian (1923-24) 
  WITT AND SANG:  (1920) 
  WOLLET, MRS: Actress (1915) Engaged for Never Despair, NBT 1915. 
*  WONG TOY SUN:  Australian Chinese act, with lithographs (1917) Act included Yuk Lan ("the Mystic Maid"). 
    WOODS, THELMA: Contralto/IS (1908, 1910, 1915) NSW/Qld tour: 1908. 
● WOODS, WILL:  (1907)    
  WURRIE, WY: (1924) 
*  WYNAND, WILL:  Comic/descriptive singer/character impersonator/actor (1908-10) NSW/Qld tours: 1908 Dramatic  
    Co, 1909-11 
  WYNNE, ARTHUR: Actor (1915) Engaged for Slaves of London, NBT 1915. 
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*   YASUDA, TARA: Japanese juggler. (1921) 
     YONAS:  Musician (1927) "Mello piano-accordion." 
 
 
 
  ZAILA: (1920) 
*   ZENO AND DON: Comic and inebriated dog (1922) Don, a fox-terrier, is billed as "the dog that assisted Mary  
    Pickford in Daddy Long Legs." 
*   ZIGOMARS, THE: [Matador A. and Madge Zigomar] Serbian acrobats/jugglers/balancing/ball punching (1916- 
    17, 1919-20) Madge also played saxophone. 
  ZILLAH, LA PETITE: (1920) 
    ZOL ANGUS: [Jenner and Angus] (1918) 
*  ZOLI, CHARLES: Italian comedian/impersonator (1910, 1915) Long-time on-stage partner of Victor Prince. Son-in- 
    law to Wal Cottier and Amy Blackie. Died in 1951 (approx Mar/Apr). 
 
 
 
 
 
Two of Harry Clay's Dramatic Actors 
 
 
 
 
Walter Bentley 
Theatre Oct. 1915, 49. 
(Courtesy of the Fryer Library, U of Qld) 
 
 
 
 
Roy Redgrave 
 (Courtesy of Lynn Redgrave) 
www.redgrave.com 
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MISCELLANEOUS TEXTS 
 
 
NB: The works in this appendix are included in the Australian Variety Theatre Archive as published or unpublished texts.  
New works are added whenever they are located. See http://ozvta.com/ (or at Pandora: http://nla.gov.au/nla.arc-143747) 
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"When the Baritone was waiting on the Hungry Harry Clay" 
  
                     Charles Vaude 
 
[Written by Charles Vaude to commemorate Harry Clay's initiation into the Chasers, a weekly social gathering of 
theatrical personalities on Sydney Harbour. The baritone referred to in the poem is Mel Brewer.]  
 
 
 There was bustling, there was hustling, as you've never seen before. 
 There was carrying and tarrying, from big boat to the shore. 
 There was helping hands and willing, on everything to lay, 
 When the Baritone he waited on the Hungry Harry Clay. 
 It was, "will you have a drink, sir? Would you like a cigarette? 
 Is there anything at all, sir, that I could go and get? 
 Does your hook at all want baiting? Now, you only have to say," 
 Said the Baritone who waited on the Hungry Harry Clay. 
 It was, "mind the sea is rough, sir, it is much too cold to swim, 
 If I'm lucky with my line, sir, can I put you by a bream, 
 To make you feel at home, sir, I will try to do my best, 
 I'll sit upon your lap to keep the cold from out your chest. 
 If La La cracks a joke, sir, I will tell you what to say," 
 Said the Baritone who waited on the Hungry Harry Clay. 
 "I’ll tell you what to eat, sir, inform you what to drink, 
 And when it comes to Chasers, I will just give you the wink. 
 And if Kelso starts a throwing, I will tell you what I’ll do 
 To save your Regal Presence, I will stand in front of you. 
 I've a watch here to inform you the right time of the day," 
 Said the Baritone who waited on the Hungry Harry Clay 
 "And when they go for wood, sir, don't mind Charlie Vaude, 
 You're not quite fit for climbing, just stay right here, aboard. 
 And if they call you 'loafer, which they are bound to do, 
 Just tell them I'm collecting enough wood for the two. 
 And I hope you won’t be lonely, the short time I’m away," 
 Said the Baritone who waited on the Hungry Harry Clay. 
 "Just sit yourself right here, sir, you haven’t long to wait; 
 Here's a roll and butter, a knife, a fork, a plate. 
 How would you like your chop, sir, lean, with a little fat? 
 You never 'came at' Chasers, well I’ll put you wise to that. 
 Never throw at Wangy, or he'll 'go crook' all the day," 
 Said the Baritone who waited on the Hungry Harry Clay. 
 "Would you like a little fruit, sir, banana or a pear? 
 Now, mind where you are going, for they're throwing over there. 
 Keep telling funny stories, the boys are out for fun, 
 And you can bet your life, sir, I will laugh at everyone. 
 In "Variety" on Wednesday, I've told Brennan what to say," 
 Said the Baritone who waited on the Hungry Harry Clay. 
 
 
 
                  Australian Variety 10 June 1914, 12 
 
 
 
 
 
 
 
 1047 
 
"To Variety - 1914"  
 
(To my esteemed Friend, Martin C. Brennan) 
 
        Arthur Morley 
 
 
 
 
 
        The "curtain" is up and our entrance we make, 
        To do what we can on life's stage; 
        And though p'haps a failure we've been in the past, 
        In this act we may be "the rage." 
   
        We may make a "point" that we've missed in the run, 
        Of the year that is over and past; 
        P'haps make a hit in the lines that we speak, 
        Ere the curtain is rung down at last. 
 
        Each one has his part in this drama of life, 
        Though success may reward but a few; 
        But we stand in the wings awaiting our turn, 
        And promptly respond to our cue. 
 
        Let us each do our best to please one and all, 
        Though oft-times our lot may seem hard; 
        It's a pleasure to know that our work is well done, 
        And applause is a generous reward. 
 
        So ring up the curtain on nineteen one four, 
        May all "in the business" do well; 
        May "Variety" prosper in cover of green, 
        That's all I can wish - "there's the bell!" 
 
 
 
 
 
                Australian Variety 7 Jan. 1914, 4. 
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"The Old Pro" 
 
                  Dorothy Harris 
 
 
 
 
 
          Just a poor old pro trotting along, 
          Earning a quid or two with a song. 
          Tomorrow we eat, and then we fast - 
          You wonder how long the war will last. 
          With salaries gone 'long the misty way, 
          You never know where next you'll play. 
          Your act goes punk and you can't get by 
          They say your rotten or just won't try. 
          So you pick up your courage and strive once more, 
          Smile and blink with a heart that's sore. 
 You will try to please, and strive like a Turk, 
Till some mug in the gods cried out get work. 
So you try your best and you land a job, 
While you work and swelter all day for a bob. 
The in disgust you're back in the game, 
Trying to make good, it's never the same. 
And you dream away, like the fool you are, 
 Of the time when you'll be a shining star. 
You go right on for years and years, 
Today all smiles, tomorrow tears. 
Until you're old and broken down - 
A joke for all about the town. 
You're brass goes down until you're broke, 
You've got a few years before you croak. 
So they give a concert and get a few quid, 
And rave about the things you did! 
Just a poor old pro. we end the same, 
And not a soul but yourself to blame. 
Then you give your last great show, 
You top the bill but the music's slow. 
Each one will close in the self same set, 
Six feet of earth is all you get. 
Then the curtain goes down, but it's made of clay. 
You're off the boards this time to stay. 
 
 
 
       
 
 
 
                Australian Variety  3 Feb. 1915, 7. 
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"Out of a Job" 
 
                  Anonymous 
 
 
 
 
 
A young lady writes of a broken down pro, 
 It's all to the good, as I certainly know, 
As I'm one myself, though it's nothing to blow, 
  I'm out of a job! 
 
I've shown at the Rickards and Fuller and Bain, 
And Dix, Ted Holland alas all in vain, 
I don't think that ever I'll play them again, 
  I can't get a job! 
 
I ask King Droll Howard to give me a show, 
And he says in a voice, very soft, very slow, 
Nothing doing at present, maybe I'll let you know, 
  When I give you a job! 
 
When they need a pianist, they send 'round for me, 
I get a night's work and I'm brim full of glee, 
The pros get the bird and blame poor old me, 
  I get fired from the job! 
 
I've run shows myself, please don't laugh, it's no joke, 
And most every time finished up stony broke, 
With my clothes and my jewellery put into soak, 
  And out of a job! 
 
Still, I walk around the town and they say "he's well dressed, 
He's got a good…." well you know the rest, 
(There's many a true saying spoken in jest) 
  He ain't got a job! 
 
But there'll come a day, maybe near, maybe far, 
When recognised talent is down below par, 
And the managers need a new bright shining star, 
  Then they'll give me the job! 
 
 
 
 
 
      Australian Variety 17 Feb. 1915, 16. 
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"The City of Make-Believe" 
     
          Arthur Morley 
 
 
 
A wee little girl sat playing 
Her face bore a look of despair 
She seemed to imagine her dolly was cross 
She scolded her big teddy bear 
Each toy held a charm to this girlie 
For they were part of her life 
Her little heart knew of no other delight 
She shared in their sorrows and strife 
 
She lives in a world of make-believe 
Surrounded by all of her toys 
Each doll tells a story of love to her 
Each toy beats her sorrows and joys 
She shares with her pets her own little gifts 
And when they're in trouble she'll grieve 
She's only a child and the world to her 
Is a city of make-believe." 
 
The take the daughter of fashion 
Like a butterfly scorching its wings 
Living a life of pleasure and ease 
In the charm that society brings 
Her cup is brimful of enjoyment 
A circle of light is her life 
Living for self - she never can be 
A true-hearted mother or wife. 
 
She lives in a world of make-believe 
At society's open door 
She lives for the present- no though of the    
    days 
That the future may hold in store 
The lights of the ball-room - the sparkle of   
    gems 
Are the sights that alone will please 
But sooner or later she'll find all is dross 
In her city of make-believe. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Somewhere in France there's a soldier 
Fighting for country and king 
Doing his bit for the land he loves 
Gaily he'll laugh and he'll sing 
First in the charge is our hero 
First to the guns if he can 
Fighting he lives and fighting he dies 
Just like a soldier and man. 
 
It isn't a world of make-believe 
It's a world of bitterest strife 
A fight where justice is fighting 'gainst  
 wrong 
A struggle of life for life 
Around him his comrades are falling fast 
And though he may his death-wound receive 
He fights for that woman and child he left 
In their cities of make-believe. 
 
 
 
 
 
Australian Variety 17 Dec. 1917, 4 
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"Stranded - Xmas 1897"  
  
                     Arthur Morley 
 
 
  
 'Tis a long call back - and times were bad 
 And the rain came tumbling down, 
 As we sat near the bar on that Xmas Eve 
 In a little country town. 
 
 There were only six in the show, and we 
 Were stranded - without a cent, 
 We couldn't open the hall to show 
 For just one reason - the rent. 
 
 The lady who kept the pub looked glum 
 She knew we were actors, so 
 She passed the word that they'd have to pay 
 For our tucker, or "out you go!" 
 
 But still, you know, there's a silver line 
 To the darkest cloud on high, 
 And just as our hearts began to sink 
 A drunk came strolling by. 
 
 He looked at the boys and then he said 
 "I'll give you a quid for a song," 
 You bet your life he didn't escape 
 We held him good and strong. 
 
 And then like a lamb we led him in 
 To where the piano stood, 
 And sat him down beside the singer who 
 Sang songs as well as he could.   
 
 And when he sang that old, old song 
 "There's No-one Like Mother To Me," 
 The drunk sat sobbing, his old form shook 
 And tears in his eyes you could see. 
 
 He pulled from his pocket a cheque book old 
 And wrote out a cheque for a pound 
 But in signing his name he made a blot 
 So threw the cheque to the ground 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 Another attempt he made to sign 
 And this time made no mistake 
 I grabbed the cheque - a welcome sight 
 And not one hard to take 
 
 And when he had gone, I said to the boys 
 "Let's drink to our luck tonight; 
 It's Xmas Eve, so fill up your glass 
 And let us all be merry and bright." 
 
 I paid for the drinks, the cheque was cashed 
 And as we turned to go 
 My mate said, "Wait, have one on me, 
 Your fellowship to show." 
 
 Upon the bar he placed a quid 
 And said, "Come on, I'll pay" 
 You cashed your cheque, so I'll cash mine, 
 The one he threw away." 
 
 
 
 
 
 
 Australian Variety 29 Dec. 1915, 17. 
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"A Week with Ike Beck around the Suburbs" 
     by Presto 
 
 
 
 
In doing a week for Ike Beck, 
I packed up my props and my clothes 
And, on Saturday, at Mascot, 
(To a big crowd) with the old red nose 
 
Now it's not too warm out at Mascot 
But the actors they all didn't care, 
Just as long as they pleased the audience, 
And got their cut of the cash that was there. 
 
Now Monday of course is an off night, 
Ike having no place for to show, 
But it's only a matter of some little time, 
When every night he'll be on the go. 
 
On Tuesday, at the meeting place, 
The actors all did gather, 
And took the trip to Auburn fair 
On a wagon, in fine weather. 
 
Cel Delwyn said: "Who'll drive the mokes?"
1
 
Levarto said: "Don’t worry!" 
When Tauchert cried: "Why, I'm the man!" 
But Ike said: "You'll be sorry;" 
 
We started off, and all went well 
So merry and so bright, 
Fat 'Jamo' said: "I wouldn't care 
If my leg was only right!" 
 
With someone singing high, 
And all at once our old mokes fell, 
And Verlie heaved a sigh. 
Granville was the final show, 
And sorry all were we, 
And Bob said: "What about the fares?" 
  
Ike said: "Leave that to me!" 
If Ike continues on this game, 
A Fuller may he be, 
And may we live to see the day, 
When a city show has he. 
 
                             
 
 
         Australian Variety 15 Aug. 1917, 8. 
 
 
 
 
                                                          
1  Moke was the name given to a donkey or small horse 
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"Slavin's Spasm" 
 
                  (Art Slavin) 
 
 
 
 
           Everybody's got the 'Flu 
           At-choo! At-choo! At-choo! 
           I'm trying to write this verse for… 
           At-choo! At-choo! At-choo! 
 
           Don't miss Clay's laughter show this week 
           If you're feeling sad or blue 
           It's no damned good, I can't write no more - 
           At-choo! At-choo! At-choo! 
 
 
 
           Australian Variety 11 Oct. 1918, 17. 
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   The king of vaudeville 
   No doubt is Harry Clay, 
   And with his vaudevillians 
   He’ll drive dull care away; 
   He’s travelled the Australian states 
   For twenty years or more, 
   And is known to many thousands 
   As the man who holds the floor; 
   The children coming out from school 
   Will shout "Hip, hip, hooray!" 
   When they see his posters on the wall 
   For good old Harry Clay; 
   They hail his combination with delight 
   Whenever they appear, 
   And pack theatres nightly 
   When he visits twice a year; 
   He'll be in this town shortly, 
   So get ready one and all - 
   To give him a reception, 
   And he’ll make a regular call.         
                
 
 
 
                   Harry Clay  Theatre Jan. 1920, 26. 
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"Solicitor Charlie Greif has become a Member of the Celtic Club" 
 
       Anonymous 
 
[The following gags are held in the Nat Phillips Collection, Fryer Library, University of Queensland. See Appendix G,  
 Box 3; SL.2.] 
 
 
 
 
For me family is famous all over the earth, 
I'm a regular broth of a boy, 
Charolus O'Griffin, Solicitor, Perth, 
Is the name I should rarely enjoy. 
 
Me family started way back in Kildare, 
And one day one O'Griffin named Moses, 
Humped his pack through the world to Jerusalem square, 
And threw in his lot with the noses. 
 
Me name now is Greif, and it grieves me to think, 
How me ancestry's got so confusin', 
When I go to the Celtic and call for a drink, 
I get drinkin', and puzzlin' and Musin'. 
 
Me ancestry's quare, I'm both Sheeny and Pat, 
And when I'm wild I can argue blue murther, 
And when's there's a row on I call for me hat, 
And run further and further. 
 
In the main strates of Dublin, me ancestors ran, 
What the pawn-broker's call a Tip-top shop, 
And they tell me the dear little shamrock began 
From the three balls that hang from the pop shop 
 
For me family's famous all over the earth, 
I'm a regular broth of a boy, 
Charolus O'Griffin, Solicitor, Perth, 
Begorra, bejabbers, Oi, Oi. 
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"Woolloomooloo"  
 
                   (Lance Lenton) 
 
 
 
 
  I happened to be born on a cold and frosty morn, 
  In the famous suburb known as Woolloomooloo; 
  For it was in Riley street where the folks first heard me bleat. 
  For at the time I had nothing else to do. 
 
   Oh, my name is McCarty 
   And I'm a rorty party 
   A larrikin so hearty 
   That's a fact, oh strike me blue 
 
  I'm a perfect daisy 
  Won't work because I'm lazy 
  Gone way along the boozing throng 
  That loaf round Woolloomooloo 
  When I grew up a lad, I went straight to the bad, 
  I soon became a most accomplished thief; 
  But the Government was kind, and they didn't seem to mind, 
  In Darlinghurst they granted me relief… 
 
  After spending years in gaol, I began to quail, 
  I resolved to live upon a different lay; 
  Soon I enlisted in the ranks of the Salvation cranks, 
  You can bet I made the bloomin' business pay. 
 
  "Hallelujah!" I yell out, for I know my way about, 
  I kid the mugs that I'm converted too; 
  All the lassies, too, I mash and I'm never out of cash, 
  For I spank the drum all over Woolloomooloo"       
 
 
 
              (qtd. Edgar Waters 211). 
 
 
 
 
 
 
 
 As sung by Will Whitburn from c 1885. 
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"She's Only Seventeen" 
 
[The following is an extract from one of Ted Tutty's most popular songs. It was published in the May 1916 issue of the 
Theatre, page 52.] 
 
 
 
 
 
  I love a girl 
  A dear little girl 
        And she's only seventeen; 
 
  I love a girl 
  The same little girl - 
        And she's only seventeen! 
 
  I love her dearly - 
  I don't want her pelf.  
  I'd do anything 
  For her little self; 
  I'd lay down my life for her. 
  But I want it myself - 
        And she's only seventeen 
       Only seventeen 
       Only seventeen 
 
  She said, "I'll love you all my life. 
  Indeed you are my dream" - 
       And she's only seventeen 
  I love a girl 
       And she’s only seventeen 
  I'm sorry to say 
  That I married this girl - 
       When she was only seventeen. 
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"For Auld Lang Syne! - Australia Will Be There" 
 
      (Skipper Francis) 
 
 
 
 
There has been a lot of argument 
Going on they say 
 As to whether dear old England 
Should have gone into the fray 
But right-thinking people 
All wanted her to fight 
For when there's shady business 
Britannia puts it right. 
 
 Rally 'round the banner of your country 
 take the field with brothers o'er the foam 
 On land or sea 
 Where'er you be 
 Keep your eye on Germany 
 But England, home and beauty 
    Have no cause to fear 
    Should auld acquaintance be forgot 
    No, no, no! Australian will be there. 
 
 You've heard about the Emden 
 That was cruising all around 
 It was sinking British shipping 
Where'er it could be found 
Till one fine summer morning 
Australia's answer came 
The good ship Sydney hove in sight 
And put the foe to shame 
 
When old John Bull is threatened 
By foes on land or sea 
His colonial sons are ready 
And at his side will be 
From Africa, India and Canada 
Come men to do or die 
And motherland is glad to hear 
Australia's battle-cry 
 
 
 
          Theatre  June 1917, 47. 
 
 
 
 A Welshman by birth, Skipper Francis immigrated to Australia in 1913 due to ill-health. He was contracted by the 
Fullers that year an appeared on their circuit constantly past 1917. The song was first performed in 1916.  
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"I've Been So Busy Knitting" 
 
                     (Wish Wynne) 
 
 
Young Miss Smith was affected with 
A desire to knit all day 
She would sit in the chair and knit 
Till the dark wool turned to grey 
Once a gentleman came to call 
But her hands were both quite full 
She looked so nice that he kissed her twice 
But she never lost her wool 
And when her mother said, "Miss 
How can you behave like this?" 
 
She answered, "I've been so very busy knitting 
making socks and mufflers for soldiers thin and fat 
And if anybody kissed me, I've been so busy knitting 
That I never noticed a little thing like that. 
 
She got wed to a man called Ted 
And she knitted all his socks 
They had two little children 
Who ran around in knitted frocks 
One day someone asked her 
How her delightful children were 
She looked dazed and upon him gazed 
With an empty vacant stare. 
 
She answered, "I've been so very busy knitting 
making socks and mufflers for soldiers thin and fat 
If I've a son and daughter, well I've been so busy knitting 
That I never noticed two little things like that. 
 
One day she told her husband 
He was exceedingly unkind 
Off she ran with a soldier man 
Down to Coogee where they dined 
later on when the case was heard 
Her defence was "heaven forbid! 
I don't know any soldier 
O, sir I only wish I did 
Then the judge said "Well miss, 
Who was that soldier with you?" 
 
 She answered, "I've been so very busy knitting 
 making socks and mufflers for soldiers thin and fat 
 If  the man is not my husband, well I've been so busy knitting 
That I never noticed a little thing like that. 
 
 
 
         Theatre  Apr. 1917, 41. 
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"Clogs and Shawl" 
 
[The following is an extract from Art Slavin's parody of the one-time popular Lancashire song, "Clogs and Shawl."] 
 
 
 
 
 
           She wore clogs and a shawl, 
           Only clogs and a shawl; 
              If that's all she wore, 
              She looked fine I'm sure; 
           If she took off her shawl, 
           She'd have clogs on - that's all; 
              'Twould make me feel dizzy, 
              If I look at Lizzy; 
           In only her clogs and shawl. 
 
 
 
 
 
                  Theatre  Feb. 1919, n. pag. 
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"Bert Hinkler" 
 
                  (Words and Music by Nat Phillips) 
 
 
[A copy if the following song, published by L. F. Collin (Melb) is held in the Nat Phillips Collection, Fryer Library, 
University of Queensland. See Appendix G - Box 10; Folder 1] 
 
 
 
 
I want every one to join in with me 
To greet our hero from over the sea 
I feel proud I'm an Aussie when I hear his name 
And I bet ev'ry one of you are feeling just the same. 
 
  Hinkler, Hinkler that name gives you a thrill 
  He's no tinkler, a flier with a will 
  In his tiny little bus he left England without any fuss 
  Then one morning from out of the sky 
  We saw Hinkler flying high 
  He's mother's boy but he's our pride and joy 
  Bert Hinkler we are proud of you. 
 
This little flier from Queensland's sunny clime 
Told all the world that he'd be here on time 
His one thought was Mother whom he'd long'd to see 
So let's all get together and sing his praises with me. 
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"Hanah" 
 
                   (Nat Phillips) 
 
[The following lyric is held in the Nat Phillips Archive, Fryer Library, University of Queensland. See Appendix G - 3; 
SL.23. Edited by Clay Djubal, 2005.] 
 
 
 
Everybody has a sweetheart that they love 
And they talk about them like an angel from above 
I've got a girl, she's not an angel from the sky 
She can't be an angel for she is too fat to fly 
I never take her for a walk, she is too fat to roam 
For if she fell down in the street 
I know she would roll home. 
 
Chorus 
 
Hanah, oy, oy, oy Hanah 
She makes music ion a grand pianer 
Mit one finger plays a song 
Every note she plays is wrong 
All the neighbours have threatened to hang her 
Hanah oy, oy, Hanah 
They say there is no girl worse than her 
She is a sunflower run to seed 
Built for comfort not for speed 
Hanah oy, oy, oy, Hanah 
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"Drink's a Curse" 
 
 
[The following is from the Will Whitburn Collection, "Original Handwritten Manuscript of Jokes, Patter and Sketches,"  
  held in the Performing Arts Museum, Melbourne] 
 
 
 
 We've been reading a good deal in the papers recently about local options and Prohibition. 
Reformers claim that whiskey has killed more men than bullets… [pause] Naturally any man 
would rather be full of whiskey than full of bullets. In other words, whilst no-one wants to be 
shot, thousands are willing to be half shot. 
 
 … Well, why do people drink anyhow? I'll tell you, it's to drown their sorrows. But the trouble 
with most people is that their sorrows are expert swimmers. Now as a rule, Ministers of the 
Gospel avoid liquor in every shape or form. Yet it is not every preacher who is a total abstainer. 
No, not by a jug-full. I once met a very dignified minister who was asked if he'd care to take a 
drop of whiskey to keep out the cold. "No Sir," replied the minister emphatically. "No whiskey 
for me for three reasons - firstly I am chairman of the sons and daughters of Temperance, 
secondly I am just about to enter a church, and thirdly… [pause] I've just had one. 
 
 Now my wife says that drink is one of my failings; it isn't. It's one of my successes. It’s the 
best thing I do. As an instance, the other night my wife gave me permission to go out with a few 
old phoneys (er, cronies) but after I met the boys, I didn't exactly remember whether my wife said 
I was to have two drinks and be home by twelve, or twelve drinks and be home by two. So I gave 
myself the benefit of the doubt and got home just as the clock struck two. Yes the clock struck 
two and my wife struck one. [pause] I was the one. 
 
 Goodness knows, I do try to restrain my thirst for alcoholic stimulants. Whenever I stand in 
front of an open door of a hotel and feel tempted to enter, I say "get thee behind me Satan!" 
[pause] Then Satan gets behind me and kicks me in. 
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"Extract from Joke, Parody and Monologue" 
 
                      (Charlie Vaude) 
 
[The following is from the Charlie Vaude's book, Joke, Parody and Monologue, the first in a series published by the 
Australian comic. These extracts were published in the Theatre Apr. (1916), 34. A later publication of Vaude's, Chuckle 
With Charlie Vaude, published in 1934, can be found in the State Library of Victoria] 
 
[Presented in the book in the form of an interview, Charlie Vaude is both the interviewer and the interviewee] 
 
How long have you been on the stage Mr Vaude?  
 
 - Oh about twenty minutes at one time. I had to stay on twenty minutes whilst they were  
  setting a scene at the back. 
 
How did you first come on the stage? 
 
 - I was carried on. 
 
What! Were you intoxicated? 
 
 - Oh  dear no. It was at a baby show. I played the baby brigand. 
 
How was that? 
 
 - Well, I was a baby in arms. 
 
Were you successful? 
 
 - Oh yes I was a howling success. 
 
 Did the audience cry out for more? 
 
 - No but I did. But mother had left the bottle at home. 
 
Have you any hobbies? 
 
 - Two. Keeping warm in winter and cool in summer. 
 
Do you believe in astrology. 
 
 - No. I have nothing to fear as regards the future. 
 
How is that? 
 
 - It can't be worse than my past. 
 
Do you get your topics from the newspapers? 
 
 - Excuse me! I try to keep up-to-date. 
 
Which gag do you like best? 
 
 - The one audience laughs at most. 
 
Is it hard to get topical gags? 
 
 - Not half so hard as trying to keep them. 
 
Which town in Australia do you like the best? 
 
 - Where are we now? That's the best. 
 
Have you any pets? 
 
 - Two, but six o'clock closing sends them home before I'm finished at the theatre. 
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[The Theatre notes in the article that "Vaude certainly gets the bulls-eye when in his book he says, 'It's a wise gag that 
knows its father." Quips constitute a big part of the publication. One reads: -] 
 
 Australia was not prepared for the war. She had a terrible lot of drawbacks. But she got rid of two of 
them for now there are only eight in a packet. 
 
 The Germans must be short-sighted. They seem to be taking all the towns on the coast to be green peas. 
Every chance they get they start shelling them 
 
 
 
[The book contains a number of the songs sung by Vaude and Verne. Evidently the singer has to be pretty sober before 
tackling this one (the lines given are the chorus)] 
 
 
When the sea ceaseth it sufficeth us,  
When the sea ceaseth it sufficeth us, 
But when the sea's a seething sea, then we make a fuss, 
But when the sea ceaseth it sufficeth us. 
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"Stiffy the Steward" 
A Nautical Comedy in One Spasm 
 
                    (Nat Phillips) 
 
[The following comic routine is held in the Nat Phillips Archive, Fryer Library, University of Queensland. See Appendix G 
- Box 2. The text indicates it was completed in Adelaide on 30 May 1916. While the second page of the text indicates it is to 
be played out in "3" spasms, the third page proposes "1" spasm. ] 
 
 
 
  [Exterior in 3. Wicker furniture and cushion. Enter Lady with letter to music - Sailors' Hornpipe] 
 
LADY:  Well here's a nice state of affairs. Here have I invited a party of friends to join me in my yachting  
    cruise and I have just received this note telling me that he is unable to join the ship. Well the  
    "Maysail" can't go out without a steward. But where am I to get one that is the question? 
 
  [Stiffy off stage shouting "Rabbits"] 
  
STIFFY:  Rabbits, wild rabbits! Want and rabbits lady? 
 
LADY:  Not today thank you. 
 
STIFFY:  Are you sure? Positive? Not today? No? Good morning. 
 
LADY:  Good morning, and shut the gate. 
 
STIFFY:  Blow the gate. Get up Pansy. Rabbits! [He exits continuing to call rabbits. Re-enters] Ah, look  
    lady, I got some nice rabbits out there. Some are a Zac, some are ninepence, some are eighteen  
    dinea and some are two bob. 
 
LADY:  I don't care what they are, I don't want any. 
 
STIFFY:  All right, don't do your nut. I'll do 'em to somebody else. [Starts to exit] 
 
LADY:  Oh here, I say my man. 
 
STIFFY:  Oh you do want some rabbits. No? Then what do you want to call me back for. A man  ought to  
    stoush yer. 
 
LADY:  Now look don't lose your temper. Do you want work? 
 
STIFFY:  Piccadilly, not if I can get anything else to do. 
 
LADY:  No what I mean is I have work to offer you. 
 
STIFFY:  Have you. Well keep it and offer it to someone else. 
 
LADY:  Do you mean to tell me you never work? 
 
STIFFY:  Certainly you don't remember what Nelson said when he spoke at the dock meeting at [insert name  
    of local hotel.]  Who? Nel, the bloke with one mince pie. 
 
LADY:  I suppose you refer to Lord Nelson. No I don't remember what he said. What did Lord Nelson say? 
 
STIFFY:  When the men said "what about work," what did Nelson say. He said: "when you see it coming  
    duck." And I've been ducking because you might get it. 
 
LADY:  Now look I'm in need of a steward for the "Maysail." It's sailing next week. 
 
STIFFY:  The who sail… the Maysail… Who's that? 
 
LADY:  My yacht, the Maysail. 
 
STIFFY:  Oh your yacht the Maysail… [Aside]  The may sink. 
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LADY:  Now will you accept the position? 
 
STIFFY:  What's in it… ₤5… a month… well lend us a tray till the war is over. 
 
LADY:  No, we'll talk about terms later on. Now you are a seafaring man? 
 
STIFFY:  A who faring man? 
 
LADY:  Are you a sailor? 
 
STIFFY:  No Mrs. I'm a rabbit seller. I don't remember being a sailor. 
 
LADY:  Of course you're a sailor and you've been to sea. 
 
STIFFY:  See who? I just come in to see you about some rabbits. 
 
LADY:  You know what a sailor is don't you? 
 
STIFFY:  Yes, one of those fellows that say runs up the rigging and throws the main deck into the sea.  
Am I one of them? Yes… that's funny I don't remember being one of them. 
 
LADY:  Of course you're a sailor and you've been wrecked. 
 
STIFFY:  No Mrs, you've got the wrong bloke. I don't remember being wrecked. 
 
LADY:  Yes, you were wrecked but you were saved. 
 
STIFFY:   must have joined the army. I don't remember it just the same. 
 
LADY:  Yes of course, don't you remember. You were down below when she struck. 
 
STIFFY:  What did she strike for more work and less pay? I don't remember it. 
 
LADY:  No. Don't you remember? You were down below when you felt the bottom reel. 
 
STIFFY:  I don't remember it. 
 
LADY:  Don't you remember. The lights went out. The ship was in darkness. Now what did you do? 
 
STIFFY:  Put a penny in the slot. 
 
LADY:  No, you were on board a ship. You were not in a house. 
 
STIFFY:  I don't remember it. 
 
LADY:  Well to resume. The captain shouted all hands on deck. Now what did you do? 
 
STIFFY:  I put my hand down and some big mug stood on it. 
 
LADY:  No. The captain shouted all hands on deck and you rushed up on deck in your pyjamas. 
 
STIFFY:  No, I don't wear bananas. 
 
LADY:  You must have had something on. 
 
STIFFY:  I don't remember. 
 
LADY:  Well the captain shouted all hands on deck, she's turning over. 
 
STIFFY:  Hey who is she. A ship!.. Oh a ship. 
 
LADY:  All ships are called she. 
 
STIFFY:  No he ships. No. Well what about mail boats? 
 
 
 
 1068 
 
LADY:  The captain shouted all hands on deck. You rushed up on deck. You found everything in confusion.  
    Men rushing about madly, women huddled together, most of them only in their dishabille.  
 
STIFFY:  In their what bill? 
 
LADY:  In their dishabille, their night attire. 
 
STIFFY:  In their little nighties… yes… I see that… yes… I wish I could remember that. 
 
LADY:  Then you went down into the saloon. You found most of the passengers congregated there.  
    Corrugated? No, congregated. Now those passengers were singing. Can you remember what those  
    passengers were singing… yes. Well what were they singing? 
 
STIFFY:  You've got to go under. Get out or go under. 
 
LADY:  No, they were singing hymns. And then the Chaplin… 
 
STIFFY:  Good boy Charlie. 
 
LADY:  I say, this is not a moving picture. 
 
STIFFY:  Well you said Chaplin. 
 
LADY:  The minister, he prayed. He said "she had gone on the bar and nothing could save her." Now what  
    did you do? 
 
STIFFY:  I went to the other one and had a pot of beer. 
 
LADY:  You can't get a beer on a sand bar. 
 
STIFFY:  Why had they sold out? 
 
LADY:  They don't sell beer on a sand bar. 
 
STIFFY:  Well I had a drink or I wasn't there. I'll bet you a dinea either way. 
 
LADY:  You couldn't get a drink, you were on the rocks. 
 
STIFFY:  Somebody must have chatted yer. Well I'm still on em. I wish somebody would push me off em… 
 
LADY:  Next you were sent down below to the sleeping compartment. Now tell me what you saw in  
    the sleeping compartment. 
 
STIFFY:  That's something I got on me own. 
 
LADY:  I insist on knowing what you saw in the sleeping compartment. 
 
STIFFY:  Tell you… yes. Oh no, you're not old enough. 
 
LADY:  Well after that, what happened? 
 
STIFFY:  I woke up. 
 
LADY:  Now it's plain to be seen that you don't know anything about the sea. But you'll have to. Now  
    besides this, I want you to engage a stewardess for me. You know what a stewardess is don't you?  
    Yes… well what is it. 
 
STIFFY:  A female Irish stew? 
 
LADY:  No a stewardess is a lady who looks after the lady passengers. 
 
STIFFY:  Leave that to me, I'll look after the ladies. 
 
LADY:  Now let me see how you would engage one. You sit over there and I'll be the lady looking  
    for the position [Bis with cushion] Good morning, Sir. I don't think so… I'm the stewardess. 
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STIFFY:  Oh yes of course. Have you a go there? 
 
LADY:  Excuse me, is this the shipping office? 
 
STIFFY:  No, this is the racecourse. 
 
LADY:  This is the shipping office, alright. Are you in want of a stewardess? 
 
STIFFY:  Are you a stewardess? 
 
LADY:  A young one. 
 
STIFFY:  Sit down. [Bis] Are you married? No. Engaged? No. heard of anything? Sit down. Come amongst  
    us. Have you ever been to sea before? 
 
LADY:  Oh many times.  
 
STIFFY:  Are your stays long, pardon. Did you stay long? 
 
LADY:  Do you know I've often been away for six months at a time. 
 
STIFFY:  Second division or hard labour. [Bis] Now what is your father? 
 
LADY:  My father is a manufacturer. 
 
STIFFY:  Any brothers or sisters. 
 
LADY:  Yes, there are five sisters and ten brothers. 
 
STIFFY:  What's you father? 
 
LADY:  A manufacturer. 
 
STIFFY:  Of course. 
 
LADY:  Now, besides all this you may have to help entertain the passengers. What's that? Why sing them  
    nautical songs. Not naughty songs… nautical songs. Well can you dance? Yes. Well let me see you  
    dance the hornpipe. 
 
STIFFY:  Alright, let her go. 
 
  [Hornpipe and finish] 
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 Life is like a game of cards. We all take a hand in the game. The barber cuts, the 
shopkeeper deals, and the old maid goes alone. She tries to get a partner; but nobody 
will prop; and she's euchred every time. The butcher plays a plucky game. He plays 
for a good stake, and never loses his block. A baker never plays for fun. He always 
needs the dough. The navvy plays spades and the sport plays clubs. The lover plays 
hearts; but he often has to use diamonds to take a trick. A little baby always reminds 
me of cards. The baby's the little joker and his mother's the queen of trumps. If the 
little joker plays a crook game his mother takes him up, put him across her lap, raises 
the right bower, and trumps the ace. 
 
 
            Art Slavin. Theatre Feb. 1919, n. pag. 
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"Sock Gags" 
 
                    (Nat Phillips) 
 
 [The following gags are held in the Nat Phillips Archive, Fryer Library, University of Queensland. See Appendix G,  
 Box 3. Both are variations on the same joke] 
 
 
"Sock and Beer Bit" 
 
 [Straight man enters to make speech. Comic walks across in front of him with an empty glass jug] 
 
S. MAN:  Here, where are you going? 
 
COMIC:  I'm going to get some beer 
 
S. MAN:  Well get me some. 
 
COMIC:  Good oh. Give us the money. 
 
S. MAN:  Money? What for. 
 
COMIC:  To get the beer with. 
 
S. MAN:  Money to get the beer. Anyone can get beer with money. To get it without money, now that's clever. 
 
COMIC:  I'll have a go. [He exits and re-enters a few moments later with the jug empty] Here you are. 
 
S. MAN:  [Goes to drink]  Here, where's the beer. I can't drink this, there is none in it. 
 
COMIC:  Oh anyone can drink it when there's beer in it. To drink it when there's none, now that's clever. 
 
S. MAN:  I might have known you were clever by the way you dress. 
 
COMIC:  You like my clothes don't you. Yes you do. I heard you say nice suit. 
 
S. MAN:  I say what wonderful socks 
 
COMIC:  [Shows sock] You wouldn't find another sock like that in the world. 
 
S. MAN:  I know where there is another sock like that 
 
COMIC:  Where? 
 
S. MAN:  On your other foot.  [Enter second comic. Sock biz is repeated. They bet the 1
st
 Comic has a  
    different coloured sock on the other foot.. B.O.] 
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"Sock Gag" 
 
 [Straight man and Comic enter arm in arm] 
 
COMIC:  I say that was a sad affair 
 
S. MAN:  What's that? 
 
COMIC:  Haven't you heard? 
 
S. MAN:  Heard what? 
 
COMIC:  My word. 
 
S. MAN:  What is it? 
 
COMIC:  So sudden too. 
 
S. MAN:  What are you getting at? 
 
COMIC:  Ask me. 
 
S. MAN:  I am asking you. 
 
COMIC:  Certainly. 
 
S. MAN:  What are you talking about? 
 
COMIC:  Nelson's dead! 
 
S. MAN:  Look here, Nelson's dead so let him rest. 
 
COMIC:  I'm not touching him. 
 
S. MAN:  You keep digging him up every two or three minutes. 
 
COMIC:  Well don't shout, you'll wake the man up. 
 
S. MAN:  Look here, Lord Nelson's been dead for over a hundred years. 
 
COMIC:  My word how time flies. Oh I say I am surprised at you. One of the smartest in the company and  
    look at those cheap socks you have on. 
 
S. MAN:  Excuse me, but I am very particular with my socks. As it happens these cost me 8/6 a pair. I bought  
    the last ones. 
 
COMIC:  I saw some exactly the same at the local dor 6½. 
 
S. MAN:  Look here I'll give you to understand sir that there is not another sock like this in the country. [He  
    pulls up a trouser leg] 
 
COMIC:  Oh yes there is. 
 
S. MAN:  Now tell me where I can find another sock like that! 
 
COMIC:  Why the other foot of course [He pulls up the other trouser leg. They exit] 
 
  [3
rd
 Man enters. S. Man tells him off about his clothes,  pulls up a  trouser legs and remarks how common  
  the sock is. Same biz as above. S. Man exits. Comic returns in a smart suit and tells 3
rd
 Man he ought to be  
  ashamed of himself. Comic pulls up his trouser leg and shows a comedy sock, remarking how loud it is] 
 
COMIC:  I always wear loud socks. They keep the feet from going to sleep. 
 
3
RD
 MAN: I should think they are the cheapest socks one could wear. 
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COMIC:  Cheap! I like that. They cost me two guineas. I had them made special for me. They are my own  
    design. 
 
3
RD
 MAN: But I know where you can get four pair for a 1/- 
 
COMIC:  No, you've made a mistake. I'll bet any one in the world that there is not another sock like this in  
    the world. 
 
3
RD
 MAN: I'll bet a pound there is. [They make a bet] 
 
COMIC:  Well go on tell me where there is another sock like this! 
 
3
RD
 MAN: [In the process of picking up the money] Why on the other foot. 
 
COMIC:  Hey wait a minute. I wear odd socks! [He pulls up both trouser legs and shows the two odd socks.  
    He picks up the money and walks off] 
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"Reincarnation" 
 
                   (Nat Phillips) 
 
[The following text is held in the Nat Phillips Collection, Fryer Library, University of Queensland. See Appendix G, Box 3] 
 
 
 
Stiffy: Hello, come here I want you. Do you believe in reincarnation?  
 
Mo:  What's that, a new kind of drink? 
   
Stiffy: No, do you believe that when you die you come back on this earth on some other shape or form? 
 
Mo:  That's a bit too deep for me. 
   
Stiffy: I wonder what I'd come back as. 
 
Mo:  A dog, a beautiful Alsatian dog. 
   
Stiffy: You know I should imagine Mo that you would come back as a beautiful white rose. 
 
Mo:  Me a rose? 
   
Stiffy: Yes a pure white rose. I can see you now lying in a bed of black soil. 
 
Mo:  Yes I know, with manure all over the top of me. 
   
Stiffy: A pure white rose, then a beautiful lady comes along, gets down from her car, takes a pair of  
   scissors from her bag, bends down and snips your stalk. 
 
Mo:  Snips my what? 
   
Stiffy: Snips your stalk. 
 
Mo:  Am I still a rose? 
   
Stiffy: Yes you're still a rose. Then she plucks your petals one by one. 
 
Mo:  Plucks my what? 
   
Stiffy: Plucks your petals one by one. 
 
Mo:  Am I still a rose? 
   
Stiffy: Then she carries you to her lips, pressing a passionate kiss upon you. 
 
Mo:  Am I still a rose? 
   
Stiffy: The she puts you down into her bosom. 
 
Mo:  Into her bosom… am I still a rose? 
   
Stiffy: Then she takes you home, goes into her bedroom, prepares for bed, puts you into a vase and  
   leaves you on the dressing table all night. 
 
Mo:  I knew there was a catch to it. 
   
Stiffy: In the morning. 
 
Mo:  In the morning. 
   
Stiffy: n the morning. 
 
Mo:  In the morning. 
   
Stiffy: You are withered and drooping. 
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Mo:  Am I still a rose? 
   
Stiffy: Then she throws you out of the window into the garbage tin below. 
 
Mo:  God blimey, I knew I would finish up in the dirt box [He begins to exit] 
   
Stiffy: Where are you going? 
 
Mo:  I was just going down to the Irish Club to make a speech to a few of the boys, but I don't know  
   what to say to the boys down there. 
   
Stiffy: You're going to the Irish Club to make a speech. You want me to help you? [Mo nods] Very  
   well. Follow me. Follow me. [Coughing Bis]  Follow me in my speech and my mannerisms. 
   
Mo:  Oh. 
 
Stiffy: Ladies and gentlemen on this glorious anniversary of out Patron Irish Saint. 
 
Mo:  Do I say that? 
 
Stiffy: Yes. 
 
Mo:  On this glorious anniversary of Pat Redman the Irish giant. 
 
Stiffy: Irish Saint. We have assembled here to pay the reverence we owe to those Ante Deluvian heroes. 
 
Mo:  Blimey that's a mouthful. All right, we have assembled here to pay the ten cents we owe to  
   Handy Hooligan the Irish dago. 
 
Stiffy: Who ever heard of an Irish dago. Who fought, bled and died for patrimony and the love of Erin's  
   land. 
 
Mo:  He fought, bled and died for bad Maloney who loved his beer in cans. 
 
Stiffy: Who said anything about cans? 
 
Mo:  Well that's how I like mine. 
 
Stiffy: Ireland has produced more odd characters than any other nation on earth. 
 
Mo:  God blimey they all know that. 
 
Stiffy: Well go and tell them. 
 
Mo:  Ireland has produced more Hod Carriers than any other nation on earth. 
 
Stiffy: Not Hod Carriers… odd characters. Get this right - and their ancestors were often the butts of  
   queer anecdotes. 
 
Mo:  If I say that I will get pinched. 
 
Stiffy: Go on and say it. 
 
Mo:  And their aunt's sisters were butted in the rear by nanny goats. 
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"Prisoner's Song Gag" 
 
                   (Nat Phillips) 
 
[The following text is held in the Nat Phillips Archive, Fryer Library, University of Queensland. See Appendix G, Box 3] 
 
 
Characters: 
 
Comic, Man, Baritone, Vocalist, Frenchman 
 
 
 [Worked on Tabs or Front Cloth. Man enters and sings first few lines of "Prisoner's Song"] 
 
COMIC:  [Interrupting the man] Hi. hi. 
 
MAN:  [Stops singing] What's the matter? 
 
COMIC:  Cut that out. Sing anything you like but not that. 
 
MAN:  What's the matter with it? 
 
COMIC:  They put him to death months ago. 
 
MAN:  But this is a fine song. 
 
COMIC:  You ought to be fined for singing it. Why can't you let the poor fellow rest? 
 
MAN:  I want to sing it. 
 
COMIC:  If you sing that, you'll find yourself where the fellow in the song was. Besides, it isn't a song. 
 
MAN:  What do you mean it isn't a song? 
 
COMIC:  It's a dance. 
 
MAN:  Now you are talking silly. 
 
COMIC:  I'm doing nothing of the sort. I say this is a dance. I ought to know. I've been in prison enough  
    myself. Just you watch [To the conductor]  Just let a few bars of the "Prison Cell"  
    lose will you. 
 
   [Orchestra plays double time, Comic dances and falls] 
 
MAN:  Now what have you done? 
 
COMIC:  My leg irons tripped me. 
 
MAN:  I knew it was a song. 
 
COMIC:  It's a dance. It's a dance. 
 
MAN:  It's a song. 
 
   [Loud argument ensues. Enter Baritone] 
 
B.TONE: What is the trouble here? 
 
COMIC:  He says the "Prisoner's Song" is a song and I say it's a dance. 
 
B.TONE: Well you are both wrong. 
 
COMIC:  Eh! 
 
B.TONE: Yes this song was never written for a comical object. 
 
COMIC:  [Pulling coat back]  Who's a comical object? 
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B.TONE: This song should be sung with pathos and feeling. 
 
COMIC:  I haven't got any. 
 
B.TONE: Got any what? 
 
COMIC:  Potatoes and peeling. 
 
B.TONE: I mean this song should be sung with vim and temperament.  
 
COMIC:  They don't give you any of that in prison. 
 
B.TONE: Don't give you what? 
 
COMIC:  Gin and peppermint. 
 
B.TONE: This is a crying song. 
 
COMIC:  I call it a crying shame. 
 
B.TONE: Listen. 
 
COMIC:  You want to arrest our attention. 
 
B. TONE: Exactly. 
 
COMIC:  Go ahead, unbolt the doors. 
 
   [Frenchman enters] 
 
F.MAN:  Messieurs and Madams. I have been requested to sing ze pretty leetle song. Messieurs and Le  
    Gendarme, Vou le couis open ze door of ze Bastille si vouis plais. 
 
COMIC:  Hi cut that out old man. 
 
F.MAN:  Compre? …. Oh oui. 
 
COMIC:  Not we! You. 
 
F.MAN:  A gentleman he say to me, Alphonso, Alphonso. 
 
COMIC:  Froggy, Froggy. 
 
F.MAN:  Alphonso, Alphonso. 
 
COMIC:  Froggy, Froggy. 
 
F.MAN:  Ah… [Bis. running and kissing him] 
 
COMIC:  I thought so. 
 
F.MAN:  I sing ze song. 
 
COMIC:  Here, would you mind going outside and destroying yourself. 
 
F.MAN:  I sing ze song, "Ma Cheri." I alone will wait in the dungeon. 
 
COMIC:  What do you know about prisons? 
 
F.MAN:  I do ze hard lobour and nearly became wedded to Madam Guillotine. 
 
COMIC:  We don't want to know anything about her. 
 
F.MAN:  About who? 
 
COMIC:  Madam Gelatine.  
 
 1078 
 
F.MAN:  No, no mon ami. 
 
COMIC:  Here, my name's not Ami. Keep that for your own friends. 
 
F.MAN:  Ze guillotine, ze guillotine, ze knife on ze napper [Bis] 
 
COMIC:  [To Baritone]  Why don't you take him away and drown him. 
 
F.MAN:  Zis gentlemen is a French song. Viola. [Sings to melody of Finucila] 
 
I wish I had ze fille make ze armour 
La la, Oui, oui. 
La la, Oui, uoi 
In ze Bastille I wait all alone for you 
Ze guillotine, ze guillotine 
Monte Cristo make ze dive and 'oppit 
He get right back inside ze sack 
If poor Alphonse, he try ze same he coppit 
Ze knife go plonk, off come his conk 
 
Cheri. Cheri, I sned ze Billet Douis 
Cheri, Cheri, ze tale I tell to you 
If I have ze wings to fly to you 
And set ze prisoner free 
Meet me in the moonlight 
Ooh la la, Oui, oui. 
 
   [Repeat chorus for dance. All exit or black out] 
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"A Matter of Time" 
 
                   (Nat Phillips) 
 
[The following text is held in the Nat Phillips Archive, Fryer Library, University of Queensland. See Appendix G, Box 3] 
 
Characters: 
 
Jack, Jimmy, Ethel 
 
  [Scene: A tube station. A large clock points to five minutes to one. Jack, a man-about-town is fidgeting  
  about, waiting for someone. Jimmy enters. Also a man-about-town, but slightly older. He greets Jack] 
 
JACK:  Well, if it isn’t Jimmy! 
 
JIMMY:  Jack my dear boy old pal, how are you? 
 
JACK:  Fit as a fiddle, thanks. [They shake hands] 
 
JIMMY:  That's fine. I haven't seen you for an age. Come and have a drink. 
 
JACK:  Sorry, old man. Fact is I'm waiting for someone. 
 
JIMMY:  Which one? 
 
JACK:  I don't think you know her. 
 
JIMMY:  Another one? You're incorrigible. You're getting a big boy now, you know. You ought to get  
    married and settle down. 
 
JACK:  That's good from you! Why don't you practice what you preach. You're nearly twice my age. What  
    are you doing here, by the way? 
 
JIMMY:  I'm here for a definite object. Jack, do you know the one thing that's kept me out of marriage all  
    these years. 
 
JACK:  No, but I'd be glad of the tip. 
 
JIMMY:  My passion for punctuality. I've quarrelled with every woman I've loved because she's kept me  
    waiting. I've often sworn that if I could find a woman who could be on time for an appointment I'd  
    marry her without a qualm. 
 
JACK:  You're safe. 
 
JIMMY:  You don't think I'll ever find such a woman. 
 
JACK:  Not an earthly. 
 
JIMMY:  My experience so far this morning seems to prove you're right; but there's one more chance. I shall  
    know in two minutes. 
 
JACK:  How do you mean? 
 
JIMMY:  It's like this. I've been thinking of getting married for some time - in fact, I'd finally decided to.  
    Then, naturally the question cropped up - "who?" It was very difficult. At last I reduced it to three,  
    but weight them as I would I couldn't find anything to choose among the three. Then I had the  
    inspiration of applying the punctuality test. Last night I wired to the three of them, making an  
    appointment with each at different times and places this morning; and I took a solemn vow that if  
    any one of them turned up in time for the her appointment I should propose to her on the spot. 
 
JACK:  And what happened? 
 
JIMMY:  Number one was twelve and a half minutes late. Number two was seventeen. 
 
JACK:  And number three. 
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JIMMY:  Number three is due here at one o'clock. 
 
JACK:  [Mock-heroically] Poor girl. She little knows here fate hangs on such a slender thread. 
 
JIMMY:  Something tells me she will not fail me! 
 
JACK:  [Taking Jimmy's hand]  Goodbye, old friend! I feel I shouldn't intrude at such a crisis time in your  
    life. I'm going to the other entrance to look for mine. 
 
JIMMY:  Goodbye. 
 
JACK:  If the worst happens, let me know what you want for a wedding present. [Jack exits] 
 
   [The clock hands are within a few seconds of one o'clock. Jimmy looks up anxiously. As the hand  
   teaches  the hour, Ethel enters hurriedly] 
 
JIMMY:  [rapturously] Ethel! 
 
ETHEL:  Hullo! 
 
JIMMY:  [Gratefully]  I knew you'd do it. 
 
ETHEL:  Do what? 
 
JIMMY:  Never mind. I'm the happiest man in the world. At least you can make me so. 
 
ETHEL:  How? 
 
JIMMY:  You must have seen how I've always admired you. I had hesitated to speak before, but this moment  
    has decided me. Ethel will you share my name and fortune? 
 
ETHEL:  Oh, Jimmy, you know I adore you. 
 
JIMMY:  Then you'll marry me? 
 
ETHEL:  Rather! You haven't sold your car, have you? 
 
JIMMY:  No. 
 
ETHEL:  Oh, Jimmy, you darling. 
 
JIMMY:  Where shall we lunch? 
 
ETHEL:  I'm awfully sorry Jimmy but I can't lunch. 
 
JIMMY:  Can't? Why not? 
 
ETHEL:  If I'd known… 
 
JIMMY:  But why did you imagine I asked you to meet me here at one o'clock? 
 
ETHEL:  I don't understand… 
 
JIMMY:  Didn't you get my wire? 
 
ETHEL:  Wire? No! 
 
   [Jack enters and goes straight up to Ethel] 
 
JIMMY:  [Reproachfully] There you are! Where on earth have you been to? I've been waiting here since half- 
    past twelve. 
 
ETHEL:  Oh Jack, I'm sorry, but you know I can never be on time for anything. [Turns to Jimmy] 
 
JIMMY:  You will excuse me, won't you Jimmy. I'll look you up at tea time. So long!  
 
   [Jack and Ethel exit. Jimmy looks after them and then as the clock. Black out] 
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[untitled sketch] 
 
[The following sketch is from an incomplete manuscript held in the Nat Phillips Collection. [Box 3; UT.30]   The pages 
located are 2 -5. Missing is page 1. The character speaking the first passage of dialogue is not identified in the manuscript 
but more than likely is that of Baboo.   
 Although no date for the sketch is given, it is possibly a Stiffy sketch from 1914-1916 which was staged prior to Nat 
Phillips' partnership with Roy Rene (aka Stiffy and Mo). The scene appears to be set in an Indian court. 
The characters are: Detective Stiffy, Judge, Warton (defendant's lawyer), Baboo Bannerjee (Prosecutor), Miss Juliet 
Lovemore
2
 (plaintiff), Rita, Stella, Vera, Leighton] 
_____ 
 
 
[Baboo]:  Marriage was made in the romantic shade of the coal truck in Ballygunge – and under section 14 -   
    Subsection B. of the Railway Act [of] 1827 in the reign of George IV of  
    glorious memory – that is a place within the meaning of the act. 
 
Warton:  Does my learned friend intend to produce the coal truck? 
 
Baboo:  My Lud – I refuse to be brow beaten by the multifarious and diverse diversions of my worthy friend  
    [picks up wrong brief]. But I stand under the foot of my female client and under your lordship's  
    most radiant and beaming countenance and my only hope is to place the bone of contention clearly  
    in your Lud's eye. My Lud will be pleased to observe that my client is a poor forlorn and friendless  
    female widow and her sole possession is one small post-mortem son… 
 
Judge:  No, no, Mr Bannerjee. 
 
Baboo:  I beg your Lud's pardon. In a moment of aberration I had picked up the wrong brief. 
 
Warton:  Or in other words had broken down under the exuberance of his own verbosity.
3
  
 
Baboo:  My learned colleague's efforts to distract my argument are important – I will now lead your  
    Lordship back to the coal truck. 
 
Judge:  I don't see where the coal truck comes in. 
 
Baboo:  My Lud, under section 41 of the Land Trespass Act – it is clearly laid down – that to be found  
    loitering near a coal truck without any visible means of subsistence is a punishable offence and in  
    this predicament I say the defendant now stands. My Lud again look at the sequence. The coal truck  
    was black. The night was black, and we know that this villain's heart was black. 
 
Judge:  Very well proceed. 
 
Baboo:  [To Plaintiff]  What did the defendant say to you on this lovely night in June. 
 
Juliet:   [To the Judge]  Need I answer that my Lud? 
 
Judge:  You may write it down if you would prefer. 
 
    [Plaintiff writes] 
 
Baboo:  Thank you my Lud – I see your Lordship has a melting heart. 
 
   [Stiffy takes written note from Plaintiff, reads, laughs, hands to Judge who reads the note and  
    hands it back to Stiffy. Stiffy begins to take it to the Rita.]  
 
Stiffy: No, I think you're too young [Hands it to Stella – all read. Loud giggling]  Silence in the court.  
[Stiffy passes note to Warton. Digs him in the ribs – does comedy walk back to box.] 
 
Baboo:  I think the evidence I have produced needs no conglomeration. I leave my client in your Lordship's  
    bosom. [Sits] 
 
                                                          
2  Juliet's name is spelt Julit in the script directions. 
3     Spelt "verlosity" 
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Warton:  [Rising]  Now Miss Juliet Lovemore you have told your extraordinary story of the mysterious coal  
    truck in Ballygunge, but I ask you are you speaking the truth? 
 
Juliet:   Yes 
 
Warton:  Are you speaking the truth? 
 
Juliet:   Yes… yes. 
 
Warton:  Are you speaking the whole truth? 
 
[Juliet bursts into tears – Scene in court] 
 
Baboo:  My Lud I object to the bullying of my client in this unseemly way. I appeal for your Lordship's  
    protection  
 
[Bis. Judge giving chocolates etc. Plaintiff is carried from Witness Box and given a chair near  
 Bannerjee] 
 
Baboo:  We shall now call Detective Stiffy  [Stiffy enters Witness Box]  You are Detective Stiffy of the  
    Bentinck St Agency? 
 
Stiffy:  Yes… Divorces arranged on the shortest notice. Breach of promise guaranteed. Alibis  
    proved… 
 
Judge:  Yes, yes, that's quite enough. 
 
Baboo:  Mr Stiffy kindly tell your story. 
 
Stiffy:  From the information I received from Fluffy down there. 
 
Judge:  I beg your pardon? 
 
Baboo:  Mr Stiffy has playfully alluded to my client as Fluffy 
 
Judge:  Proceed. 
 
Stiffy:  I watched the defendant. He left the Gaiety Theatre a little after midnight and after several drinks at  
    Casty's 
 
Judge:  Casty's – where's that? I have never heard of this place. 
 
Baboo:  Castellazzo's my Lud. A place where Europeans take their rice. 
 
Judge:  Proceed. 
 
Stiffy:  The defendant – that bloke over there with the raspberry tart. 
 
Judge:  I beg your pardon. 
 
Baboo:  My Lud, a Calcutta colloquialism. 
 
Judge:  Proceed. 
 
Stiffy: Well he jumps into a taxi. I jumps into another. He goes up Chowringhee – me after him. He turns 
down Park Street. I follow and when he gets to Circular Road he turns to the right. 
 
Baboo:  And what then. 
 
Stiffy:  He turns to the left. 
 
Judge:  One moment Mr Bannerjee. Do you allege that the defendant took the wrong turning? 
 
Baboo:  That is my case my Lud. Your worship has hit the nail on the bread basket. 
 
Judge:  Proceed. 
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Stiffy:  Well I am after him. Oh he couldn't lose me in a month of Sundays. Well he meets Fluffy here - he  
    gets down and I follow. He puts his arms around her and I gets close and listens. 
 
Judge:  What was he saying? 
 
Stiffy:  Get your 'air cut. 
 
Judge:  And what did she say? 
 
Stiffy:  [Sings] I'm afraid to go home in the dark. 
 
Judge:  Mr Bannerjee. To what do you attribute this sudden change in the defendant? 
 
Baboo:  The cause is before you [He points to Vera] 
 
Stiffy:  Yes that's it. The raspberry tart. 
 
Judge:  I see. Proceed. 
 
   [Baboo sits. A plate of curry is brought into the court] 
 
Warton:  Now Mr Stiffy… 
 
Stiffy:  [Aside to Baboo]  You see me bamboozle him. 
 
Warton:  Mr Stiffy, when you've quite finished. 
 
Stiffy:  Oh all right, keep your 'air on. [To Plaintiff] That's a nasty one for him ain't it. 
 
Warton:  My Lud I really cannot go on with my case while my learned friend is stuffing his face with rice in  
    this horrible way. 
 
Baboo:  My Lud I object. [Blows rice over Warton]  I must keep body and soul together with a little  
    sustenance.  
 
   [Jury are all talking very loudly about hats. Leighton and Vera join in general uproar] 
 
Judge:  Order. I really must have order.  [Stiffy calls order] Any other questions Mr Warton? 
 
Warton:  No my Lud. 
 
Judge:  [To Stiffy]  You may sit down, and I must compliment you on your evidence. Does that complete  
    your case Mr Bannerjee? 
 
Baboo:  Yes my Lud except that I tender this photo taken by Detective Stiffy [Hands the Judge the  
    photograph] 
 
Judge:  Now Mr Warton. 
 
Warton:  My Lud I submit I have no case to answer. There is not one tittle of evidence in support. As  
    for the coal truck, it is purely the invention of my learned friend's addled brain. 
 
Baboo:  My Lud I object. I never invented a coal truck. 
 
Warton:  The whole case is trumped up by the muddling asinine soi-disant
4
 detective.  
 
Stiffy:  [Walks over to Warton]  Look  'ere, are you alluding to me because if you are you'll get a splash in  
    the gazooch. 
 
   [Jury all start talking – general uproar. Stiffy calls order, and each time he does so he hits Warton.  
   Warton protests.] 
 
Judge:  Order! Order! Really I must have order. Have you finished Mr Warton? 
 
                                                          
4     No suggestion as to the intention or meaning here. 
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   [Stiffy threatens Warton] 
 
Warton:  Yes my Lud. 
 
Judge:  Mr Bannerjee. 
 
Baboo:  My Lud. I leave the case to the jury in the full assurance that they will right the wrongs of  
    this unfortunate member of their sex, and with these brief words I will as Shakespeare  
    says… 
 
Stiffy:  Shut up.  [Baboo sits] 
 
Judge:  What is your verdict? 
 
Stella:  [Gently]  Damages one lac
5
 of rupees. 
 
Baboo:  I appeal for immediate execution. 
 
Warton:  I appeal for time. 
 
Judge:  The judgement is one lac of rupees and costs payable – two annas per week. 
 
 
Curtain 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                          
5     No suggestion as to the intention or meaning here. 
